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I am able to spend time writing about c hildren’s popular m
 usic because
my position at the University of Pittsburgh includes research leaves and a
reduced teaching load, and Pitt can replace my teaching and the tuition it
brings in with contingent faculty at inequitably low salaries. Undergraduate student tuition paid for the writing of this book, but other professors did most of the work that brought in those resources. Some people
argue that this funding model is justified b ecause research contributes to
institutional reputation and rankings, which eventually translate into undergraduate admissions and tuition. This is, at best, astonishingly inefficient, and it is an indefensible way to structure a public institution with
a mission to serve the public good. This book, therefore, is the product
of a directly exploitative system that extracts value from students and
poorly paid teaching-focused faculty and redistributes it upward to better-
paid research-focused faculty. I don’t quite know how to fit that into an
“acknowledgments” section, but it is the single most important fact about
the conditions that made the production of this work possible. I would like
to hold myself accountable h
 ere for continuing to work toward a future
in which the work of the professors who bring in the largest sources of
unrestricted funds to the University of Pittsburgh is valued fairly. My colleagues on the Pitt Faculty Organizing Committee who are working to
transform this institution into a humane, equitable, and democratic community have already transformed my experience of the university from a
place of hierarchy and judgment to one of solidarity and mutual support.
Without our brain and muscle not a single wheel can turn. Infinite thanks
are also due to the organizing staff at the United Steelworkers, especially
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Tamara Lefcowitz and Robin Sowards, for making that work so enjoyable
and generative.
I have been working on this project in various forms since 2006, and I
have accumulated very many debts over that time. Most importantly, this
project would not have existed without the kids I cannot name at “Heartsboro Central School,” who showed me how weird and interesting all this
stuff was and who got me stuck on the question of what it is all about. Sherilyn Saporito, who is my dear partner and the best person I know, showed
me the Kidz Bop video that started me on this path. Lorelai Saporito Bickford, who agrees with me about Carly Rae Jepsen and in general has r eally
good taste in m
 usic (which happily overlaps very little with what’s in this
book), inspires me every day. Maria Sonevytsky, Farzaneh Hemmasi, and
Lauren Ninoshvili have seen this work at almost e very stage for nearly a
decade. I can barely express how much I value and appreciate their camaraderie, generosity, and brilliance.
I started thinking about tween music as a graduate student (there is
material in h
 ere from my comprehensive exams in 2006), and I am grateful to the faculty who supervised and encouraged parts of this project in
its early stages, including Aaron Fox, Susan Boynton, Lila Ellen Gray, Ana
María Ochoa Gautier, Christopher Washburne, Patricia Shehan Campbell,
and Jackie Marsh. I owe even more to the community of supportive peers and
friends who offered solidarity, encouragement, and especially practical and
penetrating feedback, including Ryan Dohoney, Ryan Skinner, Anna Stirr,
Toby King, Niko Higgins, Simon Calle, David Novak, and Amanda Minks.
Jenny Woodruff ’s enthusiasm for thinking about kids and m
 usic has been
a crucial source of encouragement and insight.
I finished this book at the University of Pittsburgh, where I am grateful to Courtney Weikle-Mills and Jules Gill-Peterson for their feedback
and insights, and especially for their shared vision for a critical humanistic
childhood studies and a more equitable and humane university. Courtney
has been the most generous mentor and friend, reading much of this work
in draft form and offering invaluable feedback, and she understands the
intersection of childhood studies and public sphere theory like nobody else.
Marah Gubar read early drafts and has been an engaging interlocutor and
champion to whom I owe an enormous amount. Thanks to Neepa Majumdar and David Pettersen for inviting me to present a version of chapter 2 to
the Pittsburgh Film Colloquium; Rachel Maley for teaching me about Caddie Woodlawn syndrome; Jessica Isaac for her insights about kids and the
public sphere; Kathleen Davies for introducing me to that Rousseau quote;
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Kathleen Murray for helping me figure out what was going on with Bieber
digital animation stuff; Clare Withers and Robin Kear for making the library resources so accessible and useful; Gayle Rogers for timely advice
and encouragement; and Caroline Lemak Brickman, Kerry Mockler, Ryan
Pierson, Don Bialostosky, Mark Lynn Anderson, Adriana Helbig, Rachel
Mundy, Brian Beaton, Shawna McDermott, Sreemoyee Dasgupta, Amanda
Phillips Chapman, Jordan Hayes, Brittney Knotts, and Mary Gryctko. Kara
Boutselis and Alexa Packard undertook a r eally useful study of Billboard’s
Kids A
 lbums chart as undergraduate research assistants in 2014. I worked
through many of t hese arguments in undergraduate courses at nyu and
Pitt, and I am grateful to the large number of students who responded to
these questions enthusiastically and productively, especially Leah Butterfield at nyu, whose critical feedback on an article of mine inspired significant changes in my argument and approach.
Diane Pecknold and Sarah Dougher organized a generative panel on
children, music, and the mainstream at the Society for American Music in
2011, and their feedback and conversations at an early stage of this project
were vital. I am grateful to Diana Anselmo-Sequeira, who organized and
invited me to participate in an incredible symposium on young p
 eople, material culture, and media history at Pitt in 2016, and to Meredith Bak, who
offered very helpful feedback on an early version of chapter 4 at that symposium. The organizers and participants in a seminar on Childish Forms at
the American Comparative Literature Association in 2015 created a community of like-minded scholars for a weekend, including Natalia Cecire,
Jules Gill-Peterson, Maria Cecire, Nat Hurley, Mallory Cohn, Anna Mae
Duane, Anne Fernald, Devorah Fischler, Samantha Pergadia, Hans Staats,
and Marissa Brostoff. Natalia, especially, has been an indispensable interlocutor about the status of childishness in contemporary public culture.
Amanda Rossie organized a wonderful panel about postfeminist girlhood
at the Society for Cinema and Media Studies in 2013 that clarified and defined my thinking about Hannah Montana, and conversation there with
Sarah Banet-Weiser helped me sort out how to think about Taylor Swift.
Jordan McClain and Amanda McClain organized a r eally productive panel
on the intersections of television and music at the Popular Culture Association in 2013, where Travis Stimeling offered helpful responses to an early
version of chapter 5. Meryl Alper was a copanelist at an mit Communications Forum event about tween media culture that Marah Gubar organized
in 2016, and Alper’s incisive comments and conversation helped me clarify
my own thinking about the tween moment. Thanks also to Luis-Manuel
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Garcia, Byron Dueck, Jonathan Toby King, and David Novak for their
feedback and participation at panels on m
 usic and intimacy at Society for
Ethnomusicology and American Anthropological Association conferences
in 2016. Thanks to Jennifer Lynn Jones for pointing me to Kathleen Rowe’s
work on gender and comedy.
I am especially grateful to Torrie Dorell, Moira McCormick, David Pierce,
Ted Green, and Regina Kelland for speaking with me about their experiences working in and writing about the children’s music industry in the
1990s and early 2000s, which provided the basis for the historical account
in chapter 2.
Nicola Dibben, Anna Mae Duane, Sarah Chinn, and Gary McPherson
supported early versions of this work as editors. Thanks to Ken Wissoker,
Mary Hoch, Olivia Polk, Stephanie Gomez Menzies, and Joshua Tranen at
Duke University Press for guiding this work through a complicated pro
cess, and thanks to Reader 2 for their generous and generative reading of the
manuscript. Thanks also to Toni Willis, Chris Dahlin, and Aimee Harrison
at Duke for their work transforming the manuscript into the book you have
before you, and to Rachel Lyon for creating the index.
All of this book’s failures are my own.
This research was assisted by an acls Fellowship from the American
Council of Learned Societies. Publication expenses were supported by
the Richard D. and Mary Jane Edwards Endowed Publication Fund and
the Kenneth P. Dietrich School of Arts and Sciences at the University of
Pittsburgh. An early version of chapter 3 appeared as “Tween Intimacy and
the Problem of Public Life in Children’s Media: ‘Having It All’ on the Disney Channel’s Hannah Montana,” in wsq: Child 43, no. 1/2 (Spring/Summer
2015), pp. 66–82. An early version of chapter 5 appeared as “Justin Bieber,
YouTube, and New Media Celebrity: The Tween Prodigy at Home and Online,” in Musical Prodigies: Interpretations from Psychology, Education, Musicology, and Ethnomusicology, edited by Gary E. McPherson, pp. 749–67 (Oxford
University Press, 2016). Scattered material in the introduction, chapters 1
and 2, and the conclusion appeared in e arlier form in “The New ‘Tween’
Music Industry: The Disney Channel, Kidz Bop, and an Emerging Childhood Counterpublic,” in Popular Music 31, no. 3 (2012), pp. 417–36.

