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The purpose of this research study was to examine the instructional strategies,
rationale, understandings, and perceptions of an elementary music specialist, Michelle
Roberts, regarding the integration of traditional core content areas (TCCAs) in the
kindergarten music classroom. This study sought to scrutinize the characteristics and details
of Michelle’s teaching through Elliot Eisner’s notions of educational connoisseurship and
criticism and through his conceptualization of educational research and practice as art. A
number of early childhood educators and researchers have stressed the importance and
pedagogical efficacy of using interdisciplinary, holistic instructional approaches with young
children. Such approaches have the potential to create space for a humanizing education in
the early childhood classroom.
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This qualitative research study was conducted at a public elementary school in a
large, urban district in Texas, between September 18, 2009 and January 26, 2010. The
participant was Michelle Roberts, an elementary music specialist with nearly 25 years of
teaching experience. Data sources included classroom observations, examination of
instructional artifacts, and semi-structured interviews.
Following analysis of the data, three conclusions concerning the music specialist’s
rationale, understandings, and perceptions regarding the integration of traditional core
content areas and kindergarten music instruction were drawn. First, Michelle’s rationale,
understandings, and perceptions regarding the integration of the TCCAs and kindergarten
music instruction were grounded in her wealth of teacher knowledge and skills and in her
beliefs regarding teaching. Second, Michelle’s rationale for the integration of the TCCAs and
kindergarten music instruction was that it allowed her to educate her students in the most
fitting manner possible and that it made learning “solid” or “a complete picture” for the
students. Third, Michelle’s perceptions and understandings regarding the integration of the
TCCAs and kindergarten music instruction were grounded in three beliefs: (a) the integration
of the TCCAs and music instruction is beneficial for young children; (b) it is important to
maintain the integrity of the discipline of music when integrating instruction in the TCCAs
and kindergarten music instruction; and (c) music cannot be taught in isolation from other
content areas.
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Prologue: Transformations
The transformative potential of music education was powerfully driven home to me
during a two-week period of the summer of 2002. Within the space of twelve days, my world
was profoundly transformed as I discovered, for the first time, a sacred and divine space
within the sphere of music education. It was a pivotal moment that marked the beginning of
a deeper understanding of what it means to educate. My entire understanding of what it
meant to be a music teacher, what it meant to be human, and even of what it meant to be
myself was forever changed. It was the start of my own journey towards becoming more
fully human, and of seeking to point others towards that same humanization in their own
journeys.
The event that served as a catalyst for this transformation began unremarkably
enough. As a public school elementary music specialist, I was forever in search of more
effective teaching methods as I struggled to cope with the challenges of teaching in schools
with a high percentage of students from low-income families. In the summer of 1995, I
spent three weeks training in the Kodály Method1 of music education; then, in the summer
of 1998, I spent two weeks completing the first of three levels of training towards
certification in the Orff Schulwerk approach2. I enjoyed each of the training courses
1

The Kodály Method, developed by Hungarian music educator and composer Zoltan
Kodály, can be described as a “music literacy” teaching approach, with an emphasis on
learning concepts first by sound, then through musical notation. The Organization of
American Kodály Educators offers a more comprehensive description of the Kodály
philosophy and teaching methods on their Web site at http://oake.org.
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The Orff Schulwerk (“Schoolwork”) approach was developed by German composer and
music education advocate Carl Orff. It is perhaps best described as a holistic, naturalistic,
and active approach to music learning for children and adults; its techniques are often
1

immensely and found the techniques of each to be helpful to me in my teaching. The Orff
approach, however, stood out to me as the one I wanted to pursue more in-depth, with the
eventual goal of becoming a fully certified Orff instructor. Due to class cancellations and the
birth of my second child, however, it was not until the summer of 2002 that I was able to
resume my training.
Within the first few hours of the first day of my Level II class, it became apparent
that the expectations regarding the mastery of pedagogical techniques and personal
musicianship in this program were very high – higher than anything I had so far encountered
in summer training courses or even in my undergraduate music education methods courses.
Never terribly confident in my competence as a musician (even after years of piano lessons,
voice lessons, and teaching music!), I secretly harbored a sense of dread that I would be
judged and found wanting, forced to return home in disgrace. As the class continued,
however, I received – to my great surprise – many positive comments from my classmates
regarding my singing, playing, and other contributions to the class, yet a dark cloud of dread
and self-doubt continued to hover over me. I began to surprise myself, though, with my
ability to always somehow rise to the occasion: to pull off a well-rendered improvisation
vocally or instrumentally, to excel on a homework assignment, to quickly and accurately
respond to questions, or to wow my classmates – always to my own amazement – in one
way or another. It hadn’t taken me long to develop a high level of regard for my classmates’
musicianship, and during the second week it finally clicked with me that if people who were

compared to Montessori’s methods. A more detailed description of the Orff approach and
philosophy is available on the Web site of the American Orff-Schulwerk association at
http://www.aosa.org/orff.html.
2

obviously such strong musicians themselves were impressed with my abilities – well, maybe I
really was okay at this! I slowly began to accept that perhaps my self-assessment of my
competence as a musician had been off the mark. Thus, my self-esteem and confidence in
my musical abilities were bolstered tremendously that week.
There were many moments, too, when the joy and beauty and wonder of the music
we created and experienced together awakened a place within my soul that I somehow had
never known existed – or, perhaps, that I had simply long forgotten. I sensed something of
the sacred and divine in these moments – when we began a boisterous, playfully improvised
dance to a recording of a contagiously joyful and lively tune, laughing and shrieking with
delight as we swung each other around by the elbows; when all of the classes would gather at
the end of the day and the sound of over a hundred music teachers singing Michael
Praetorius’ “Jubilate Deo” in gloriously perfect canon rang through the building’s huge
atrium; when a particularly ethereal and haunting piece we played in class profoundly
touched my soul. There were, too, the deep and lasting bonds of friendship and the sense of
community formed during those brief days. I still today count quite a few of my classmates
from that summer among my dearest friends. I had attended church my entire life and at the
time considered myself to be quite the morally righteous, good, and upstanding woman, and
yet I recognized in these moments something holy, sacred, and spiritual far beyond anything
I’d ever imagined, let alone experienced before. I had also had a strong loyalty to my “church
family,” which I had been a part of for years – and yet the bonds formed with my Orff
friends, whom I’d known so briefly, were somehow far deeper, richer, and more meaningful.
My notions of holy, sacred, divine, and spiritual were tremendously challenged – stretched to the
3

point of being torn apart entirely. I faced the challenges to these long-cherished notions with
not a small amount of fear and trepidation; little did I realize that the decimation of these
notions would prove to be one of the greatest gifts of my life.
The night before the final day of class, I slept very little. I laid awake and, for
perhaps the first time ever, stepped back to take a good, long, hard look at my life. There
were many questions to be reckoned with: huge blind spots that had somehow suddenly
become excruciatingly obvious. Why had I been so fearfully certain that I would be tried and
found wanting as a musician? And perhaps more importantly, why had I been working so
hard to hide my true self from other people?
I went to class that day a very different person than the day before. I took risks I
would never have dared to take the day before. I decided to dance in our class presentation
that afternoon instead of hiding behind an instrument the way I usually did. I quit backing
away when I sensed someone moving closer to me and chose to instead engage with that
person. I allowed myself to fully experience my emotions instead of squashing them: each
was immediately called front and center, identified, accepted, experienced, and asked to
teach me whatever it would. There would be no more hiding of who I was. I decided to be
myself – sink or swim. It was a pivotal moment in my life: beginning that day, I chose to
learn to know myself and to allow others to know me.
Driving home that evening, our two songs of parting in our last gathering, sung in
three-part rounds, looped over and over in my mind.
The night is over, the night is done
Before I’ve had the chance, before I’ve even had the chance
To count, to count all of the stars in the sky.
4

Round and round we go
We hold each other’s hands
And weave our lives in a circle.
Our love is strong
The dance goes on.
During the final song, we had literally held hands and moved in a circle around the room,
gradually beginning to weave, passing under and between one another to form a complex
human tapestry, then unwinding back into circle formation before ending the round and
standing in a long and sacred silence, still hand in hand.
In the ensuing days, it hit me that the experiences of the last two weeks flew in the
face of almost everything I had previously believed about other people, about religion and
spirituality, about the world around me, and about myself. I found that my lived reality was
now something far messier and far less easy to explain. Moreover, my entire understanding
of what it meant to be a music educator had been turned on its head. It had always been
about passing along whatever I knew about music in simplified form to the kids and
teaching them to do cutesy stuff for Parent-Teacher Association meetings. Now I saw that it
could be about beauty and artistry, even with my youngest students (and very possibly even
with my fifth graders!). More importantly, it could be sacred. Now I had witnessed a
transcendence far surpassing all that I had known before, defying all understanding or
empirical explanation that existed within the realm of teaching and learning. A holy space,
embodying a communion of human spirits deeper than anything I had ever seen or known
before… a space where humanization was possible. My response to this encounter with the
inherently divine and spiritual aspect of music education was a commitment to humanizing
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education: an education whose ultimate goal is to help all concerned to achieve their fullest
human potential.
Out of my newly-found commitment to humanizing education and transformative
experience with the Orff approach arose a passion for continuing to discover and explore
approaches to education that were holistic and more organic than the methods I had always
known: those I learned as an undergraduate, those I had fallen into as a de facto survival tactic,
and those commonly used in the schools where I had taught. I joined the American OrffSchulwerk Association (AOSA) post-haste and devoured every issue of the professional
journal, The Orff Echo, as soon as I received it. In this journal, I encountered a number of
articles in which elementary music and general classroom teachers shared their experiences
with interdisciplinary teaching units and the joyful teaching and learning encounters that
resulted. Ah, I thought, now this is what education should be all about!
Attempting to incorporate the Orff approach and interdisciplinary learning in my
own classroom, however, turned out to be something else entirely. My students, accustomed
to relatively structured classrooms and teacher-directed instruction both from me the
previous year and in their self-contained classrooms, predictably (as I now see in retrospect)
went bonkers. Complicating matters was the fact that my principal, very much old-school
(e.g., authoritarian) in her conceptualization of classroom management, perceived my class as
an undisciplined free-for-all and had difficulty grasping just exactly what it was that I was
trying to do in attempting to share with my students a taste of the joyful experiences I had
had the summer before. I passed along some pamphlets to her that outlined the philosophyin-a-nutshell of the Orff approach, and to her credit, she afterwards became somewhat more
6

receptive and accepting of my efforts. Even so, I continued to encounter a good deal of
criticism and resistance; perhaps the massive paradigm shift which would almost necessarily
accompany any complete acceptance of my seemingly-radical approach to teaching music
was simply too much.
After two years of relatively fruitless attempts to enlighten her, struggling to
balance the creativity and expression I wanted my students to experience with some
semblance of classroom order, and working (also relatively fruitlessly) to enable my students
to direct their own learning as opposed to having it directed for them, I was utterly
disillusioned, disheartened, and burned out. The increasing disconnect between my
aspirations for a joyful and creative classroom environment and the stark realities of my lived
experience had taken its toll. Having toyed with the idea of attending graduate school for
several years, I decided the time had come to make my move. I resigned my teaching
position, got accepted to the Masters of Music Education program at Baylor University, took
out my retirement, paid off a considerable amount of debt, and began full-time study that
autumn.
Through the ensuing six years of graduate study, my passion for humanizing
education has remained with me. My understanding and commitment to humanizing
education has been deeply enriched and illuminated beyond the Orff approach and the
interdisciplinary approach through the writings of Elliot Eisner, Maxine Greene, John
Dewey, Paulo Freire, Maria Montessori, bell hooks, Nel Noddings, Jonathan Kozol, and
many others. It is my wish to build upon my initial revelation of now this is what education should
be all about! – and to learn how we may create a space in which such an education is possible,
7

a task I feel I was unable to accomplish in my final two years of classroom teaching. In many
ways, this study is an attempt to heal myself of the disillusionment, disheartenment, and
burnout I experienced through my unsuccessful attempts at integrating a more holistic
approach to education in my classroom. And I am reminded that all of this – the joy, the
disillusionment, the hope, the burnout, the rejuvenation – is part of an ongoing process of
transformation. If in some way I can contribute to and extend the conversation of
humanizing education, continue my own process of transformation, and do what I can to
point others toward their own transformation, I believe I will have accomplished what I set
out to do one summer nine years ago.

8

I: Introduction
Art teaches us how to be alive.3

3

Eisner, 1972, p. 281
9

Meeting Michelle
Over the past three years, I have on occasion served as a substitute teacher in a
local school district. On one such occasion, I was called to come in for a half-day elementary
music assignment at one of the district’s elementary schools. Upon my arrival, the music
specialist, Michelle Roberts (pseudonym), was in the middle of her fourth grade music class.
She quickly paused to invite me to sit in on the rest of the lesson, telling me she would finish
up the fifteen minutes or so remaining in the class period. I sat down to observe – and was
almost instantaneously awestricken as I witnessed the exemplary teaching taking place before
me. The students were thoroughly and enthusiastically engaged in the learning process as
Michelle seamlessly taught her lesson, all the while good-naturedly managing the seemingly
boundless energy of her students.
As it happened, Michelle’s planning period immediately followed the fourth grade
class period. As she briefed me on the afternoon’s schedule and lesson plans, I slipped in
some questions, brimming with curiosity to know more about this woman who was so
clearly a master teacher of elementary music. I learned that she had full Kodály certification
and had been teaching for nearly two decades. We spent a good ten minutes talking, learning
more about each other, and sharing stories with one another about our elementary music
teaching experiences. I subbed for her several more times over the next two or three
semesters, and I began to notice how she often masterfully interwove other subject areas
into her music instruction. Indeed, Michelle has been recognized as an exemplary teacher by
her colleagues, who selected her as the school’s Teacher of the Year in 2006-2007. During a
case study research course I took in the fall of 2008, I asked her if she would be willing to
10

allow me to conduct my case study in her classroom, and she graciously agreed. This case
study, which also served as a pilot project for my dissertation research, examined her
integration of literacy instruction in her kindergarten music classroom. She has now
generously agreed to be the subject of my dissertation research as well.
Statement of the Problem
How might we create space for humanizing education? Educational philosophers
Elliot Eisner and John Dewey, among others, have called for the use of instructional
methods that are holistic, grounded in experience, and interdisciplinary in nature (Dewey,
1998; Eisner, 1998, 2002a). Moreover, Eisner argues that a diverse curricular agenda that
includes music and the arts can contribute to an equitable education by providing
opportunities for children to play to their strengths in a resource-rich environment that
addresses diverse, multiple forms of human intelligence (Eisner, 1998). A number of early
childhood educators and researchers have stressed the importance and pedagogical efficacy
of using interdisciplinary, holistic instructional approaches with young children (Bird, 2007;
Crosswhite, 1996; Fisher & McDonald, 2001; Geoghegan & Mitchelmore, 1996; Gromko,
2005; Lloyd, 1978; National Association for the Education of Young Children, 2009; Olson,
2003; Purnell, Ali, Begum, & Carter, 2007; Register, 2001; Rowe, 1998; Snyder, 2003;
Wiggins, 2007). Others emphasize that although interdisciplinary instruction that
incorporates music and other disciplines such as reading and language arts may be beneficial
to young children in a number of respects, it is also important to preserve the intrinsic value
of music: to teach music for its own sake and not simply allow it to serve to “dress up” other
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subject areas (Barrett, 2001; Bresler, 1994; Longley, 1999). In Chapter II, I will address these
matters in greater detail.
But what specifically is it that an elementary music specialist does that enables her
to create such a vibrant, holistic atmosphere within an early childhood music classroom?
What might his instructional approaches, techniques, and strategies for integrating the
traditional core content areas in the early childhood music classroom look like? How and
why might she work to teach music for its own sake within the context of interdisciplinary
instruction? What kinds of teacher knowledge, skills, and beliefs might he draw upon in
order to carry out the complex, sometimes nearly overwhelming task of interdisciplinary,
holistic music instruction?
In order to examine these questions, I begin by examining the perceptions,
understandings, rationale, and instructional approaches of a music specialist within whose
classroom I have witnessed the creation of space for humanizing education. It is my hope
that my research may provide educators and educational researchers insight into how we
might arrive at the now this is what education should be all about moment of illumination within
the early childhood music classroom.
Purpose
The purpose of this research was to examine the instructional strategies, rationale,
understandings, and perceptions of an elementary music specialist regarding the integration
of traditional core content areas in the kindergarten music classroom. I sought to examine
how and why a public school elementary music specialist, Michelle Roberts, integrates
traditional core content areas in her kindergarten music classroom. In order to do so, I
12

examined her instructional strategies and techniques as well as the rationale and
understandings underlying her integration of traditional core content areas in her
kindergarten music classroom. I also explored her perceptions regarding the importance of
teaching music for its own sake even as she integrates other subject areas in her instruction,
and what teacher knowledge, skills, and beliefs she draws upon that enable her masterful
integration of traditional core content areas in the kindergarten music classroom.
Conducting a credible examination of these aspects of her instruction required me to
carefully scrutinize the unique characteristics and subtle details of her teaching. I sought to
do so through Elliot Eisner’s concept of educational connoisseurship (1991, 1998, 2002a).
Eisner describes this as “the art of appreciation” (1991, p. 63) of educational practice.
Connoisseurship requires the educational researcher to not only look, but to see – to be
highly perceptive regarding teaching and educational research and to focus on their
qualitative aspects. It entails the ability to be keenly aware of details of the teaching and
learning process, to be sensitive to the many factors that influence a particular classroom or
learning situation, and to be able to contextualize those details within a broader spectrum of
educational experience.
Through conscious implementation of educational connoisseurship in my research, I
used Elliot Eisner’s (1991, 1998, 2002a) theories of conceptualizing educational research and
practice as art to frame my research in the hope that these theories would inform and
illuminate my research process. I spent four months immersed in Michelle Roberts’
kindergarten music classroom, observing the subtle details and unique characteristics of her
elementary music teaching: the rationale, understandings, and perceptions regarding the
13

integration of traditional core content areas in the kindergarten music classroom that form
the foundation of her teaching. I examined how and why she has chosen to teach using
integration – an approach to teaching that may be in many respects more challenging than
traditional instruction (Bresler, 1995; Snyder, 2001; Whitaker, 1996). I then used descriptive
narrative and analysis to provide the reader with an in-depth description of how and why she
teaches as she does. I used qualitative research methods to investigate the following
overarching research question and sub-questions.
Research Questions
Overarching Question: What are the music specialist’s rationale, understandings, and
perceptions regarding the integration of the traditional core content areas and kindergarten
music instruction?
Subquestions:
1) What teacher knowledge, skills, and beliefs does the music specialist draw upon as
she integrates the traditional core content areas and kindergarten music instruction?
2) What are the music specialist’s understandings and perceptions concerning the
preservation of the integrity of the discipline of music and the intrinsic value of
music when traditional core content area instruction and kindergarten music
instruction are integrated?
3) What are the music specialist’s instructional strategies, techniques, and rationale
for integrating traditional core content areas and kindergarten music instruction?
Significance of the Study
Elliot Eisner, in discussing research currently needed in arts education, has stated:
14

(One) of the most important kinds of research needed in the field are studies of
teaching and learning. By studies of teaching and learning I mean studies that try
carefully to answer the question “What do teachers of the arts do when they teach
and what are its consequences?” (2002a, p. 215)
In this study, I attempted to address the first portion of that question: “What do
teachers of the arts do when they teach?” Specifically, I hope to contribute to the
conversation between and among music educators and music education researchers about
what integrated music and core content instruction at the elementary level might look like by
examining the instructional techniques and strategies of an elementary music specialist who
incorporates integrated instruction in her kindergarten music classroom. Moreover, I
examined why the music specialist does what she does by examining the rationale,
understandings, and perceptions underlying and shaping her approach to teaching.
In recent years, the arts education field has addressed this question through a
growing body of research on teaching and learning in arts education. I have chosen to
organize the research studies examining teaching and learning in the arts into three
categories. Category One consists of studies of large-scale programs, in which the programs
are assessed according to academic, social, or intellectual performance outcomes (Burnaford,
Aprill, Weiss, & Chicago Arts Partnership in Education, 2001; Fiske, 2001; Longley, 1999).
Category Two includes case studies of teaching and learning in elementary arts and/or
elementary self-contained classrooms or departmentalized secondary classes with a focus on
academic, social, and intellectual performance outcomes (Bird, 2007; Blanton, 1962; Bowles,
2003; Costa-Giomi, 1999, 2004; Crosswhite, 1996; Geoghegan & Mitchelmore, 1996;
15

Gromko, 2005; Gromko & Poorman, 1998; Montgomery, 1997; Persellin, 1999; Rauscher &
Zupan, 2000; Register, 2001; Short, 2001; Snyder, 2003; Standley & Hughes, 1997; Stringer,
2004). Category Three consists of descriptive case studies of teaching and learning in
elementary arts and/or elementary self-contained classrooms or departmentalized secondary
classes with a focus on the teaching and learning process rather than the outcomes per se
(Benson, 2000; Cerniglia, 2006; Corn, 1993; Curtis, 2007; DeVries, 2000; Neelly, 2000;
Purnell, Ali, Begum, & Carter, 2007; Smith, 2005, 2008; Stake, Ellis, Bresler, & Mabry, 1991;
Tagg, 1997; Verkler, 2003; Wheat, 2005; Whitaker, 1996; Wiggins, 1993; Youm, 2007).
Of the studies in the third category, which are those most similar to my own study, a
number examined a variety of approaches to the integration of the arts in the early childhood
self-contained classroom (Purnell et al., 2007; Rowe, 1998), the elementary self-contained
classroom (Benson, 2000; Corn, 1993; Verkler, 2003; Wheat, 2005), and both arts and selfcontained elementary classrooms (Curtis, 2007; Strand, 2006; Whitaker, 1996; Youm, 2007).
The remaining three were case studies of elementary arts teachers. Stake et al. (1991)
described the daily experiences and challenges of elementary arts teachers. Neelly (2000)
examined the perspectives of a first-year prekindergarten music teacher regarding the
application and growth of her professional knowledge in the context of her daily practice.
Tagg’s (1997) descriptive case study examined the values, activities, and perceptions of an
elementary vocal music teacher. However, none of these studies specifically address the
instructional strategies, rationale, understandings, and perceptions that potentially enable an
elementary music specialist to integrate traditional core content areas in the kindergarten
music classroom. In conducting this study, I seek to fill this gap in arts education research
16

and contribute to the conversation between and among music educators and music
education researchers regarding integrated music and core content instruction.
Assumptions
This study is based upon the following assumptions:
1. Integration of the traditional core content areas plays an ongoing, important
role in Michelle Roberts’ kindergarten music classroom. Observation of
classroom teaching will include instruction involving reading/language arts,
mathematics, science, and social studies.
2. The teacher has expertise in elementary music education and will have
specific reasons for integrating other content areas in her instruction. She will
be willing and able to discuss these either formally or informally.
3. The teacher is aware of how she integrates the traditional core content areas
in her music instruction and is able to discuss this, formally or informally.
4. The researcher will be able to perceive the subtle details and unique
characteristics of this elementary music specialist’s teaching, including the
strategies, rationale, understandings, and perceptions regarding the
integration of traditional core content areas in the kindergarten music
classroom.
Limitations
This study is limited by the following conditions:
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1. The candor of the music specialist and her ability to clearly articulate her
perceptions and understandings will directly impact the quality of data
collected from interviews.
2. The collection of qualitative data is limited by the researcher’s ability to
accurately record and analyze data. The use of qualitative data is intended to
provide deeper insight into classroom phenomena; however, it is also subject
to researcher bias.
3. The findings and conclusions of this case study are drawn from a unique case
study and may not be generalizable to other classrooms.
Definitions
Arts.
The term “arts” will refer to the four arts disciplines as delineated in the National
Standards for Arts Education: dance, drama, music, and visual arts (MENC: The National
Association for Music Education [MENC], 1994).
Curriculum.
“Curriculum” will refer to “a series of events intended to have educational
consequences” (Eisner, 1984, p. 259).
Developmentally Appropriate Practice.
“Developmentally Appropriate Practice” (DAP) will refer to practices resulting from
professional decisions based on knowledge of child development and learning, needs of
individual children in a group, and knowledge of social and cultural contexts in which
children live (Bredekamp & Copple, 1997).
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Early childhood.
“Early childhood” will denote children from birth through age 8 (Bredekamp &
Copple, 1997).
Integrated instruction.
The phrase “integrated instruction” will be defined as “(a) knowledge view and
curriculum approach that consciously applies methodology and language from more than
one discipline to examine a central theme, issue, problem, topic, or experience” (Jacobs,
1989, p. 8). The term “integrated instruction” is often used interchangeably with
“interdisciplinary instruction,” “interdisciplinary approaches,” and the like (Burton, 2001);
these terms will be used accordingly throughout this paper.
Kodály Method of Music Education.
The Kodály Method, developed by Hungarian music educator and composer Zoltan
Kodály, can be described as a “music literacy” teaching approach, with an emphasis on
learning concepts first aurally (by sound), then visually through musical notation (Choksy,
1988).
Texas Essential Knowledge and Skills.
The Texas Essential Knowledge and Skills (TEKS) are the published Texas
standards for content knowledge at each grade level in each subject (Texas Education
Agency, 1998, 2006, 2008, 2009, 2010).
Traditional core content areas.
The phrase “core content areas” is potentially problematic or vague due to a wide
range of definitions of what constitutes or has constituted core content within the United
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States from state to state and at different points in time. In the state of Texas, the state
legislature enacted a law in 1981 defining the “foundational curriculum” as English language
arts, mathematics, science, and social studies. Fine arts including music were defined as
“enrichment curriculum” (Kemerer & Walsh, 2000). On September 1, 1996, the State Board
of Education, in Section 74.2 of the Texas Education Code, effectively expanded the core
content areas at the elementary level by redefining the required elementary curriculum.
Section 74.2 states that “(t)he district must ensure that sufficient time is provided for
teachers to teach and for students to learn English language arts and reading, mathematics,
science, social studies, fine arts, health, physical education, technology applications, and to
the extent possible, languages other than English” (Texas Administrative Code Title 19,
Chapter 74, Subchapter A, 1996).
However, since the advent of NCLB, instructional time devoted to any subject that
is not covered on high-stakes exams has, according to educational researchers, been greatly
reduced, particularly in schools with a high percentage of students of color or who are from
poor families (Cortese, 2007; McNeil & Valenzuela, 2001; Meyer, 2005). Therefore, for the
purposes of this paper, “traditional core content areas” will refer to disciplines or subject
areas that have traditionally been regarded as fundamental components of school curriculum
in the United States: reading/language arts, mathematics, science, and social studies.
Outline of the Dissertation
In Chapter I, I have described through personal narrative my interest in this research
topic and how this study came to be. I have also provided a definition of the research
problem, presented an overview of the purpose of this study, outlined the research
20

questions, stated the significance of the study, delineated the assumptions and limitations of
the study, and supplied definitions of key terms to be used in this paper. Chapter II describes
the current social, political, and economic context in which we as arts educators are situated.
It then discusses the theoretical framework of this study: specifically, Elliot Eisner’s notion
of educational connoisseurship and conceptualization of educational research and practice as
art. Next, it provides a review of the relevant literature regarding teacher knowledge;
interdisciplinary instruction; early childhood music education; and the teaching and learning
process in music education, including a) the integration of music instruction and instruction
in the traditional core content areas and b) the Kodály Method of music education. Chapter
III provides a description of the research methodology, including the research design and
methods of data collection and analysis. Chapter IV entails a portrait of the music specialist
and her teaching, accompanied by an analysis of her instructional strategies, rationale,
understandings, and perceptions. Chapter V presents a summary and discussion of the
findings, conclusions, and recommendations for future research.
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II: Review of the Literature
…Insofar as we in schools, colleges, and universities are interested in providing the conditions that enable
students to secure deep and diverse forms of meaning in their lives – we cannot in good conscience omit the fine
arts.4

4

Eisner, 1986/2005.
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Current Educational Context and Climate in the United States
Noted arts education scholar Elliot Eisner has stated: “What matters most in any
field of study depends on the context, and the context is influenced by the economics and
politics of the time” (2002a, p. 41). What is it that currently matters most in the field of
music education? What are the primary issues and challenges of teaching music in our
contemporary political and economic landscape? I begin my review of the literature by
addressing these questions through a brief examination of the recent history and current
status of public education, arts education, and music education in the United States and in
the state of Texas, including the economic and political factors that have affected the
American educational sphere. I then discuss the theoretical framework of this study:
specifically, Elliot Eisner’s notion of educational connoisseurship and conceptualization of
educational research and practice as art. Next, I review the relevant literature regarding
teacher knowledge; interdisciplinary instruction; early childhood music education; and the
teaching and learning process in music education, including a) the integration of music
instruction and instruction in the traditional core content areas and b) the Kodály Method of
music education.
The Current Climate in U. S. Education: Standards and Accountability
Beginning in the 1980s, a series of initiatives to reform public education at the
national level were launched, spurred largely in part by the 1983 publication A Nation at Risk,
a report compiled by the National Commission on Excellence in Education (1983/1999).
The report recommended that the core curriculum should be comprised of five “New
Basics”: English, mathematics, science, social studies, and computer science. A
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Nation

at

Risk became one of the driving factors behind the creation of national standards in core
subject areas. In 1992, the National Council on Education Standards and Testing (NCEST)
called for the establishment of a system of voluntary national standards and assessments in
math, English, science, history, and geography, with standards for other subject areas to be
added in time. The Goals 2000: Educate America Act (P.L. 103-227), signed into law by
President Bill Clinton in 1994, made provision for the creation of such standards. Voluntary
national standards now exist for mathematics, English, economics, geography, history, social
studies, civics, technology, physical education, and the arts.
President George W. Bush signed a reauthorization of the Elementary and
Secondary Education Act, commonly known as the No Child Left Behind Act (NCLB), into
law in 2001. This legislation, according to the U.S. Department of Education, is based on
four pillars: “stronger accountability for results, more freedom for states and communities,
proven education methods, and more choices for parents” (U.S. Department of Education,
2008b). NCLB reaffirmed the status of the arts as a core academic subject; however, as part
of its “stronger accountability for results” component, it also established stringent
requirements for testing in reading/language arts (RLA) and mathematics. States are
currently required to test all students in grades 3-8 in mathematics and RLA annually and
must test students in grades 10-12 at least once annually in mathematics and RLA.
The NCLB legislation created an educational climate of high-stakes accountability,
in which the nation’s public schools are required to provide evidence that they are
successfully educating the nation’s children through documentation of Adequate Yearly
Progress, or AYP. This is defined by the U. S. Department of Education as follows:
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AYP is an individual state's measure of progress toward the goal of 100 percent of
students achieving to state academic standards in at least reading/language arts and
math. It sets the minimum level of proficiency that the state, its school districts, and
schools must achieve each year on annual tests and related academic indicators. (U.
S. Department of Education, 2008a.)
Schools that receive funds through Title I (schools with a high percentage of students from
low-income families) are subject to loss of Federal funding if they do not achieve AYP.
Furthermore, public schools’ test scores are subject to intense public scrutiny: scores are
often published in local newspapers, and schools that do not fare well are compared
unfavorably to higher-scoring schools. This means that a significant number of U. S.
schools, particularly those that stand to lose Title I funding should they fail to achieve AYP,
are under immense pressure to raise test scores in RLA and mathematics (Berliner, 2006;
McNeil & Valenzuela, 2001; Wood, 2004). Researchers have expressed concern that such
pressure to raise test scores and meet goals for AYP is causing many of our public schools to
cut back on such educational “frills” as art, music, physical education, even science and
social studies (Cochran-Smith & Lytle, 2006; Cortese, 2007; Forum for Educational
Accountability, 2009; Guisbond & Neill, 2004; Kohn, 2000; Kozol, 2005; McNeil, 2000;
McNeil & Valenzuela, 2001; Meyer, 2005; Neill, Guisbond, Schaeffer, Madden, & Legeros,
2004; Nichols & Berliner, 2007; Noddings, 2007; Persellin, 2007; Wood, 2004). Indeed,
recent reports from the U.S. Government Accountability Office (2009) and the National
Assessment of Educational Progress (NAEP) (2009) indicate that instructional time in the
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arts has in fact decreased since the inception of NCLB in schools with a high percentage of
students from low-income families or students of color.
Current Climate in U. S. Education: “Tax Revolt” and Public Education Funding
In 1978, California voters passed Proposition 13, a measure spurred by fast-rising
property tax assessments that subjected any new state taxes to a two-thirds majority vote
requirement. The passage of Proposition 13 became the catalyst for a nationwide “tax
revolt,” with Massachusetts, Oregon, and Michigan, among other states, establishing caps on
property taxes in later years. Indeed, some have linked Proposition 13 to the beginning of
the “Reagan Revolution” with its pushback against taxation and funding for the humanities
(Brinkley, 1994; Fox, 2003; O’Leary, 2009). From the early 1980s until the 2008 election,
conservatism has largely dominated U.S. politics and economic policy regarding social
services. This conservative political movement has championed numerous tax cuts including
reductions on capital gains taxes, income taxes for the wealthiest Americans, and the
creation of a myriad of tax loopholes for corporations. Public education and funding for
public education have been, unsurprisingly, negatively affected by the resulting decreases in
tax revenue. For example, some research provides strong evidence that in states where caps
on property taxes have been established, student test scores fall, school dropout rates rise,
and levels of teacher preparedness are negatively affected (Downes & Figlio, 1999; Lyons &
Lav, 2007).
The passage of NCLB created additional strain on public schools, as the legislation
failed to appropriate sufficient funds for schools to carry out its many mandates, such as its
requirements for standardized testing and the resultant need to purchase testing materials,
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providing tutoring for students receiving below-passing scores on state tests, and so on
(Cochran-Smith, 2005; Imazeki & Reschovsky, 2004; National Education Association, 2009).
State and local leaders have criticized NCLB as an underfunded (or even unfunded) mandate
(Cochran-Smith, 2005). Moreover, in 2004, the National Conference of State Legislatures
estimated that the gap between Federal funding and the actual cost of implementing NCLB’s
mandates for the fiscal year 2005 would exceed $10 billion. Imazeki and Reschovsky (2004)
reported that in Texas, Federal Title I funding increased by $329 million between 2002 and
2004; however, by their most conservative estimate, the additional funding necessary to
cover the annual cost of meeting NCLB’s adequate performance standards exceeded $1.7
billion. Complicating matters still further is the fact that the amounts actually received for
funding NCLB programs have fallen far short of the amounts authorized in NCLB, adding
up to a whopping $85 billion from fiscal year 2002 to 2009 (National Education Association,
2009).
Since the 2008 election, which ushered in a Democratic presidency and majority in
both U.S. legislative houses, Federal funding for public education has improved significantly,
owing in large part to monies appropriated in the American Recovery and Reinvestment Act
of 2009 (U.S. Department of Education, 2009). However, the lion’s share of responsibility
for funding public education is borne at state and local levels, as mandated by the U.S.
Constitution. Presently, funding for public education in many states and localities is on
rather shaky ground in the wake of the 2008 economic crisis and ensuing recession.
Public School Arts Education in the United States
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The national push for standards and accountability has affected arts education in
U.S. public schools in a number of ways. Despite its acknowledgement of the need for
academic rigor in arts instruction and its cursory nod toward the arts’ ability to
“complement” basic subjects, A Nation at Risk ultimately excluded the arts from the core or
“Basics” curriculum. The National Endowment for the Arts sought to address the
underlying reasons for the decrease in American educational standards cited in A Nation at
Risk with the publication of Toward Civilization: A Report on Arts Education (1988). This report
linked a basic lack of arts education in public school curricula with diminished academic
excellence and cultural literacy (Hutchens, 1989; National Endowment for the Arts, 1988).
However, it failed to address the existing lack of standards for arts education.
Meanwhile, the lack of national standards in all content areas led to NCEST’s call
for a system of voluntary national standards. To create such standards in the arts, the Music
Educators National Conference (now MENC – The National Association for Music
Education) received funding to develop voluntary national standards for kindergarten
through twelfth grade in the four primary arts disciplines: music, visual arts, theatre, and
dance (MENC, 2008). The fruits of MENC’s efforts were the 1994 National Standards for
Arts Education (U. S. Department of Education, 2003b). The year 1994 also saw the
enactment of the Goals 2000: Educate America Act (P.L. 103-227), which for the first time
recognized the arts as a core academic subject (MENC, 2008: U. S. Department of
Education, 2003a). Thus, arts education in the 1980s and 1990s took two significant strides
forward with the establishment of a system of national standards and the codification of the
arts as a Federally recognized core subject area.
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The curriculum standards in the state of Texas are known as the Texas Essential
Knowledge and Skills (TEKS). The TEKS became effective on September 1, 1998 and
outlined standards for “foundation subjects” and “enrichment subjects.” Chapter 28 of the
Texas Education Code stipulates that all public school districts in the state must offer
instruction in the required curriculum, which consists of the foundation subjects and
enrichment subjects. Foundation subjects include English language arts and reading,
mathematics, science, social studies, Spanish language arts, and English as a Second
Language. Beginning in the 2009-2010 school year, enrichment subjects include languages
other than English, fine arts, health, physical education, economics, career and technology
education, technology applications, and religious literature. Thus, although fine arts
instruction is required in the state of Texas, the arts are excluded from the foundation
subjects. The fine arts areas addressed by the TEKS include music, visual arts, and theater;
dance is not addressed. Texas schools that offer fine arts classes are required to integrate the
appropriate TEKS into their fine arts instruction. However, if a school does not offer
instruction in one of the three fine arts areas addressed by the TEKS, such as theater arts,
they are not required to cover the TEKS for that subject area.
There have been a number of reports from various governmental agencies and
educational advocacy groups on various aspects of arts education over the last ten years. The
National Center for Education Statistics (NCES) of the U.S. Department of Education
conducted one such survey during the school year 1999-2000 of public school principals,
elementary school arts specialists, and elementary classroom teachers. This survey, among
other findings, revealed that music and the visual arts were offered in a majority of public
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schools, while theater and dance were offered much less commonly. NCES has scheduled a
series of follow-up surveys to be administered during the 2009-2010 school year; at this
writing, this report has not yet been published. In 2004, the Council for Basic Education
released a report revealing that while instructional time in reading, writing, mathematics, and
science had increased since 2000, it had decreased in the arts, particularly in schools with a
high percentage of students of color. It cited the accountability requirements of NCLB as a
likely factor in this disproportionate decrease of instructional time in the arts (Zastrow,
2004).
Although a certain level of funding for arts education is available at the Federal
level under the No Child Left Behind Act through Title I (for schools with students from
low-income families), Title II Teacher Quality Enhancement Grants, and Title V, there is
considerable evidence that funding for arts education is often a challenge for officials and
educators on the ground at state and local levels. A report issued by the Government
Accountability Office (GAO) in 2009 indicated that securing adequate funding for arts
education was a significant issue for many states, districts, and individual campuses. Federal
arts education funding statistics from the U.S. Department of Education (2009) reveal a
funding decrease in inflation-adjusted dollars between 2002 and 2008; however,
appropriations from the American Recovery and Reinvestment Act of 2009, commonly
referred to as the “stimulus bill,” are projected to increase federal arts education funding in
2009 by 7.5% over 2008 levels (adjusted for inflation). Both the 2009 National Assessment
of Educational Progress (Keiper, Sandene, Persky, & Kuang, 2009) and the 2009 GAO
report revealed a decrease in time allotted for arts instruction since the inception of NCLB,
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particularly in schools with a high percentage of students of color or from low-income
families. The report revealed that one strategy schools used in dealing with budget cuts and
reductions in instructional time for the arts was to integrate the arts into other subject areas.
Funding and instructional time, then, are two key concerns facing arts educators in U.S.
public schools since the nationwide “tax revolt” of the 1980s and the ensuing cutbacks in
funding for the humanities.
Music Education in U.S. Public Schools
Public school music education programs in our nation have not been immune to
the challenges described above that are facing arts education programs in general. Budgetary
woes and challenges to maintaining instructional time affect music programs just as they do
programs in the visual arts, theater/drama, and dance. However, as the surveys conducted by
the NCES and NAEP have indicated, music is, of all the arts disciplines, the most
commonly offered subject both at elementary and secondary levels. In our national political
discourse, music education currently enjoys strong support from the nation’s government
and political leaders. As we have seen, NCLB affirmed the status of the arts, including music
education, as a core subject area, and Federal funds are available for arts and music
education through Title I, Title II, and Title V. Furthermore, the U.S. House of
Representatives passed a concurrent resolution in 2004 (H. Con. Res. 380) affirming the
benefits and importance of music education, declaring that music is “an important
component of a well-rounded academic curriculum and should be available to every student
in every school.” It recognized the establishment of the “Music in Our Schools Month” to
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“highlight the important role that school music programs play in the academic and social
development of children.”
However, as with arts education in general, evidence from state and local school
administrators and music educators paints a far less rosy picture. The Sound of Silence: The
Unprecedented Decline of Music Education in California Schools, a 2004 report by the Music for All
Foundation, revealed that between the 1999-2000 and 2003-2004 school years in the state of
California, the percentage of students involved in music classes decreased by 50%; this was
the largest decrease of all subject areas. Furthermore, the number of music teachers in the
state declined by 27%. Surveys conducted by School Music Matters in the years 2005, 2006,
2007, and 2009 revealed that, of the music educators from across the nation taking the
survey, over twice – and in some years, nearly three times – as many reported a decrease in
funding for their music programs as compared with those who reported increased funding
for their music programs. Nearly half of the respondents reported that they provided as
much as 25% of their total music program funds out of their own pockets. One fourth
reported that they expected to see staffing changes during the next year, although the survey
data did not specify whether this meant they expected to lose staff or gain staff. A number
of the respondents to the 2009 survey reported that their music programs suffered budget
cuts due to state or district budget shortfalls (School Music Matters, 2011).
The No Child Left Behind Act has not been without impact on music education
programs across the nation. The Music for All Foundation (2004) speculated in The Sound of
Silence that one possible reason for the momentous decline in music education programs in
California between 1999-2000 and 2003-2004 was the implementation of NCLB, specifically,
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its emphasis on testing reading and mathematics, which resulted in many schools cutting
back on instructional time in music. MENC: The National Association for Music Education
conducted a 2004 survey of its membership regarding the impact of statewide mandatory
testing under NCLB on their public school music programs (MENC, 2005). Of the
respondents, 60% reported that NCLB testing requirements had complicated teaching
music, had made their teaching lives more stressful or difficult than they previously were,
and that the testing had affected their music programs. Although a plurality (51%)
responded that they believed music should not have a high-stakes testing requirement, 66%
stated that they would welcome an NCLB requirement for portfolio assessments of music
students. These results seem to imply a belief on the part of some music educators that
attaching a federally required assessment to public school music programs could potentially
lend a higher degree of legitimacy to music education in the eyes of the public, school
administrators, legislators, and local and state boards of education (Circle, 2005).
The greatest challenges to contemporary American music educators, then, concern
financial and instructional issues. However, despite these complicating factors, in many
respects the status of music education across the nation seems to be relatively strong.
MENC: The National Association for Music Education (formerly the Music Educators
National Conference) has now been in existence for over a century and boasts a membership
of 75,000 active, retired, and preservice music teachers, plus another 60,000 honor students,
corporate members, and music education advocates (MENC, 2010). Texas has one of the
largest groups of music educators in the nation, the Texas Music Educators Association
(TMEA), which has a membership of over 9,000 active, retired, and preservice music
33

teachers. Other national music education organizations in which public school music
educators commonly hold membership include the Music Teachers National Association,
the American Orff-Schulwerk Association, the Organization of American Kodály Educators,
and the Dalcroze Society of America.
Theoretical Framework: The Theories of Elliot Eisner
Among the most eminent arts educators and scholars of our nation is Dr. Elliot
Eisner, professor emeritus of art and education at Stanford University. Eisner originally
trained as a painter and received his bachelor’s degree in art and education. He went on to
earn a Ph.D. in education from the University of Chicago in 1960. The central aim of his
work has been not only to infuse the schools with art, “but to make art central to the
mission of schools” (Uhrmacher, 2001, p. 250). Eisner argues that education involves not
simply teaching and learning, but exercising artistry and developing connoisseurship and
criticism (M. Smith, 2005). He is perhaps best known for his work in art education,
curriculum studies, and in educational assessment. He has also made a number of important
contributions to the field of education in general and arts education specifically, including
contributions to discussions regarding school reform and qualitative research. Eisner is a
strong advocate of Discipline Based Art Education (DBAE), an approach to art education
drawing upon the four arts disciplines of art production, art history, art criticism, and
aesthetics. He has served as president of the American Educational Research Association
(AERA), the National Art Education Association, and the John Dewey Society, and has
been the recipient of numerous awards, including the Palmer O. Johnson Memorial Award
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from AERA, a John Simon Guggenheim fellowship, a Fulbright fellowship, and
Grawemeyer Award in 2005.
Eisner, The Arts, and Education
Eisner valued the implementation of the arts in education for their usefulness in
allowing children to create, discover, and express knowledge they may be incapable of
articulating verbally. Music and art allow the child to express forms of knowledge and ways
of knowing that language is, in a number of aspects, inadequate to express. Eisner (2002a)
wrote that the arts “provide the means through which meanings that are ineffable, but
feelingful, can be expressed” (p. 19). The arts, Eisner wrote, play a key role in the education
of and refinement of the senses and of cultivating the imagination. Furthermore, they
provide “permission”, in a manner of speaking, to “pursue qualitative experience and to
engage in the constructive exploration of what the imaginative process may engender”
(Eisner, 2002a, p.4).
Eisner noted the proclivity of the arts towards inspiring exploration and creativity
with play. Young children, he noted, enjoy exploring the sensory potential of whatever
object they have at hand and employ their imaginations to make that object become what
they wish it to be: a small stone becomes a race car, or a wooden block becomes a telephone.
Thus, imagination allows the child to engage in the creation of worlds. The arts allow the
child to imagine, experience, and attend to the qualities of sound, sight, taste, and touch. The
child goes beyond mere recognition to perception – she can linger and enjoy sensory qualities
that she might otherwise overlook in the normal bustle of everyday life (Eisner, 2002a).
Eisner argued that our sensory system plays an important role in our cognitive functions.
35

Indeed, the child’s sensory system is one of the primary resources available to her to
experience the world; the child learns naturally about her world through her senses. Through
cultivated and refined sensibility, patterns in nature and culture can be distinguished; from
these patterns, works in science and in the arts can be created. Thus, a primary goal of
education should be the refinement and cultivation of the senses (Eisner, 1998).
Eisner has called for an undoing of the dichotomization of the cognitive and the
affective domains that has dominated Western thinking since Descartes (Merleau-Ponty,
2002). In the arts, Eisner has seen a consummate example of how cognition and affect are
interrelated and interdependent. Different forms of representation, including visual,
kinesthetic, auditory, and musical, help us to develop our ability to interact with the world,
understand it, and draw multiple meanings from it. When we expand forms of
representation beyond the verbal and numerical, our perception of our world is profoundly
enriched (Bresler, 1995; Eisner, 1998).
Through a lens of Eisner’s theories, the arts and, more specifically to the purpose of
this paper, music, can play an invaluable role in the education of young children. First of all,
music provides a mode for self-expression of knowledge, creativity, and ideas that the child
may be unable to otherwise articulate. As Dewey (1934/2005) stated, “If all meanings could
be adequately expressed by words, the arts of painting and music would not exist” (p.77).
Susanne Langer, echoing Dewey, wrote that music “articulates forms which language cannot
set forth” (1979, p. 233). Young children love to explore and create with music through the
various forms of musical expression such as singing, dancing, or playing instruments. Music,
along with other art forms, can play a key role in refining the child’s senses and cultivating
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his imagination (Eisner, 2002a). Music is a form of representation valued by many in our
culture, requiring a specific set of cognitive skills. A diverse curricular agenda, including
music and the arts, can provide educational equity by providing opportunities for children to
succeed through a resource-rich environment that addresses diverse, multiple forms of
human intelligence (Eisner, 1998).
Epistemology and Theoretical Framework
I frame my research using the lens of Eisner’s theories (Eisner, 1988, 1991, 1992,
1997, 1998, 2002a, 2005) to illuminate the importance of the role of the arts in education,
and of artistry in educational research and practice. Eisner’s theories are influenced by those
of John Dewey (1934/2005, 1938/1998), Susanne Langer (1957, 1979), Rudolf Arnheim
(1990, 2004), Nelson Goodman (1976, 1978), and Michael Polanyi (1998), among others.
The epistemological basis of Eisner’s work is the belief that knowledge and perception are each a
form of cognition (Eisner, 2002a). A central theme of Eisner’s work is that our ability to know is
rooted in our ability to construct meaning from our experience (Eisner, 1988, 1992).
Knowledge is not true and certain, nor is it “out there” waiting to be discovered; rather, it is
“always constructed relative to a framework, to a form of representation, to a cultural code,
and to a personal biography” (Eisner, 1992, p. 14). Eisner has asserted that there is no single,
legitimate way to know or to make sense of the world; rather, there are multiple ways of
knowing. Experience is transactive in nature; all that we can know springs from transactions
between ourselves and a world that, in its pristine state, is unknowable to us. Indeed, belief,
not true and certain knowledge, is ultimately all that we can have (Eisner, 1992, 2002b).
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A second central theme of Eisner’s work is that different forms of representation
make different forms of knowledge possible (Eisner, 1988, 1991). For example, written
language represents a linguistic form of knowledge, while music notation is a graphic
representation of musical knowledge. For Eisner, the form of representation we use to
represent our thoughts influences the process of thinking and its product (1998). Different
forms of representation develop different cognitive skills: composing music develops
musical cognition, while choreographing a Broadway musical number develops cognition in
the area of movement and dance.
Furthermore, for Eisner, human understanding is not limited to literal language and
quantification (Eisner, 1988, 1998, 2002a); we know more than we can tell (Polanyi, 1998).
Music, wrote Eisner, is one example of human ways of knowing and understanding that
eludes the spoken or written word:
We experience through music qualities of lived experience that cannot be rendered in
quantitative form. In short, our sensibilities and the forms of representation
associated with them make distinctive contributions to what we notice, grasp, and
understand. As Pascal said, “The heart has its reasons that the head knows not.”
(2002a, p. 204.)
Thus, we see in Eisner’s writings a belief in the possibility of expression without spoken or
written language through the arts, and in the power of artistic expression.
Eisner and Qualitative Inquiry
Central to Eisner’s theories concerning educational research and practice are his
notions of artistically crafted research, educational criticism, and educational connoisseurship
38

within the context of qualitative inquiry. For Eisner (1991), qualitative inquiry encompasses
not only educational research, but the art of teaching as well. Furthermore, qualitative
considerations are not unique to qualitative inquiry; they are a “pervasive aspect” (Eisner,
1991, p. 5) of everyday life, choices made as we create literature, construct theories, teach,
sustain friendships, and so on. Qualitative considerations are of primary concern to the artist
throughout the creative process. If, as Eisner has argued, we are to regard teachers and
educational researchers as artists, then qualitative considerations also must be of primary
importance in teaching and in educational research (1991, 1997, 1998, 2002a).
Eisner wrote of connoisseurship: “(It) is the art of appreciation. It can be displayed
in any realm in which the character, import, or value of objects, situations, and performances
is distributed and variable, including educational practice” (1991, p. 63). For Eisner,
educational connoisseurship entails the ability of the teacher or educational researcher to see,
not merely look. The educational connoisseur is highly perceptive regarding a variety of
aspects of teaching and educational research. Similarly, educational connoisseurship focuses
on qualitative aspects of teaching and educational research. It requires the teacher or
researcher to draw upon a wide array of information and knowledge. Bringing together
elements of this broad spectrum of information and knowledge requires artistry (Eisner,
1991; M. Smith, 2005) and a sense of “rightness of fit” (Goodman, 1978).
Closely tied to Eisner’s notion of educational connoisseurship are his ideas
concerning educational criticism. Eisner pointed out that although the term criticism is often
used in a negative context, criticism does not necessarily always entail derogatory judgments:
“Criticism can be laudatory” (1991, p. 7). Through educational criticism, we seek to
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illuminate an object or a situation that it may be seen and appreciated, whether for its virtues
or its vices.
For Eisner, artistically crafted research requires the integration of educational
connoisseurship and educational criticism. Any artistically crafted work, including research,
will have several important and distinctive attributes. First, the artistically crafted work will
make features of the world vivid, and will often create a sense of empathy – creating the
“wide-awakeness” (1995) spoken of by Maxine Greene. Second, artistically crafted work
paradoxically creates, through examination of the particular, a revelation of the universal.
Third, it is characterized by a sense of coherence, which is a primary element of aesthetic
experience. Artistically crafted research encompasses all of these attributes (Eisner, 1998).
In crafting such research, the researcher must engage in what Eisner refers to as
“constructive neglect” – knowing what to leave out through “selective perception” (Eisner,
1998, p. 153). After deciding what she will not attend to, the researcher must formulate the
problem with focus, insight, and clarity. The researcher must also employ “imaginative
extrapolation,” through which the researcher applies what she sees to create theoretical
interpretations that bring fresh significance to the situation at hand. Through this process,
new perspectives become salient, facts become meaningful, and coherence becomes
manifest. Finally, the researcher must be “artistically engaged.” For artistic engagement to
occur, a negotiation must occur between surrender and control, between the messiness of
the unconscious world and the conscious world generally controlled by order and reason.
Through these qualities, the researcher has the potential to create work with coherence of
story, vividness of imagery, and the attention to the particular through which the universal
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may be seen – in short, to create artistically crafted research. Such research, writes Eisner,
has the capacity to powerfully inform educators and scholars (1998). It enables us to
understand much of what is most important about our schools.
Eisner on Arts Education Research
Eisner (2002a) has noted that studies of teaching and learning are among the most
needed kinds of research in the field of arts education. Specifically, Eisner has called for
studies that would seek to answer the question “What do teachers of the arts do when they
teach and what are its consequences?” (2002a, p. 215). If we hope to improve teaching
practice in the arts, then we as educational researchers should seek, through educational
connoisseurship, to study in depth the processes that teachers employ in the classroom.
Furthermore, discovering both the strengths and shortfalls of arts teachers can provide us
with insight into how practice may be improved. Eisner has also highlighted the importance
of research on curriculum, including research regarding curriculum integration of various
subject areas into the arts. Through such research, we can explore instructional approaches
that emphasize the relationships between as well as the differences between the arts and
other disciplines. We can also seek to explore whether these approaches are more useful and
meaningful in that they allow students to identify relationships between the arts and other
disciplines, or whether curriculum integration leads to a loss of instruction in certain areas of
knowledge and skills (Eisner, 2002a).
Teacher Knowledge, Skills, and Beliefs
The purpose of this paper is, in large part, to respond to Eisner’s call for studies of
teaching and learning in the field of arts education. Examining the teacher knowledge, skills,
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and beliefs that the music specialist draws upon as she integrates the traditional core content
areas and kindergarten music instruction – my first research subquestion – is one way that I
am specifically responding to that call in this paper. An adequate examination of this
research question will require some a priori understandings regarding knowledge, skills, and
beliefs through a lens of Elliot Eisner’s theories. First, we must understand the
characteristics of knowledge, skills, and beliefs as well as the sources from which teachers
draw their knowledge of teaching and learning. Second, what are Eisner’s views on teacher
knowledge, skills, and beliefs? To establish a foundation for examining my first research
subquestion, then, I turn to the literature concerning teacher knowledge, skills, and beliefs.
The Nature of Knowledge
Although the concept of knowledge is such an integral part of human experience that
offering a definition seems almost unnecessary, I believe it is helpful here to provide some
history and background, particularly regarding notions of knowledge as it relates to
education and educational research. Here I turn once again to the work of Elliot Eisner
(1988, 1992, 1997, 2002b). In his writings on the nature of knowledge, Eisner draws heavily
upon Aristotle’s theory of knowledge. Aristotle distinguished between three types of
knowledge: epistêmê (theoretical knowledge), phronesis (practical knowledge), and the
productive (making things) (Eisner, 1997, 2002b).
Theoretical knowledge.
The notion of epistemology, the study of the nature of knowledge, derives from the
Greek word epistêmê. Aristotle and the ancient Greeks used this word to denote true and
certain knowledge, or theoretical knowledge. For the Greeks, epistêmê could not exist unless
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one knew something to be true beyond a shadow of a doubt. Indeed, anything that was
known (epistêmê) was by definition true; if it was not known to be true, it was doxa, or belief
(Eisner, 1992, 1997, 2002b). Eisner describes such theoretical knowledge as “knowledge
that could, in principle, be secured on phenomena that were of necessity; that is, phenomena
that had to be the way they were because there could be no other way” (1992, p. 261). Eisner
identifies knowledge in fields such as physics, mathematics, and astronomy as exemplifying
theoretical knowledge.
Practical knowledge.
Phronesis, for Aristotle and the ancient Greeks, referred to wise practical reasoning, or
practical knowledge. In contrast to epistêmê, in which things by definition had to be a certain
way, phronesis by definition implied that things could be otherwise than the way they were in
the current context (Eisner, 1997, 2002b). Phronesis may be loosely translated as “beneficial
action” or “right results” (Regelski, 2005). Phronesis is concerned with “providing contextdependent tentative information useful for making defensible decisions” (Eisner, 1998, p.
135). Practical knowledge is thus contingent upon context and is the stuff of practical life.
For example, politics and other human activities cannot be understood in the same way that
astronomy is understood (Eisner, 1997); thus, politics is an example of something in which
phronesis is called for, while astronomy exemplifies epistêmê.
Productive knowledge.
Productive knowledge, for Aristotle, referred to knowledge of how to create
something. This was a making of things not merely in a mechanical sense, but a making that
involved artistic creativity, such as knowledge possessed by a tradesman or artisan. Mark
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Smith (1999) described productive knowledge as follows: first, there is the idea or image of
what the artist wishes to create; second, the artist must possess the disposition or skills
necessary to create the object; third, the artist acts upon the idea and draws upon her skills in
the process of creation; and fourth, there is the finished product. Eisner expands upon
Aristotle’s notion of productive knowledge to encompass the making of ideas and the artistic
expression of those ideas (Eisner, 1997, 2002b). Indeed, the most vivid manifestation of
productive knowledge is, for Eisner, the arts (Eisner, 1997).
Teacher Knowledge, Beliefs, and Skills: The Research Base
With a foundational understanding of the nature of knowledge, I now turn to the
wealth of studies regarding teacher knowledge that educational researchers have produced
over the past three decades regarding what teachers know, what they should be able to do,
and the underlying beliefs that inform their teaching practice (Alexander, Schallert, & Hare,
1991; Bresler, 1993, 1994; Buehl & Fives, 2009; Clandinin, 1985, 1986; Clandinin &
Connelly, 1996; Cochran-Smith & Lytle, 1993; Elbaz, 1983; Fenstermacher, 1994; Gage,
1978, 1985; Grimmett & MacKinnon, 1992; Reynolds, 1989; Richardson, 1996; Shulman,
1986a, 1986b, 1987; Wilson & Berne, 1999; Zeichner, Tabachnick, & Densmore, 1987). The
overview I will provide here is by no means exhaustive; my purpose in this section is to
provide the reader context regarding teacher knowledge through summarizing research
studies most relevant to the study at hand.
Teacher knowledge.
Teacher knowledge has been defined as “all knowledge relevant to the practice of
teaching” (Fives & Buehl, 2008, p. 135), or “the total knowledge that a teacher has at his or
44

her disposal at a particular moment” (Verloop, Van Driel, & Meijer, 2001, p. 445). A vast
wealth of research on teacher knowledge exists, with an extensive array of categories and
sources of teacher knowledge that have been identified by educational researchers and
practitioners. Because a complete examination of the massive body of literature on teacher
knowledge is beyond the scope of this paper, I will limit my discussion of teacher knowledge
to an overview of the research that is most relevant to this study. I begin by examining
sources of teacher knowledge. I then examine four major strands of teacher knowledge
research as categorized by Fenstermacher (1994) and provide an overview of the various
categories of teacher knowledge most relevant to this study. Finally, I summarize the work
of Liora Bresler regarding teacher knowledge research in the field of music education.

Sources of teacher knowledge.
Richardson (1996) contended that the personal experiences of teachers, combined
with their experiences of formal schooling, comprise the foundation of teacher knowledge
and beliefs. Educational researchers and practicing teachers have identified a number of
sources of teacher knowledge, including formal and informal sources. Formal sources of
teacher knowledge include preparation through institutionalized education, formalized
bodies of information on teaching and learning (books, the Internet, and research articles);
and the body of research on human learning, development, and teaching (Shulman, 1986b;
Wilson & Berne, 1999). Less formal sources of teacher knowledge include the wisdom of
practice (Shulman, 1987), observational learning and vicarious experience, interactive and
collaborative experiences with others, enactive experiences (lived experiences that allow
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teachers to construct meaning about teaching), teacher workshops, and self-reflection (Buehl
& Fives, 2009; Wilson & Berne, 1999).

Strands of teacher knowledge research.
Synthesizing and analyzing the massive body of research on teacher knowledge
would be a daunting task; however, Fenstermacher (1994) has posed a series of four
questions through which the research on teacher knowledge may be categorized. These
questions are: (1) What is known about effective teaching? (2) What do teachers know? (3)
What knowledge is essential for teaching? (4) Who produces knowledge about teaching?
Fenstermacher uses each of these questions to represent a unique strand of teacher
knowledge research, each grounded within a distinctive epistemological and philosophical
stance.
What is known about effective teaching?
The first question may be answered through research that addresses the concept of
knowledge from the standpoint of the conventional behavior sciences. An example of such
research is process/product research (i.e., Dunkin, 1987; Gage, 1978, 1985; Reynolds, 1989);
this type of research seeks to produce knowledge for teacher use. Shulman (1986a) also
refers to this body of research as the teaching effectiveness approach. Its primary goal is to
scrutinize the effects of teachers’ actions on student learning (McDonald & Elias, 1976).
Fenstermacher refers to the type of knowledge produced through such research as Teacher
Knowledge: Formal (TK/F). Cochran-Smith and Lytle (1999), meanwhile, refer to this as
the “knowledge-for-practice” conception of teacher learning and knowledge. Formal
knowledge is identified as the dominant conception of knowledge in the American
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educational system (Cochran-Smith & Lytle, 1999; Eisner, 2002b). As this body of research
examines performance outcomes of teaching and learning, it is perhaps the least relevant to
the current study, which is descriptive and narrative in nature.
What do teachers know?
Fenstermacher’s (1994) second question is addressed by research done by those who
wish to know what teachers already know (i.e., Clandinin, 1985, 1986; Clandinin & Connelly,
1996; Elbaz, 1983). It presupposes that teachers, through training and experience, already
possess a wealth of knowledge. Cochran-Smith and Lytle (1999, p. 3) described this as a
“knowledge-in-practice” conception of teacher learning and knowledge. Fenstermacher
(1994), meanwhile, referred to such knowledge as Teacher Knowledge: Practical (TK/P). He
identified personal practical, situated, local, tacit, and relational forms of knowledge as being
types of TK/P. He subdivided this second research category into two strands, the first
represented by the work of Clandinin, Connelly, and Elbaz, and the second by the work of
Hugh Munby and Tom Russell (Russell & Munby, 1992). Elbaz explored the knowledge,
beliefs, and understandings that teachers bring to their work, and contended that teachers’
understandings regarding instruction make up practical teacher knowledge. Clandinin and
Connelly, on the other hand, grounded their work in the conception of “personal practical
knowledge” and the notions of narrative, story, image, and embodied knowledge. An
implication of the works of Clandinin and Connelly and Elbaz is that narrative and story
reveal teacher knowledge. The works of Russell and Munby, on the other hand, are
grounded in the work of Donald Schön (1983) and in his notion of reflective practice. This
strand highlights the importance of knowledge that teachers acquire in the course of their
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professional experiences. However, unlike Clandinin and Connelly, researchers in this strand
are hesitant to characterize what teachers say and do as knowledge per se.
What knowledge is essential for teaching?
We now turn to the third question, which Fenstermacher (1994) believes is
addressed primarily in the research of Lee Shulman (1986a, 1986b, 1987). Shulman (1987)
identified a number of categories of knowledge that he believed were essential for teaching:
content knowledge; general pedagogical knowledge; curriculum knowledge; knowledge of
learners; knowledge of educational ends, purposes, and values along with their philosophical
and historical contexts; and content pedagogical knowledge (Grimmett & MacKinnon,
1992). I will further elaborate on these categories of teacher knowledge, as well as categories
identified by other teacher knowledge researchers, shortly.
Who produces knowledge about teaching?
Fenstermacher’s (1994) fourth question is raised through the work of Marilyn
Cochran-Smith and Susan Lytle (Cochran-Smith & Lytle, 1993, 1999). Traditionally, the
university researcher has been positioned as a producer of knowledge about teaching
(Fenstermacher, 1994). However, through their body of work, which they refer to as
“teacher research,” Cochran-Smith and Lytle position the teacher as researcher. They define
teacher research as “systematic, intentional inquiry by teachers” (Cochran-Smith & Lytle,
1993). Their work is rooted in the conceptions of action research and, like the work of
Munby and Russell, is philosophically grounded in Donald Schön’s (1983) notions of
reflective practice and knowledge in action. They argue that the question is not whether a
knowledge base for teaching is needed; rather, it is what kind of knowledge base is needed,
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who constructs it, and what roles teachers play in forming such a knowledge base (CochranSmith & Lytle, 1993). Thus, for Cochran-Smith and Lytle, teachers are viewed as producers
and as generators of knowledge about teaching. In this conception, teacher knowledge is
embedded in teachers’ classroom practice and their reflection upon their practice (1999).

Categories of teacher knowledge.
Let us now examine the categories of teacher knowledge as delineated by Lee
Shulman (1986a, 1986b, 1987). These include content knowledge, pedagogical knowledge,
curriculum knowledge, and pedagogical content knowledge. Shulman defines content
knowledge as the amount of knowledge within the mind of a teacher and how that
knowledge is organized. Pedagogical knowledge goes beyond knowledge of the subject
matter itself to knowledge of how to effectively teach that subject matter. Curriculum
knowledge, meanwhile, encompasses knowledge of the specific programs designed for
teaching various subject matter and topics, instructional materials related to those programs,
and an understanding of how to determine the best instructional program and materials for
any given content area or topic. Pedagogical content knowledge, Shulman contends, is an
amalgamation of content knowledge and general pedagogical knowledge; it involves not only
knowing one’s discipline, but also knowing how to most effectively teach it (Grimmett &
MacKinnon, 1992; Shulman, 1987).
Fenstermacher (1994) identifies additional categories of knowledge identified by
educational researchers and theorists, including local (Geertz, 1983), craft (Grimmett &
MacKinnon, 1992; Zeichner et al., 1987), situated (Leinhardt, 1988), tacit (Polanyi, 1998),
strategic (Alexander et al., 1991; Shulman, 1986b), propositional (Eisner, 2005;
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Fenstermacher, 1994; Shulman, 1986b), case (Shulman, 1986b), personal practical knowledge
(Clandinin, 1985, 1986, 1992; Clandinin & Connelly, 1996), and knowledge of learners
(Eisner, 2002b; Elbaz, 1983; Grimmett & MacKinnon, 1992; Shulman, 1987). As we have
seen, Eisner (2002b) has also pointed out that Aristotle’s three conceptions of knowledge
(theoretical, practical, and productive) are relevant to educational researchers and
practitioners. This list is by no means exhaustive, and a detailed discussion of every type of
teacher knowledge identified by educational researchers and theorists is beyond the scope of
this paper. However, I will here provide a more in-depth discussion of the types of teacher
knowledge most relevant to the current study.
Practical teacher knowledge.
The knowledge, beliefs and understandings that teachers bring to their work, their
understandings regarding instruction, and what they know as a result of their experience
comprise what is referred to as practical teacher knowledge (Bresler, 1994; Clandinin, 1985,
1986; Connelly, Clandinin, & He, 1997; Cochran-Smith & Lytle, 1999; Eisner, 2002b; Elbaz,
1983; Fenstermacher, 1994; Russell & Munby, 1992). Practical teacher knowledge may be
described as the essential knowledge that is needed for teaching, or “what very competent
teachers know as it is embedded in practice and in teachers’ reflections on practice”
(Cochran-Smith & Lytle, 1999, p. 250). Practical knowledge may be relational, personal
practical, tacit, or local. It is also situated: by its nature, it is determined by time, place, and
situation (Fenstermacher, 1994). Practical knowledge may also be conceptualized as the
integration of experiential knowledge, theoretical knowledge of subject matter, knowledge of
students, and knowledge of specific school or teaching situation. Teachers integrate each of
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these aspects of practical knowledge in terms of their individual values and beliefs, and then
orient these beliefs to their practical situation (Elbaz, 1983). Practical knowledge is grounded
in past experience and reflects prior knowledge; it exists in the present mind and body and in
future plans and actions. It is thus shaped by our situations and is constructed and
reconstructed through our lived experience as we tell our stories and retell and relive our
stories through reflection (Clandinin, 1985; Connelly & Clandinin, 1990; Connelly,
Clandinin, & He, 1997). In this conception of practical knowledge, the importance of
knowledge that teachers acquire in the course of their professional experiences and the
importance of the context of teachers’ knowledge are each readily acknowledged (Clandinin,
1992; Russell & Munby, 1992). Eisner (2002b) identifies practical knowledge as phronesis.
Craft knowledge.
Craft knowledge, as described by Zeichner et al. (1987) and Leinhardt (1990), is the
wealth of knowledge about teaching possessed by highly skilled teaching practitioners
regarding their own practice. It is a mixture of theories, beliefs, and values about the role of
teachers as well as teaching and learning (Zeichner et al., 1987). It often includes insightful,
sensitive, and situation-specific knowledge about teaching gleaned from the “wisdom of
practice” (Shulman, 1987). Grimmett and MacKinnon, meanwhile, describe craft knowledge
as an amalgamation of pedagogical content and pedagogical learner knowledge that is artistic
in nature; it “represents teachers’ judgment in apprehending the events of practice from their
own perspective as students of teaching and learning, much as a ‘glue’ that brings all of the
knowledge bases to bear on the act of teaching” (1992, p. 387).
Knowledge of learners.
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Knowledge of learners is considered essential to effective teaching by a number of
researchers (Eisner, 2002b; Elbaz, 1983; Grimmett & MacKinnon, 1992; Shulman, 1987;
Verloop et al., 2001; Wilson & Berne, 1999). To teach effectively, a teacher must know the
cultural, linguistic, and general educational and personal backgrounds specific to a group of
learners. Shulman (1987) speaks of the process of adaptation, in which the teacher fits the
material to be presented to general characteristics of the students such as age or ability level,
and tailoring, in which material is fitted to the specific needs of the students in the teacher’s
classroom. Moreover, effective teaching requires knowledge of educational ends, purposes,
and values along with their philosophical and historical contexts. Grimmett and MacKinnon,
meanwhile, describe what they refer to as “pedagogical learner knowledge,” defined as ways
in which the teacher interacts “rigorously and supportively” with their students (1992, p.
387). Elbaz (1983) categorizes knowledge of students as a form of instructional knowledge.
For Elbaz, this type of knowledge includes knowledge of the students’ capacity for learning
and knowing which instructional materials are appropriate for the level of learning specific to
each group of students. It also includes the ability to interact effectively with students: to be
able to communicate successfully and understand students’ needs and interests.

Teacher knowledge in music education.
Bresler (1993, 1994) reviewed the research regarding teacher knowledge within the
field of music education. Bresler noted that a tendency within music education research to
view the teacher as technician and consumer of knowledge and the university researcher as
producer of knowledge led to a gap between theory and practice. However, this view has in
more recent years given way to recognition of teachers as professionals with expertise and
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knowledge and of the significant contributions teacher knowledge can make to the
communities of academic research and school-based teachers. Research studies in which
teachers’ voices play a prominent role, Bresler noted, have become more common (see, for
example, Benson, 2000; DeVries, 2000; Neelly, 2000; Stake, Bresler, & Mabry, 1991; Tagg,
1997; Wheat, 2005; J. H. Wiggins, 1993). Through action research and collaborative research,
teachers and academic researchers can bridge the gap between consumers and producers of
knowledge and between theory and practice (Bresler, 1994).
Teacher Skill
The concept of skill has been referred to variously as “knowing how” (Ryle, 1949),
skill knowledge, competent performance, and performance knowledge (Fenstermacher,
1994). This notion of skill may be traced back to Aristotle’s concept of technê, which denoted
knowing how to make something, or having a capacity to employ some kind of craft. It may
be inferred from Clandinin (1985), Cochran-Smith and Lytle (1999), and Shulman (1987)
that skill, where teaching is concerned, may be defined as what teachers are able to do. It
encompasses the aptitudes and competencies teachers demonstrate in the classroom, as well
as their ability to use their knowledge effectively and readily in the execution of instruction.
Examples of teacher skills might include classroom management skills, pedagogical skills,
observational skills, time management skills, and evaluation skills. Fives and Buehl (2008)
identified two skills that preservice and inservice teachers believed were required for
teaching, were possessed by teachers, or could be developed by teachers: skills regarding
communication and people, and a need for adaptability and ingenuity.
Some would subsume skill under the heading of knowledge; for example, Alexander,
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Schallert, and Hare state, “For researchers in the field of cognition and literature, it goes
nearly without saying that knowledge refers to an individual's personal stock of information,
skills, experiences, beliefs, and memories” (1991, p. 317). Fenstermacher (1994), however,
cautions against lumping skill, technê, and knowledge, epistêmê, together; rather, he asserts a
firm distinction between technê and epistêmê. At the same time, he stresses that they are
interdependent; in the process of the acquisition of skill, one will almost surely acquire a
certain level of formal or propositional knowledge. For the purposes of this paper, skill will
be conceptualized as a form of knowledge closely related to notions of phronesis (Eisner,
2002b) and practical knowledge (Clandinin, 1985, 1986; Connelly, Clandinin, & He, 1997;
Cochran-Smith & Lytle, 1999; Eisner, 2002b; Elbaz, 1983; Russell & Munby, 1992).
Teacher Beliefs
The concept of belief may be traced back to the Greek concept of doxa (Eisner,
2002b). For the Greeks, doxa denoted beliefs or opinions; it was the antithesis of epistêmê, or
true and certain knowledge. If one could not know that a thing was indeed true, it was doxa,
not epistêmê. For John Dewey, belief was a form of thought characterized by “acceptance or
rejection of something as reasonably probable or improbable” (1910, p. 4). Beliefs have also
been defined as “psychologically held understandings, premises, or propositions about the
world that are felt to be true” (Richardson, 1996, p. 103). A person’s belief system consists
of all of a person’s beliefs about physical and social reality, including attitudes and values; it
helps individuals define and understand their world and themselves (Pajares, 1992; Rokeach,
1968).
As with notions of skill, there are differences of opinion regarding whether a
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distinction between knowledge and beliefs exists. Some assert a demarcation between
knowledge and belief (Fenstermacher, 1994; Richardson, 1996), and it has been noted that
within our society knowledge is often associated with objective fact, while belief is generally
associated with evaluation and judgment (Pajares, 1992). However, others make less of a
distinction between beliefs and knowledge (Alexander et al., 1991; Eisner, 1992; Kagan,
1990, Pajares, 1992; Verloop et al., 2001). Some assert that knowledge and beliefs are
inextricably intertwined (Verloop et al., 2001) or even contend that any distinctions between
knowledge and belief are perhaps artificial (Pajares, 1992).
Pajares (1992) stated that “the study of beliefs is critical to education” (1992, p. 329).
Teacher belief has been described as implicit assumptions, often unconsciously held, that
teachers hold regarding students, classrooms, and material to be taught (Kagan, 1992); it “lies
at the very heart of teaching” (p. 85). Richardson (1996) suggested that teacher knowledge
and beliefs develop through teachers’ personal experiences, their formal schooling
experiences, and their experience with formal knowledge, and that personal and schooling
experiences in particular strongly affect teacher beliefs. Teachers’ beliefs have a profound
effect upon their knowledge and potentially even upon student outcomes (Fang, 1996;
Goddard, Hoy, & Woolfolk Hoy, 2004; Pajares, 1992; Richardson, Anders, Tidwell, & Lloyd,
1991). Research evidence regarding the effects of preservice and in-service teacher education
programs on teacher beliefs is mixed: some programs are able to change teacher beliefs while
others do not; programs may affect some types of students and not others; and some beliefs
are more difficult to change than others. Indeed, there are differences of opinion as to
whether teacher beliefs are subject to change at all (Richardson, 1996).
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Teachers’ beliefs may also affect their practice; however, the research evidence for
this is mixed (Fang, 1996). While some researchers found inconsistencies between teachers’
beliefs and practices due to complex contextual factors (Duffy & Anderson, 1984), others
found that teachers’ instructional practices were consistent with their beliefs (Nespor, 1987;
Richardson et al., 1991). Pajares contended, “Few would argue that the beliefs teachers hold
influence their perceptions and judgments, which, in turn, affect their behavior in the
classroom” (1992, p. 307). For example, teachers’ beliefs regarding their own efficacy are a
significant predictor of effective teaching practice (Goddard et al., 2004). Kennedy (1997)
similarly suggested that teachers’ beliefs impact their classroom practice.
Researchers have identified several types of beliefs held by teachers. These include
content or subject matter beliefs (Kagan, 1990; Richardson, 1996), beliefs regarding teaching
and pedagogy (Buehl & Fives, 2009; Kagan, 1992; Raths, 2001), beliefs concerning students
(Kagan, 1990, 1992), and beliefs about efficacy (Goddard et al., 2004; Kagan, 1992;
Tschannen-Moran, Woolfolk Hoy, & Hoy, 1998). Teachers’ beliefs regarding efficacy
included beliefs regarding their own instructional efficacy and the collective efficacy of their
school (Goddard et al., 2004; Tschannen-Moran et al., 1998).
Much has also been written regarding how teacher beliefs form. During their own
schooling, future teachers form beliefs through which subsequent teaching and learning
experiences are filtered (Lortie, 2002). Moreover, by the time a student enrolls in college, his
beliefs about teaching are generally well established (Pajares, 1992). Preservice teachers
typically enter teacher education programs with images of what they will be like as teachers
and believe that they will be successful; indeed, many believe that they already possess what
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they need to be a good teacher and have little to gain from the formal study of teaching
(Kennedy, 1997; Richardson, 1996). They also often believe that learning to teach can only
take place through experience (Richardson, 1996). Beliefs regarding education, students,
morality, and other issues concerning teaching and learning are similarly strong; information
that challenges these beliefs may be dismissed as impractical, overly theoretical, or plain
wrong (Kennedy, 1997; Raths, 2001).
Teachers’ beliefs regarding the stability of knowledge vary widely, with some
believing that knowledge is certain and unchanging and others believing that it is dynamic
and more unstable in nature (Buehl & Fives, 2009). Beliefs about teaching ability are also
varied: some teachers believe that teaching is an innate ability, while others believe that the
ability to teach can be learned. Still other teachers, however, hold views that are a hybrid of
these two beliefs. They may believe that while teaching requires some innate ability, this
ability can be honed; or they may believe that teaching is innate for some and learned for
others (Fives & Buehl, 2008). Teachers also believe that certain affective beliefs are necessary
to be an effective teacher, including the ability to be nurturing and caring, possessing
enthusiasm, and having integrity and dedication.
Eisner and Teacher Knowledge, Skills, and Beliefs
I conclude this section by detailing Elliot Eisner’s views on teacher knowledge, skills,
and beliefs. Eisner conceptualizes knowledge, skills, and beliefs as overlapping in significant
ways; for example, he refutes the dichotomization of knowledge and belief repeatedly in his
writings (1998, 2002b, 2005). Eisner relates our conceptions of knowledge for teaching and
learning to the three types of knowledge delineated by Aristotle: theoretical (epistêmê),
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practical (phronesis), and productive. Eisner (2002b) has identified a shift in the way we as
educators think about knowledge and the types of knowledge we recognize as being essential
to quality teaching. In our conceptions of knowledge of teaching and learning, Eisner has
identified a shift from epistêmê, the Greek ideal of true and certain knowledge, to phronesis, or
wise practical reasoning. Eisner (2002b) exhorts us now to strive toward the productive:
knowing how to create artistic ideas about teaching and forms of teaching.
Until fairly recently, educators and educational researchers tended to conceptualize
knowledge as epistêmê, that is, to assume that knowledge is theoretical in nature: it is not the
same as belief, it reveals regularities rather than uniqueness, is universal, separated from
values, and dependent upon language for its existence (see, for example, Eisner, 1988, 1992).
The effects of this view of knowledge have been threefold: first, this view has resulted in the
creation of a positivistic framework for educational research that is modeled after
experimental physics; second, it has resulted in a conception of the university as a place
where knowledge about education is produced and the school as the place where such
knowledge is applied; and third, it has resulted in a belief that the “true experiment” (Guba,
cited in Eisner, 2002b) is the ideal for discovering the laws of learning.
Eisner has noted a more recent trend, however, among many educational researchers
and practitioners away from this view of knowledge as being true and certain toward a view
in which the distinction between epistêmê and doxa (belief) is not so easily drawn and in which
multiple ways of knowing find more ready acceptance. There is a growing recognition that
science does not have a monopoly on knowledge; rather, knowledge is constructed,
embodied, pluralistic. The emphasis has shifted to practical knowledge, or phronesis.
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Although phronesis is far better suited to educational practice and research than is epistêmê,
Eisner argues, it is not enough. Good teaching and educational research must go beyond this
to Aristotle’s notion of the productive – to matters of artistry (Eisner 2002b).
Teacher knowledge.
Let us now examine the types of teacher knowledge highlighted by Eisner. These
include knowledge of learners, practical knowledge, and productive knowledge.

Knowledge of learners.
For Eisner, knowledge of learners is essential to teaching in general and to artistic
teaching in particular. Knowing how to motivate children, how to establish rapport with
students, how to guide each individual student, and the capabilities and proclivities of each
individual student are vital aspects of artistic teaching. Eisner (2002b), recognizing the
uniqueness of each teaching situation, emphasizes the importance of knowing each child as
an individual: “Each child need(s) to be known individually, at least as far as possible”
(2002b, p. 381).

Phronesis and practical knowledge.
Let us recall that phronesis may be loosely translated as “beneficial action” or “right
results” (Regelski, 2005). Eisner uses the terms phronesis and practical knowledge
interchangeably (2002b). He describes phronesis as “wise practical reasoning” (2002b, p.
375) or “wise moral choice” (1997, p. 260). It is concerned with making good decisions, not
on seeking truth (Eisner, 1997) and with providing information that is tentative, dependent
upon context, and useful for making decisions that are defensible (Eisner, 1998). Practical
knowledge, where teaching is concerned, is contingent upon context – one’s school,
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students, coworkers, and community. It may be developed through deliberation with other
teachers (2002b). It seeks to “prepare practitioners who can use their professional wisdom in
local and always unique circumstances” (2002b, p. 383). Because of the distinct and highly
particular nature of each classroom and of each student within each classroom, teaching, like
politics, is an example of something that calls for phronesis.

Productive knowledge.
As we have seen, productive knowledge refers to knowledge of how to create
something, generally possessed by a tradesman or artisan. Within the paradigm of productive
knowledge in educational research and practice, teaching and the study of teaching are
treated as something to be made well. Again, there is the Aristotelian process: first, the
teacher formulates an image or idea of what is to be made; second, the teacher ensures that
she has the necessary skills and dispositions to bring this image or idea to fruition; third, she
draws upon her knowledge and skills throughout the process of creation; and fourth, the
work of teaching is brought into existence in an artistic manner. Thus, teachers are taught to
not only embrace practical knowledge, but to think like artists, making qualitative
considerations of primary concern.
Teacher skills.
To the best of my knowledge, Eisner does not make salient whether he believes that
knowledge and skill are to be distinguished from one another (e.g., Fenstermacher, 1994) or
whether he believes that skill is a form of knowledge (e.g., Alexander et al., 1991). However,
it is clear that Eisner considers skill to be an essential aspect of artistry and of artistic
teaching. Artistic teaching calls for the skills necessary to craft actions of teaching, to guide
60

interactions, to select and describe apt examples for use in instruction (Eisner, 2002b).
Indeed, as we have seen, the possession of skill and the ability to effect one’s skills are
essential aspects of productive knowledge; without the exercise of skill, the productive is
unattainable. Moreover, Eisner considers skill, along with knowledge, to be a form of
cognition (1998); it is a crucial component of human experience and of our ability to know
(1988; 1992).
Teacher beliefs.
Although Eisner does not, to the best of my knowledge, explicitly address the
subject of teacher beliefs, I believe it will be helpful to consider the implications of Eisner’s
views on belief for the field of education. Let us recall that for Eisner the distinction
between knowledge and belief is not so tidy (1992, 2002b). Eisner differs with those who
associate knowledge with fact and belief with opinion. He traces such distinctions between
knowledge and belief to Enlightenment notions of the mind-body dichotomy and notes a
trend of moving away from such views toward a more pluralistic view of the nature of
knowledge and belief. He holds that we cannot know the world as it truly is; rather, we
construct our knowledge of the world. What we think we know is a function of a transaction
between the qualities of the world, which ultimately we cannot know in their purest forms,
and the frames of reference, unique skills, and personal stories we bring to them (Eisner,
1992). He writes:
The implications of this shift from the search for immutable Truth to a conception
of knowledge that recognizes that all we will ever have are ideas about the world
whose truth value is itself dependent upon the opinions of others… makes our ideas
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about the world more tentative. It should also make us more modest. This realization
should, in addition, help us realize that mind and matter cannot be uncoupled. What
we make of a classroom, a school, or a teacher’s work is what we make of it. (Eisner,
2002b, p. 380)
For Eisner, belief, not true and certain knowledge, is ultimately all that we can have (Eisner,
1992).
Conclusions.
I believe that Eisner’s notion of productive knowledge as the understandings and
skills required to produce a work of excellent teaching can illuminate our understanding of
teacher knowledge, skills, and beliefs. Eisner suggests that even phronesis is inadequate
when the goal is to achieve excellence in teaching. What is called for is artistry: “Good
teaching calls for artistry and aesthetic considerations” (Eisner, 2002b, p. 382). Teaching is,
after all, about the making of things – well-crafted instructional activities, fitting
explanations, student motivation, and the like. Thus, I will use Eisner’s notion of productive
knowledge, with its emphasis on artistry and aesthetic considerations in teaching, as a
framework for understandings of teacher knowledge, skills, and beliefs.
Interdisciplinary Instruction
To continue establishing a rationale for the integration of traditional core content
areas and kindergarten music instruction, I now examine research regarding interdisciplinary
instruction. In this section, I explore the historical background of interdisciplinary
instruction, rationales for interdisciplinary instruction including theories of multiple
intelligences, and definitions of interdisciplinary instruction. I then discuss types of
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interdisciplinary instruction; issues surrounding interdisciplinary instruction including
potential benefits, potential concerns, and program implementation; and an overview of the
National Standards for Music Education regarding curricular integration. Studies
investigating the efficacy of interdisciplinary instruction will be reviewed in a later section of
this chapter.
Background, History, and Rationale
Chrysostomou (2004) traces the history of interdisciplinary or integrated instruction
back to the ancient Greek ideal of the unity of knowledge. This notion is first seen in Plato’s
Politeia, in which he posits that knowledge in different subject areas are interrelated within a
deeper meaning of “reality” and are thus part of a “harmonic unity.” This idea, Plato
believed, should be the underlying philosophy of the education of the young. For the ancient
Greeks, music, drama, language, and dance were viewed as one and the same and were
referred to as mousike (µουσικη) (Orff, 1978). During the Enlightenment, Rousseau argued
that instruction offered solely through textbooks in the isolated context of the classroom
offered an education that was meaningless, detached from real life (Ellis & Fouts, 2001).
Moving forward to the twentieth century, Bresler (1995) noted that Progressive Era ideals
emphasizing the child-centered curriculum and holistic learning promoted the integration of
subjects across the curriculum. The eminent Progressive Era educator John Dewey regarded
aesthetic experience as the proper foundation for education, rather than a formally designed
curriculum (Bresler; Dewey, 1934/2005, 1938/1998). Furthermore, he argued that
compulsory education does not work. Children may be forced to be physically present in the
classroom, but they cannot be forced to learn. However, when teachers select activities and
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subject material that piques students’ interests, they are far more likely to choose to learn.
Dewey believed that such a scenario was far more likely within the context of an
interdisciplinary approach (Chrysostomou; Dewey, 1938/1998).
The constructivist philosophy of education, generally attributed to Jean Piaget
(1980), provides another theoretical foundation for interdisciplinary curriculum (Ellis &
Fouts, 2001). In the constructivist classroom, each student “constructs” her own reality and
knowledge through personal, meaningful experiences (Chrysostomou, 2004; Piaget, 1980).
Vygotsky’s (1978) theories regarding social learning and the interaction of academic
disciplines lend support to the interdisciplinary approach in curriculum design
(Chrysostomou, 2004). The work of Piaget and Vygotsky may have helped to spark a revival
of interest in the notion of integration during the 1960s and 70s. During this time period,
many teachers turned their focus to student interests and rejected the notion of curriculum
as a rigid, unchangeable entity. The arts and artistic modes of thinking gained a higher level
of legitimacy as educators turned away from the factory model or scientific management
approach to education, often referred to as Taylorism (Bresler, 1995; Callahan, 1964; Eisner,
1991).
Definitions of Interdisciplinary or Integrated Instruction
According to the Association for Supervision and Curriculum Development, the
interdisciplinary approach may be defined as “(a) knowledge view and curriculum approach
that consciously applies methodology and language from more than one discipline to
examine a central theme, issue, problem, topic, or experience” (Jacobs, 1989, p. 8). In this
view, interdisciplinarity does not stress delineations between disciplines, but linkages. In fact,
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there is deliberate emphasis on identifying relationships between disciplines. Disciplines,
write Howard Gardner and Veronica Boix-Mansilla (1994), are not the same thing as subject
areas: “Disciplines constitute the most sophisticated ways yet developed for thinking about
and investigating issues that have long fascinated and perplexed thoughtful individuals;
subject matters are devices for organizing schedules and catalogues” (p. 16). Moreover,
disciplines have the potential to be “our keenest lenses on the world” (1994, p. 17).
Bresler defines the term interdisciplinary as “maintaining traditional subject
boundaries while aligning content and concepts from one discipline with those of another”
or as “considering a problem in terms of different disciplines and then synthesizing these
perspectives in coming up with a more general account” (1995, p. 31). Burton (2001) states
that “interdisciplinary curriculum” may be viewed as being synonymous with “curriculum
integration” and is primarily concerned with the design and application of curriculum. Beane
(1997), mirroring the views of John Dewey, conceives of interdisciplinary instruction as
education about life experience. For Beane, in school and in life, disciplines should not be
separated from one another.
Arts Education and Curricular Integration
Several arts education researchers have categorized approaches to curriculum
integration into three or four distinct levels (Bresler, 1995; Burton, 2001; Snyder, 2001). In
identifying different levels of integration, these researchers seem to make the point that
some types of integration lend themselves more readily to authentic connections between
disciplines and to genuine learning taking place in more than one discipline at the same time.
Drawing upon data obtained during a three-year ethnographic study of three elementary
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schools in which classroom teachers taught the arts in addition to arts instruction provided
by specialists or artists in residence, Bresler (1995) identified four styles of integration. In the
first style, which she referred to as the subservient style, the arts are used to dress up
traditional core content areas. For example, students might sing “Fifty Nifty United States”
while studying the fifty states. The second style, co-equal cognitive integration, establishes
the arts as an equal partner with the traditional core content areas. The curriculum is
integrated with arts-specific content, skills, vocabulary, and ways of thinking. According to
Bresler’s research, this style is the least commonly used due to the level of discipline-specific
knowledge and skills required for its effective implementation. The third style, affective
integration, entails the use of music to boost student mood and creativity, for example,
having students listen to a Beethoven piano sonata and then eliciting their emotional
reactions to the piece. In the fourth style, social integration, music and the arts provided
support for school social functions, such as Parent-Teacher Association meetings. For
example, students might stage a musical performance at such a meeting to help encourage
parental attendance.
Burton (2001) identified three levels of integration: thematic integration, knowledge
integration, and learner-initiated integration. At the level of thematic integration, a theme
such as transportation, food, or globalization is used to drive the development of curriculum
design using random bits of knowledge from a variety of disciplines. Learners may be
successful in learning about the theme, but this approach seldom allows learners to
understand true connections between disciplines. The second level, knowledge integration,
occurs when connective, interactive relationships between knowledge and skills in two or
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more disciplines are established. Knowledge integration should only be attempted when
direct, logical connections between knowledge in the disciplines concerned can authentically
be established. At the third level, learner-initiated integration, curriculum is designed in such
a way that learners cultivate the ability to integrate new and old information and discover
new connections independently. In this way, they are given opportunities to learn to value
independent thinking, to develop sequential understandings in a variety of disciplines, and to
establish ways of thinking that allow them to seek out and discover connections across
disciplines (Burton, 2001).
The Interdisciplinary Arts-Focused Educational Approach
In a similar vein of thought, Sue Snyder (2001) identified three ways to link
disciplines or intelligences: connection, correlation, and integration. She characterized
connection as the “most popular, most used, and least meaningful way of linking disciplines”
(2001, p. 35). At the connection level, concepts or materials from one subject area are used
to reinforce or help teach a concept in another subject area. For example, in a lesson on
farm animals, the song “Old McDonald Had a Farm” might be used to reinforce the names
and sounds of various animals on the farm. Although such connections can serve as
powerful teaching and learning tools, they do not allow for genuine teaching and learning
about music. Therefore, genuine integration of subject matter does not take place (Snyder,
2001).
At the correlation level, shared materials or activities are used to correlate two or
more disciplines with one or more teachers addressing a particular topic in two subject areas
at the same time. However, no planning for developing important interdisciplinary ideas and
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forming generalizations takes place, and correlation tends to occur through the sharing of
materials rather than through overarching themes. Correlation can be useful in building
collaboration among teachers and establishing a sense of community within the school. The
extra time and effort required of teachers to engage in this level of collaboration is often
difficult to find and maintain for teachers whose schools operate on traditional schedules
(Snyder, 2001).
The integration level involves the selection of a broad or overarching theme that
spans different disciplines. Each content area is able to explore the overarching theme in a
meaningful way, while the integrity of each discipline remains intact. Students and teachers
are encouraged to synthesize and apply ideas across disciplines. In this way, critical thinking
skills and deeper levels of understanding are cultivated. Topical themes such as rain forests
or the solar system may serve as the overarching theme to be explored, as well as conceptual
themes such as imagination or structures. At this level, the arts can serve as a central focus
for the curriculum, with learning occurring about, in, and through the arts. In this way, the
school develops an arts-infused curriculum. Infusion, in this usage, refers to the integration
of a subject area across the curriculum (Bresler, 1995); in the arts-infused curriculum, then,
the arts are integrated through authentic connections across all disciplines. Arts-infused
integration requires the full support of school administrators, who must design schedules in
such a way that teachers have the time they need to collaborate and plan for arts-infused,
integrated, thematic units of instruction (Snyder, 2001).
Pros and Cons of Interdisciplinary Learning
Benefits.
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Researchers have identified a number of benefits to interdisciplinary learning. These
included opportunities for teaching basic skills that apply to real life situations, building a
sense of community within the classroom, allowing students to work with peers of differing
levels of ability, and allowing teachers to serve as facilitators who guide learning (Burton,
2001). In an interdisciplinary context, students may make meaningful connections that
reinforce understandings and skills more effectively than teaching content areas in isolation
(Burnaford, 1993). In addition, fewer discipline problems, higher expectations for quality of
teacher and student work, more positive classroom environments, and reduced teacher
isolation are generally the norm in educational environments implementing interdisciplinary
curriculum (Burton, 2001). Students may become actively involved in real-life problems
within their community, and the community may be drawn to the school through its newly
rediscovered excitement in the learning process. Teachers can benefit from the gradual
acquisition of knowledge and skills in areas outside their primary discipline (Snyder, 2001).
The interdisciplinary approach can provide an elegant solution to the explosive growth of
knowledge in recent decades by pointing educators to ways of rethinking lesson content to
be taught. It can also provide relief for fragmented school schedules, and help to create a
curriculum that is relevant to students’ daily lives (Jacobs, 1989). Finally, when the arts are
purposefully integrated into the curriculum, the interdisciplinary approach often makes it
possible for schools to maintain adequate instructional time in the arts (GAO, 2009).
Potential concerns.
Even as educational researchers cite the many potential advantages of the
interdisciplinary approach, they are quick to recognize that it is not a panacea that can cure
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all of our schools’ ills. Ellis and Fouts (2001) caution that claims that interdisciplinary
instruction boosts academic performance are not well supported by empirical research
evidence, rendering any assertions of the superiority of the interdisciplinary approach
problematic. Furthermore, the time and energy required of classroom teachers and arts
specialists alike to design and implement an interdisciplinary curriculum can be difficult, if
not impossible, to find – particularly if there is little support from the school’s administration
(Jacobs, 1989; Snyder, 2001).
Two common problems that can arise within integrated instructional programs are
the “potpourri problem,” in which random samplings of information and an absence of
structures of knowledge dominate the program, resulting in a lack of focus; and the “polarity
problem,” in which specialists become territorial regarding knowledge and skills in “their”
pet discipline (Burton, 2001; Jacobs, 1989). Interdisciplinary instructional approaches must
also avoid the common misconception that all content in any discipline can be integrated
with any content of any other discipline. The integrity of each individual discipline must be
maintained through establishing authentic connections between disciplines (Burton, 2001).
Other researchers caution that interdisciplinary instruction may focus on superficial
connections or may not always be grounded in work that is concerned with the mastery of
the individual disciplines. Therefore, whenever integrated instruction is undertaken, care
should be taken to protect the integrity of each discipline (Barrett, 2001; Burton, 2001;
Gardner & Boix-Mansilla, 1994; King & Brownell, 1966; Snyder, 1996; R. A. Wiggins, 2001).
Some researchers have also pointed out that when integrating music with other subject areas,
it is important to preserve the intrinsic value of music: to teach music for its own sake and
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not simply allow it to serve to “dress up” other subject areas (Barrett, 2001; Bresler, 1995;
Longley, 1999; Roucher & Lovano-Kerr, 1995).
Implementation of interdisciplinary programs.
Goodson & Duling (1996) explored strategies with which a music education
discipline-based unit integrating aesthetics, history, criticism, and production could be
created. They recommended that music specialists and classroom teachers collaborate to
create these integrated units of study, noting that both kinds of teachers have unique
strengths that are necessary to the successful implementation of interdisciplinary study.
Focusing on a musical work such as “The Little Train of the Caipira” by Heitor Villa-Lobos,
students can discuss issues related to aesthetics, history, criticism, and production. For
example, students can define the genre and style of the work, discuss the historical context
of the work, compare the work with other works of the same time period, and improvise
melodic and rhythmic patterns or movement activities inspired by the work.
When interdisciplinary programs are to be implemented, teacher training is often an
area of concern (Snyder, 2001). Colwell (2008) found that following a course in which
elementary in-service classroom and music teachers were provided with opportunities to
create lessons that integrated music and core academic objectives in reading or language arts,
mathematics, science, and social studies, the classroom teachers reported a small
improvement in their perceptions regarding their musical abilities. They also reported slightly
more positive attitudes toward music in general. Moreover, both classroom and music
teachers became more comfortable with the idea of integrating music and core academic
objectives.
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Another area of concern in interdisciplinary program implementation is how to
design a program that will prove successful (Ackerman, 1989; Jacobs, 1989). Strand (2006)
compared two separate arts partnerships between arts organizations and school art programs
to study the nature of collaborative curriculum development for successful arts integration.
Through the study, Strand developed an explanatory theory for the success of these
particular arts partnerships. Findings indicated that factors contributing to successful arts
partnerships included strong organizational philosophy and goals, personality characteristics
and student learning goals of the teachers, supportive relationships between teachers and
administration, and a content and approach to teaching that both focused on process over
product and stressed higher order thinking skills.
Applebee, Burroughs, and Cruz (2000) conducted a series of case studies regarding
interdisciplinary instruction program implementation. They found that while some teachers
were successful in generating interdisciplinary conversations in which one subject supported
and enriched other subject areas, other teachers tended to use the framework from one
content area, such as literature, to structure the curriculum of other content areas, thus
subordinating those content areas. They noted the importance of engaging students in
meaningful conversations about the parallel processes of understanding between and among
subject areas. Well-intentioned efforts to make connections between subject areas can
sometimes, they warned, work against coherent curricula, disrupting curricular
conversations. Interdisciplinary connections, then, need to be made in such a way that
students’ abilities to participate in a broad range of conversations that enrich their
understanding of a variety of content areas are enhanced.
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The National Standards for Music Education and Curricular Integration
In the National Standards for Music Education developed by the National
Association for Music Education, one of the nine content standards is “understanding
relationships between music, the other arts, and disciplines outside the arts” (MENC, 1994).
More specifically, for K-4 students, this content standard is broken down into the following
achievement standards or observable behaviors by which teachers may evaluate each
student’s musical understanding and development in musical skill:

•

Students identify similarities and differences in the meanings of common terms (e.g.,
form, line, contrast) used in the various arts.

•

Students identify ways in which the principles and subject matter of other disciplines
taught in the school are interrelated with those of music (e.g., foreign languages:
singing songs in various languages; language arts: using the expressive elements of
music in interpretive readings; mathematics: mathematical basis of values of notes,
rests, and time signatures; science: vibration of strings, drum heads, or air columns
generating sounds used in music; geography: songs associated with various countries
or regions)

Furthermore, one of MENC’s standards for prekindergarten and kindergarten children is
that “music is integrated into the curriculum throughout the day” (MENC, 1994, p. 1).
Music teachers and students are thus encouraged by the National Standards for Music
Education to make interdisciplinary connections to the other arts and to other disciplines
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including reading/language arts, mathematics, social studies, and science, and teachers of
young children are encouraged to consistently integrate music into the curriculum.
Early Childhood Music Education in the United States
In this section, I begin by discussing the nature of learning in early childhood. I will
examine the multimodal nature of early childhood learning and Eisner’s theories regarding
multiple systems of meaning. I will then investigate the standards for early childhood music
education, including the National Standards for Music Education for kindergarten through
fourth grade and the Texas Essential Knowledge and Skills for kindergarten music. I will
conclude with a brief overview of contemporary early childhood music instruction in the
United States, examining early childhood curriculum, textbooks, and other materials.
Introduction: The Nature of Learning in Early Childhood
This project will examine the rationale, understandings, and perceptions of one
music specialist regarding the integration of traditional core content areas in the kindergarten
music classroom. To begin to establish the rationale for interdisciplinary education,
specifically, the integration of traditional core content areas and kindergarten music
instruction within the context of Elliot Eisner’s theories, I will now examine research
regarding the nature of learning in early childhood, along with recommendations regarding
developmentally appropriate practice (DAP) in the early childhood classroom. According to
the National Association for the Education of Young Children (NAEYC), DAP may be
defined as “practice that promotes children’s optimal learning and development” (2009, p.
16). In a 2009 position paper, the NAEYC outlined a framework for developmentally
appropriate practice in facilitating the development of young children, including research
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based principles and recommendations for teaching practice and policy. They stressed the
importance of applying recent research findings regarding the efficacy of early childhood
intervention and education programs to address critical issues, such as the achievement gaps
between high and low income children and between racial groups. Core considerations for
early childhood educators in developmentally appropriate practice included the application
of knowledge of child development and learning to create optimal opportunities for children
to learn and grow, knowing the emotional and learning needs of each child, and
understanding their children’s unique social and cultural contexts.
The guidelines outlined by the NAEYC for DAP include creating a caring
community of learners in which each individual is cared for and respected, and teaching to
enhance children’s development and learning, including scaffolding learning and planning
learning experiences that implement a comprehensive curriculum that reaches across
learning domains (cognitive, affective, and kinesthetic) and disciplines (language literacy,
mathematics, social studies, science, art, music, physical education, and health). Furthermore,
teachers should strive to develop curriculum to meet important developmental goals,
implement appropriate assessments of children’s learning and development, and seek to
establish reciprocal relationships with the children’s families.
Multimodal learning in early childhood.
In building the rationale for the application of Eisner’s theories and the
implementation of interdisciplinary, arts-focused instruction in early childhood education, it
is also helpful to understand the multifaceted or multimodal nature of learning in early
childhood. The theories of Piaget (1999a, 1999b) and Vygotsky (1978) regarding the role of
75

dramatic play in the cognitive development of young children have served as a springboard
for research on the connection between play and learning. Dramatic play helps children to
develop skill in general representation that are later applied to reading, writing, and other
domains. Play, then, is important in the development of cognitive and literacy skills
(Pellegrini & Galda, 2000). Children often make direct connections between play, language,
and literacy when they incorporate plots, themes, information, and characters from books
into their play (Rowe, 1998). For example, Martens (1996) found that her three-year-old
daughter’s literacy learning process was embedded within multiple meaning systems,
including art, movement, play, and spoken language. In literacy-rich home and preschool
settings, children initiate book-related play in both dramatic play and other social contexts.
Research evidence indicates that providing themed literacy materials and adult mediation can
dramatically increase the amount of literacy-related play in which children engage (Yaden,
Rowe, & MacGillivray, 1999; Whitehurst & Lonigan, 1998).
Deborah Wells Rowe is one researcher who has systematically explored the
multifaceted nature of children’s learning (1986, 1994, 1998; Rowe & Leander, 2005). In a
1998 ethnographic study, Rowe explored the role of dramatic play in learning by
investigating the manner in which preschoolers spontaneously made connections between
dramatic play and the meanings they found in books they had encountered. Evidence from
the study suggested that dramatic play may serve as a connection between books and the
child’s world. Dramatic play allowed the children to take ownership of their learning,
provided flexibility for learning about books, and gave them freedom to create their own
interpretation of books through play. It also provided children with an opportunity to learn
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about books and literacy through multiple sign systems, including gesture, oral language,
props, set design, and so on. This allowed them to develop their versatility in multiple
systems of meaning (Eisner, 1998), and to learn about books and literacy through
transmediation, or the creation of new sign systems. As children in the twenty-first century
are increasingly exposed to communication that is multimodal rather than exclusively
linguistic, it is appropriate to direct our research efforts to investigate such a broader view of
learning (Yaden et al., 1999; Rowe, 1998; Eisner, 1998).
Eisner: multiple systems of meaning.
Elliot Eisner (1998) advocated strongly for the inclusion of multiple systems of
meaning and ways of knowing in the schools. As we have seen, Eisner has pointed out that
meaning is not only conveyed through oral and written language, but through art, music,
architecture, film, video, and dance. Therefore, schools should strive to address a spectrum
of literacies, thus allowing students to participate in, enjoy, and discover meaning through
these multiple forms. “Regrettably,” wrote Eisner, “many of these representational forms are
made marginal in our (educational) programs” (1998, p. 16). The inclusion of multiple
systems of meaning or representation, he argued, cultivates the development of a wide array
of human cognitive potentialities. By designing curricula that enable children to play to their
strengths, we not only provide them with the means to pursue their interests and develop
their unique abilities, but we establish a more democratic and equitable educational system:
Educational equity is provided to the young not simply by giving them access to our
schools, but by providing programs that enable them to become what they have the
potential to be once they pass through the schoolhouse door. Indeed, I would argue
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that the genuinely good school increases individual differences, it does not diminish
them. (1998, p. 18)
For Eisner, then, developing multiple forms of literacy through multiple systems of meaning
is of primary educational importance. As I will later argue, these theories have significant
implications for establishing a rationale for implementing an interdisciplinary approach
within our educational system.
Early Childhood Music Education: Standards for Music Education
Along with an understanding of developmentally appropriate practice and the nature
of learning in early childhood, a credible examination of the rationale, understandings, and
perceptions of one elementary music specialist regarding the integration of traditional core
content areas in the kindergarten music classroom requires knowledge of current standards
for kindergarten music education, including those at the national level and those of the state
of Texas, the state in which this case study is situated. Furthermore, it requires familiarity
with the various forms of curricula in use in early childhood music classrooms in our nation.
It is also helpful to have an understanding of what the research says regarding the potential
benefits of early childhood music education, including the potential cognitive, social, and
developmental benefits. Therefore, in this section I will overview music education standards
at the national level and for the state of Texas, outline the major forms of curricula in use in
American kindergarten music classrooms, and examine research regarding potential benefits
of early childhood music education.
As we have seen, the push for educational reform and accountability in the 1980s
and 1990s led to the development of national standards in a broad range of content areas,
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including the arts and music education. Additionally, individual states developed a system of
standards or guidelines for the various content areas. Currently, all 50 states and the District
of Columbia have standards for the fine arts. In the state of Texas, the system of standards is
known as the Texas Essential Knowledge and Skills (TEKS). Incorporation of the TEKS is
mandatory in all subjects offered by any given Texas public school.
The National Standards for Music Education.
The National Standards for Music Education, as developed by the National
Association for Music Education (MENC) (1994), include nine content standards, which are
grouped into three levels: K-4, 5-8, and 9-12. At all levels, the standards are as follows:
1. Singing, alone and with others, a varied repertoire of music.
2. Performing on instruments, alone and with others, a varied repertoire of music.
3. Improvising melodies, variations, and accompaniments.
4. Composing and arranging music within specified guidelines.
5. Reading and notating music.
6. Listening to, analyzing, and describing music.
7. Evaluating music and music performances.
8. Understanding relationships between music, the other arts, and disciplines outside
the arts.
9. Understanding music in relation to history and culture.
Each of these content standards is expanded into age-appropriate achievement standards:
observable behaviors by which the individual teacher evaluates each student’s musical
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understanding and development in musical skill. Examples of observable behaviors for each
achievement standard for kindergarten through fourth grade include:
1. Students demonstrate the ability to sing independently and in groups with
appropriate expression.
2. Students perform accurately and independently on classroom instruments.
3. Students improvise brief rhythmic and melodic patterns.
4. Students create and arrange music.
5. Students read and notate music using standard music notation.
6. Students identify simple music forms and describe music using appropriate
terminology.
7. Students create their own criteria to evaluate performances and compositions.
8. Students make connections between the principles of music and those of other
disciplines.
9. Students identify music from a variety of historical periods and cultures and ways
to use music in their daily lives.
Texas Essential Knowledge and Skills: Kindergarten Music.
In the state of Texas, kindergarten music instruction is required of all public school
districts. Curriculum standards for kindergarten music instruction are outlined in the Texas
Essential Knowledge and Skills (TEKS) (Texas Education Agency, 1998). The TEKS for
music are based upon four strands: perception, creative expression/performance, historical
and cultural heritage, and critical evaluation; thus, they bear a certain level of resemblance to
the National Standards. The TEKS for kindergarten music are as follows:
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(K.1) Perception. The student describes and analyzes musical sound and demonstrates
musical artistry.
The student is expected to:
(A) identify the difference between the singing and speaking voice; and
(B) identify the timbre of adult voices and instruments.
(K.2) Creative expression/performance. The student performs a varied repertoire of
music.
The student is expected to:
(A) sing or play classroom instruments independently or in a group; and
(B) sing songs from diverse cultures and styles or play such songs on musical
instruments.
(K.3) Historical/cultural heritage. The student relates music to history, to society, and to
culture.
The student is expected to:
(A) sing songs and play musical games from different cultures; and
(B) identify simple relationships between music and other subjects.
(K.4) Response/evaluation. The student responds to and evaluates music and musical
performance.
The student is expected to:
(A) identify steady beat in musical performances; and
(B) identify higher/lower, louder/softer, faster/slower, and same/different in
musical performances.
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Overview of Contemporary Early Childhood Music Instruction in the United States
In this section, I briefly discuss here the major forms of curricula in use in American
kindergarten music classrooms, including the Kodály Method, the Orff approach, and the
Dalcroze approach. I also review textbooks, teacher resources, and other materials
commonly found in kindergarten music classrooms.
Early childhood music curricula.
Lee Nardo, Custodero, Persellin, and Fox (2006) conducted a study of NAEYC
accredited child care centers to determine how music is used in preschool educational
settings. They found that 28% of the child care centers reported that their children
experienced teacher directed and planned music instruction four to five times a week,
typically with lessons that were 15 minutes in duration. Meanwhile, 14% of centers reported
that children never received planned or directed music instruction. Eighty-one percent of
centers offered children opportunities for free participation in music, including participation
in activities such as listening on headphones, free play with music materials, or using
computers and music software. Fully 100% of centers reported that singing activities were
incorporated at least once a week, with 93% reporting group singing on a daily basis.
Common movement activities included moving as instructed by song lyrics (for
example, “The Hokey Pokey”), moving to music specifically produced for children (i.e., Ella
Jenkins, Greg and Steve, Raffi), and expressive movement. Instruments were most often
used in activities that involved playing all of the instruments together, such as a marching
band. Other activities involving musical instruments included playing to accompany singing
or a recording, or, less commonly, a poem or a story. Creative musical activities were far less
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common than other musical activities; such activities included creating short musical pieces
with voices and/or instruments, or providing children with an opportunity to devise their
own system of musical notation. Activities in which children responded to music included
having children describe music using words or a picture, or participating in listening activities
using dramatic play or manipulatives such as scarves or puppets. The most common
rationale for music education was that it enriched the general classroom. Other reasons for
incorporating music included promoting creativity, learning musical concepts, skill
development, and assessment. Similar to the findings of Lee Nardo et al., Kelly (1998) found
that the musical skills and understandings most commonly used by inservice preschool
teachers included developing movement activities, playing rhythm instruments, leading and
teaching songs, providing creative musical experiences, and developing listening activities.

The Kodály Method.
The Kodály Method is a child-developmental approach in which subject material is
arranged in sequential patterns following a normal child’s abilities (Choksy, 1988; Landis &
Carder, 1972). At the kindergarten level, typical rhythmic concepts include steady beat and,
perhaps late in the year, quarter notes and paired eighth notes. Melodic concepts generally
include distinguishing higher and lower sounds, specifically, the pitches so and mi. Movement
is used to reinforce concepts of rhythm and melody; for example, when learning about
steady beat, children clap, pat, and walk to the beat of a children’s rhyme or song. Kodály
believed that for young children, singing and movement are naturally simultaneous;
therefore, singing games are commonly used in early elementary music instruction (Landis &
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Carder, 1972). The Kodály Method will be discussed in greater detail in a later section of this
chapter.

The Orff approach.
Carl Orff, a German music educator and composer, developed what has come to be
known as the Orff approach beginning in the 1920s. The central tenet on which the Orff
approach is based is that music, movement, and speech are inseparable; they form a unity
that Orff referred to as “elemental music.” Orff believed that a child’s musical education
should begin with the simplest of concepts and songs, and that rhythm is the logical starting
point for music education, since it is the shared element of music, speech, and movement
(Orff, 1978; Landis & Carder, 1972). At the kindergarten level, Orff music specialists
typically focus on singing, playing simple instruments, chanting children’s rhymes, and
movement activities.

The Dalcroze approach.
The Swiss music educator Emile Jaques-Dalcroze developed the Dalcroze approach
during the early 20th century. The Dalcroze approach consists of three main components:
eurhythmics, or rhythmic movement; solfege; and piano improvisation. Like Orff, Dalcroze
believed that rhythm was the logical starting point for musical training; thus, early musical
experiences through the Dalcroze approach focus on the eurhythmics aspect. At the
kindergarten level, Dalcroze music specialists provide their students with opportunities to
experience a variety of musical concepts through movement including dynamics, tempo,
phrasing, rhythm, and pitch. For solfege training, musical games in which children match
pitch or learn to identify specific pitches might be incorporated. Piano improvisation might
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involve a child playing an improvised rhythmic pattern on a single piano key as an
accompaniment to the music specialist’s playing (Landis & Carder, 1972).
Textbooks, teacher resources, and other materials.
There are two major kindergarten music textbooks available in the United States:
Silver Burdett Making Music, published by Pearson, and Spotlight on Music, published by
Macmillan/McGraw-Hill. At the kindergarten level, both series feature a teacher’s edition, a
Big Book student edition, electronic or CD-ROM versions of the student edition, and audio
CDs. Other Spotlight on Music materials include teacher resource CD-ROMs, piano
accompaniments, listening maps, sign language versions of songs, Broadway for Kids
musicals, Orff orchestrations for select songs, Spanish songbooks and CDs, an English
Language Learner (ELL) handbook, and World Music CDs and DVDs. Spotlight on Music also
incorporates Orff, Kodály, and Dalcroze approaches. Supplemental Making Music materials
include a CD-ROM Electronic Big Book, keyboard accompaniments, animated listening
maps, a CD featuring Spanish-language songs, and a number of multicultural materials
including CDs with songs and dances from around the globe. Both series feature traditional
children’s rhymes, chants, and songs as well as listening selections of composed music.
Other materials commonly used in kindergarten classrooms in the United States
include songbooks and related materials of the Orff Approach, the Kodály Method, and the
Dalcroze Approach. Collections of children’s songs and rhymes with movement activities
and instrumental accompaniments have been compiled by Orff master teachers such as
Konnie Saliba, Doug Goodkin, Grace Nash, and Jim Solomon and are often utilized by
music specialists trained in the Orff Approach. Notable examples include Grace Nash’s
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Music with Children (1965) and the American version of Music for Children, Volume 1 (Orff,
Keetman, & Regner, 1982). Orff music specialist often use barred instruments, such as the
xylophone and glockenspiel, and many other percussion instruments such as drums,
maracas, triangles, cymbals, woodblocks, and so on.
Songbooks including children’s rhymes, chants, songs, singing games, and folk
dances are frequently used by teachers trained in the Kodály Method. Examples include
Listen, Look, and Sing Volumes I – III (1971), by Aden G. Lewis. It is also not uncommon for
Kodály teachers to compile such songbooks themselves, collecting songs their students bring
to school with them and songs from their students’ home cultures. Supplementary materials
used by Kodály teachers include manipulatives such as rhythm notation sticks (Landis &
Carder, 1972), song charts, and a host of visual aids such as those used by Michelle Roberts,
as we will see in Chapter IV.
Dalcroze Approach teachers typically incorporate movement activities accompanied
by either music played on the piano or recorded music. One resource book used by Dalcroze
teachers is Elsa Findlay’s Rhythm and Movement: Applications of Dalcroze Eurhythmics (1971).
Movement props such as scarves, hoops, and streamers are also frequently used in Dalcroze
classrooms. Other supplementary materials may include small percussion instruments such
as hand drums and visual aids such as rhythm charts (Landis & Carder, 1972). Examples of
teacher resources not associated with the Orff approach, Kodály Method, or Dalcroze
approach include resource books written by Phyllis Weikart (see, for example, Carlton &
Weikart, 1994), John Feirabend, materials from Kindermusik or Musikgarten, and materials
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from the Music Educators National Conference and the National Association for the
Education of Young Children (Levinowitz, 2001; Persellin, 2007).
The Teaching and Learning Process in Music Education
In this section, I will first examine the literature regarding the potential benefits of
music instruction. Second, I will review descriptive case studies of teaching and learning in
elementary arts and/or elementary self-contained classrooms or departmentalized secondary
classrooms with a focus on the teaching and learning process in music education rather than
on academic, social, or intellectual outcomes. Third, I will detail studies examining the
integration of music with reading/language arts (RLA), music with mathematics, music with
social studies, music with science, and thematic, multidisciplinary instructional approaches.
Fourth, I will discuss the Kodály Method of music instruction, the instructional method in
which Michelle Roberts’ instructional philosophy, techniques, and strategies are grounded,
providing a brief description of its history as well as its underlying philosophy and methods.
I will also explore research detailing its efficacy and its specific proclivities for fostering the
integration of traditional core content areas and music instruction.
Potential Benefits of Music Instruction
A wealth of research exists examining the potential positive effects of music
instruction on academic achievement, as well as other potential benefits of music instruction
such as social and affective. As the purpose of this study is not to examine these factors, but
rather to examine how an elementary music teacher incorporates traditional core content
areas in her kindergarten music instruction, I will provide only a brief overview of this body
of research. In Chapter I, the body of research on teaching and learning in arts education
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was divided into three categories: Category One, consisting of studies of large-scale
programs, in which the programs are assessed according to academic, social, or intellectual
performance outcomes; Category Two, including case studies of teaching and learning in
elementary arts and/or elementary self-contained classrooms or departmentalized secondary
classes with a focus on academic, social, and intellectual performance outcomes; and
Category Three, consisting of descriptive case studies of teaching and learning in elementary
arts and/or elementary self-contained classrooms or departmentalized secondary classes with
a focus on the teaching and learning process rather than academic, intellectual, or social
outcomes per se. I will here review each of these categories.
The research base: large-scale programs.
I will here review studies of large-scale programs (Category One) which are assessed
according to academic, social, or intellectual performance outcomes (Burnaford, Aprill, &
Weiss, 2001; Fiske, 2001; Longley, 1999). The Chicago Arts Partnership in Education
(CAPE) was developed as program whose primary objective was to forge connections
between the arts and the rest of the curriculum in the Chicago Public Schools (social
performance outcomes). Classroom teachers, arts teachers, visiting artists, and arts
organizations worked in partnership to create “rigorous, innovative, sustainable curriculum”
(2001, p. xxxvi) as an alternative to prepackaged, transient arts programs. The CAPE
program functioned as a demonstration project for six years, creating long-term partnerships
between Chicago Public Schools, professional arts organizations, and community
organizations and generating new, innovative approaches to school improvement through
arts integration. Classroom teachers grew comfortable enough with the arts to begin
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integrating the arts into their own teaching. The program was deemed a success and has
since been replicated in other urban areas as well as in midsize cities and small towns
(Burnaford, Aprill, & Weiss, 2001).
In the Champions of Change report (Fiske, 2001), researchers laid out evidence to
support the notion that, through engagement with the arts, learners can attain higher
achievement academically. Social outcomes were often improved through participation in
the arts as well. For example, Catterall, Chapleau, and Iwanaga (2001) found that
involvement in the arts generally improved student academic outcomes. Students reporting
high levels of engagement in the arts were more likely to consider community service
important or “very important” and were less likely to watch television on weekdays. They
were also less likely to drop out of school or to report feeling bored in school most of the
time. Moreover, students who reported high levels of involvement in instrumental music
during middle and high school attained significantly higher achievement in mathematics by
the 12th grade. Similarly, Wolf (2001) found that significant relationships existed between rich
in-school arts programs and the development of the creative, cognitive, and personal
competencies necessary to succeed academically. Students who participated in writing and
producing an original opera were more likely to participate in substantive ways and offer
constructive criticism to their peers than were those working in a non-opera context.
A report titled “Gaining the Arts Advantage” (Longley, 1999) examined the effects
of arts education on teaching and learning at the district level. The study surveyed over 300
school districts in which arts education was offered on a broad, district-wide basis. Its
purpose was “to identify the conditions and practices that create and sustain district-wide
89

commitment to arts education for all students” (Longley, 1999, p. 9). According to the
survey’s findings, most of the districts had students that had received local, state, or national
awards for achievement in the arts; offered a broad spectrum of arts coursework (with visual
arts and music offered at most campuses and theater and dance offered at some); a high
percentage of full-time, certified arts education specialists; made concerted efforts to
improve access to arts education across all student populations; and formed community
partnerships to offer and enhance arts education. Most of the districts demonstrated
commitment to arts education through allocation of resources, strong leadership from
administrators, and working to overcome the effects of the “back-to-basics” standards
movement. In addition, the strongest districts demonstrated commitment to arts education
starting with their youngest students, putting arts specialists in their schools beginning at the
elementary level. Districts who integrated the arts across the curriculum had a high
percentage of classroom teachers employing arts techniques in their teaching. The study’s
central finding was that the active involvement of influential sectors of the community in
shaping and implementing the arts policies and programs of school districts is the single
most critical factor in sustaining arts education in schools (Longley, 1999).
The research base: classroom-based studies.
I now turn to case studies of teaching and learning in elementary arts and/or
elementary self-contained classrooms or departmentalized secondary classes that focus on
academic, social, and intellectual performance outcomes (Category Two) (Bird, 2007;
Blanton, 1962; Bowles, 2003; Costa-Giomi, 1999, 2004; Crosswhite, 1996; Geoghegan &
Mitchelmore, 1996; Gromko, 2005; Gromko & Poorman, 1998; Montgomery, 1997;
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Persellin, 1999; Rauscher & Zupan, 2000; Register, 2001; Short, 2001; Snyder, 2003; Standley
& Hughes, 1997; Stringer, 2004).

Academic performance outcomes.
The question of whether music instruction may affect academic performance
outcomes, including the language and reading development of young children, has received a
significant amount of attention from researchers in recent years (see, for example, Eisner,
1998; Fisher & McDonald, 2001; Hansen & Bernstorf, 2002; Lloyd, 1978; D. Wiggins, 2007).
Recent research in the field of neuroscience supports the notion that musical learning and
language learning (including speech, reading, and writing) may parallel and support one
another in a number of ways (e.g., Besson & Friederici, 2005; Patel, 2003, 2009). Music
seems to facilitate the integration of auditory, visual, and motor coordination, and receiving
music instruction can cultivate the child’s innate propensity to learn from and experience the
world naturally and kinesthetically.
Here, I briefly review a sampling of studies conducted with young children (first
grade or younger) and summarize researchers’ findings regarding music instruction and early
childhood development or academic achievement. (For in-depth reviews of studies regarding
non-musical outcomes of music instruction, including academic outcomes, the reader is
referred to Schellenberg, 2001, and Wolff, 2004.) Lloyd (1978) noted that visual sequential
memory and language reception are among the parallels between music and language
development. Parallels in musical and linguistic development identified by Hansen,
Bernstorf, and Stuber (2004) included phonological awareness, phonemic awareness, and
fluency. Supporting the notion that music instruction benefits the development of early
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literacy, Hansen and Bernstorf (2002) point out that most basic skills used in decoding text
find parallels in reading musical notation. Musical instruction and activities can serve to
highlight concepts of print, a sense of story and sequence, phonemic awareness and phonics,
background knowledge and vocabulary, basic spelling patterns, and early writing activities
(Fisher & McDonald, 2001; Hansen & Bernstorf, 2002). Donna Wiggins argued,
“(E)mergent literacy may be nurtured in an early childhood environment that integrates
literacy experiences with meaningful music activities in which young children develop skills
necessary for success in both areas simultaneously” (2007, p. 55).
Gromko (2005) conducted a study to examine the role of music instruction in the
development of young children’s phonemic awareness. Following approximately four
months of music instruction, children in the experimental group posted significantly higher
mean gains in phoneme segmentation skills than did the control group, who did not receive
music instruction. Bowles (2003) conducted a study investigating the effects of a music
enhanced curriculum on the reading achievement and phonemic awareness skills of children
in kindergarten through third grade. Students in the experimental group received 12 weeks
of the music enhanced curriculum, in which musical instruction was provided twice weekly
by a quintet from the local symphony orchestra, while students in the control group received
instruction without the music enhanced curriculum. Following treatment, the children in the
experimental group demonstrated improvement in phonemic awareness skills but did not
demonstrate improved reading achievement.
Register (2001) investigated the effects of an early intervention music curriculum on
the prereading and prewriting skills of preschool children. For one school year, the
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experimental group received music instruction that focused on the development of
prereading and prewriting skills, while the control group received music instruction that
purposefully excluded these skills. Study results indicated that the experimental group
performed significantly higher on tests of oral and written language skills than did the
control group. Similarly, Standley and Hughes (1997) evaluated the effects of music sessions
designed to enhance the prereading and writing skills of four and five year old students.
During the fall semester, the experimental group participated in fifteen 30-minute sessions
designed to enhance writing skills; during the spring semester, this group participated in
fifteen 30-minute sessions to develop reading skills. The control group did not participate in
the music sessions. All students were pretested, and then posttested at the end of each
semester. Results indicated that participation in the music sessions “significantly enhanced”
(Standley & Hughes, 1997, p. 79) students’ understanding of print concepts and prewriting
skills.
In an action research project, Snyder (2003) created an arts-based, integrated literacy
program for struggling and emergent first-grade readers. The curriculum was constructed
with integrated objectives for music, movement, and word language. Activities emphasized
aural and kinesthetic experience with phonemes, then introducing the visual symbol of a
letter or word. After six weeks, one-third of the children were reading independently, while
another third made significant gains towards reading fluency.
Bird (2007) conducted a single-classroom case study to examine the role of music in
the English language development of prekindergarten Latino children whose primary
language was Spanish. Through classroom observations and interviews with parents and
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teachers, she found that the incorporation of music with prekindergarten English language
learners provided a risk-free learning environment in which to practice their English
language skills and develop social skills while enhancing their learning. Short (2001)
examined the effects of music and singing paired with movement on English language
acquisition with students identified as having limited English proficiency. Results indicated
that the acquisition of English as a second language was facilitated when the English
language was presented through singing and physical movements. Conversely, Stringer
(2004) examined the effects of six weeks of music instruction on the receptive and
expressive language and the language behaviors of three to six year olds with developmental
disabilities. Although the children’s auditory comprehension and total language scores
improved from the pretest to the posttest, the children in the experimental groups did not
score significantly higher than the children in the control groups, who did not receive music
instruction.
Montgomery (1997) found that following a six week instructional unit in which
students sang action songs to reinforce melodic pitch discrimination skills and readingreadiness skills, students scored significantly higher on a test of music listening skills but did
not score significantly higher on a test of reading-readiness skills as compared with students
who did not receive instruction using action songs. Crosswhite (1996) examined the effects
of a sequential program of music instruction on the language development of preschool
children. Following three months of music instruction, which took place twice a week for 20
minutes per session, no significant differences between scores on standardized tests of
verbal ability in a group of children receiving formal music instruction as compared with a
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group of children not receiving formal music instruction were found. Crosswhite noted,
however, that the outcomes of this project were likely influenced by the small sample size,
which resulted in a lack of statistical power.
Geoghegan & Mitchelmore (1996) conducted a study in which they sought to boost
preschoolers’ achievement in mathematics development through music instruction. The
experimental group participated in a year-long formal music program in which they received
Kodály-based music instruction each week for one hour. The comparison group did not
receive this musical instruction and, moreover, had limited or no musical background. Both
groups were tested at the end of the year. Results indicated that the experimental group
performed significantly higher on a test of early mathematics ability than did the comparison
group. However, a post-hoc analysis indicated that children in the experimental group who
had been involved in musical experiences at home, such as having a family member sing to
them, also performed significantly higher on the test than children in the experimental group
with no such experiences. This suggested that a combination of receiving music experiences
at home and formal music instruction may contribute to higher mathematics achievement in
young children.

Intellectual performance outcomes.
Another popular topic for researchers in recent years has been the question of
whether music instruction may affect intellectual performance outcomes, including the
cognitive development of young children, particularly spatial-temporal performance. As
extensive overviews of research regarding intellectual performance outcomes have been
previously undertaken (see Hetland, 2000; Schellenberg, 2001) and, furthermore, as such an
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overview is beyond the scope of this paper, four studies illustrative of this type of research
are briefly reviewed here.
Costa-Giomi (1999) examined the effects of three years of piano instruction on the
cognitive development of children. All subjects were 9 years of age at the beginning of the
study and 12 at its close. Children in the experimental group received an acoustic piano at no
charge and weekly piano lessons that were 30 minutes long for the first two years and 45
minutes long during the third year. After two years of instruction, children in the
experimental group performed significantly higher on a test of general cognitive abilities than
did the children in the control group. Furthermore, after the first and second years of
instruction, children in the experimental group performed significantly higher on a test of
spatial abilities than the children in the control group. However, after three years of
instruction, these differences dissipated, suggesting that the effects of musical instruction on
cognitive abilities may be only temporary.
Persellin (1999) examined the effects of six weeks of Orff-based music instruction
on the spatial-temporal performance of kindergarten students as determined by a test of
object assembly. Posttest results indicated a significant level of improvement in the
children’s ability to solve puzzles. However, when the children were retested following a
second six week period in which they did not receive music instruction, their scores retreated
towards pretest levels, indicating that (consistent with Costa-Giomi, 1999) the positive
effects of musical instruction on cognitive abilities may be only transitory.
Rauscher and Zupan (2000) found that following four months of music instruction
focusing on keyboard skills, kindergarten students performed significantly higher on tests of
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spatial-temporal reasoning than kindergarten students who received no music instruction.
After eight months of music instruction, the differences in scores between the group who
had received music instruction and the group who had not were even more pronounced.
There were, however, no differences between the two groups in performance on a pictorial
memory task. Similarly, Gromko and Poorman (1998) examined the effects of 24 weeks of
musical training on the nonverbal IQ of three and four year olds. Children in the
experimental group received 30-minute music lessons once a week, while children in the
control group did not receive music lessons. Following the musical training, results indicated
significant improvement in raw IQ scores for children in the experimental group; however,
differences in scaled scores were not significant. Taken as a whole, these studies suggest that
musical training has only a limited or temporary effect upon children’s cognitive abilities.

Social outcomes.
A number of studies have been conducted that explore the effects of music
instruction on self-concept and personality factors. For a more thorough review of studies
conducted with students in the third grade or higher, the reader is referred to Wolff, 2004.
Here, I will focus primarily on studies that explore social outcomes of music instruction with
younger students.
Blanton (1962) conducted a study to evaluate the effects of applied music on
learning and personality factors in first and second grade students with speech disabilities.
Children in the experimental groups received speech therapy sessions which incorporated
active music (activities focusing on rhythm, critical listening, rote singing, and creative
expression), passive music (noncritical listening activities intended to effect relaxation), or
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both active and passive music. Children in the control groups received speech therapy
sessions with no incorporation of music. Following four and a half months of treatment, the
experimental groups demonstrated gains in speech articulation and showed improvement in
their feelings of belonging, resistance to anti-social tendencies, levels of social adjustment,
and preference for applied and passive music activities over passive music alone.
In a single-classroom case study to examine the role of music in the English language
development of prekindergarten Latino children whose primary language was Spanish, Bird
(2007) found that teachers and parents felt that the incorporation of music helped to
motivate the children and that it improved their confidence and increased memory. Standley
& Hughes (1997) reported that during a semester of music sessions designed to enhance
prereading and writing skills, “music activities provided pleasure and excitement about
academic participation, possibly generating long range motivation for reading and writing”
for four and five year old students (p. 84). In addition to academic objectives, the program’s
music curriculum taught appropriate social behavior and affect and multicultural awareness.
Costa-Giomi (2004) investigated the effects of three years of piano instruction on the
self-esteem of upper elementary students. The self-esteem scores of children who completed
three years of piano instruction rose significantly, while those of students who dropped out
of the lessons or who did not receive piano instruction at all did not. Snyder (2003) found
that following participation in a six week arts-based, integrated literacy program with
integrated objectives for music, movement, and word language, students who had been
struggling and emergent readers became enthusiastic and confident learners. Nearly all of the
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students “demonstrated increased attention and motivation” (Snyder, 2003, p. 22) not only
in the program, but in their regular classroom and music classes.

Eisner on research linking arts education and performance outcomes.
Eisner, while not objecting to efforts to link arts instruction to academic, social, or
intellectual performance outcomes, does caution that such attempts often have the
unintended effect of leaving the arts vulnerable to claims by any other academic field or
educational practice that it can achieve the same goals in a faster or better manner. Failing to
use the arts to primarily teach things that are not uniquely distinctive about the arts is “to
undermine, in the long run, the justifying conditions for the arts in our schools” (Eisner,
1998, p. 95). Furthermore, instrumental justifications for arts education may also have the
unintended consequence of legitimating a marginalized position for the arts in our schools.
Rather, the arts should be justified on their own merits: for what they are uniquely
positioned to contribute to the education of our youth. Arts education should, in its most
ideal form, enable students to understand how the arts are situated within culture and
history; refine their awareness of aesthetic qualities in art and all of life; help students to
acquire a sense of what it is to transform their images, ideas, and feelings into an art form;
and to instill a willingness to imagine possibilities, to embrace ambiguities, and “to recognize
and accept the multiple perspectives and resolutions that work in the arts celebrate” (Eisner,
1998, p. 99).
Case Studies of Teaching and Learning.
I will now examine studies in Category Three, which are descriptive case studies of
teaching and learning in elementary arts and/or elementary self-contained classrooms with a
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focus on the teaching and learning process in music education rather than on academic,
social, or intellectual outcomes. These studies examine a variety of aspects of teaching and
learning in the arts: the integration of the arts in the early childhood self-contained
classroom (Cerniglia, 2006; Curtis, 2007; Purnell, Ali, Begum, & Carter, 2007; K. M. Smith,
2005, 2008), the elementary self-contained classroom (Benson, 2000; Verkler, 2003; Wheat,
2005), both arts and self-contained elementary classrooms (Corn, 1993; Thomas, 2004;
Whitaker, 1996; Youm, 2007); and case studies of elementary arts teachers (DeVries, 2000;
Neelly, 2000; Stake, Bresler, & Mabry, 1991; Tagg, 1997; J. H. Wiggins, 1993).

Case studies of early childhood self-contained classrooms.
Cerniglia (2006), Curtis (2007), Purnell, Ali, Begum, and Carter (2007) and K. M.
Smith (2005, 2008) conducted case studies of arts teaching and learning in early childhood
self-contained classrooms. Purnell et al. (2007) investigated how teachers of young children
can utilize the integration of early literacy skills and the arts to cultivate the appreciation and
celebration of diverse cultures in early childhood classrooms. Through personal accounts,
the authors develop a theoretical framework establishing a rationale for the importance of
creating a viable home-to-school connection for young children: what Gloria LadsonBillings (1994) referred to as “culturally relevant teaching”. “The arts,” the authors note, “are
a valuable educational tool. Arts integration can create new and meaningful connections to
lesson content, expand students’ understanding of other cultures, and help to promote the
development of healthy cultural identities” (Purnell et al., p. 424). The authors provide
opportunities for transfer of theory into classroom practice through suggested classroom
activities that integrate early literacy, multicultural education, and the arts.
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Curtis (2007) conducted a qualitative case study in a combined setting of a selfcontained kindergarten class and a music education classroom to explore ways in which a
kindergarten teacher and a music teacher provided literacy learning opportunities for
kindergarten students. A quality learning environment was provided through providing a
caring community, conversation, connections to prior knowledge and community,
collaboration, and consistency. Curtis also found that the teachers supported six aspects of
early literacy learning, including phonemic awareness, phonics, fluency, vocabulary,
comprehension, and print concepts. The classroom teacher provided a higher incidence of
instruction coded as phonemic awareness, phonics, and comprehension, while the music
teacher provided more evidence of instruction coded as fluency and vocabulary learning.
The music educator was found to have a critical role in supporting the early literacy learning
of young children.
Cerniglia (2006) examined the everyday music, drama, dance, and visual arts practices
of preschool classroom teachers and the reasons behind those practices. It was found that
visual art and music were used more frequently than dance and drama. Music activities
consisted primarily of whole group singing, facilitating transitions from one activity to the
next or learning classroom routines. Dance activities frequently grew out of singing in the
form of motions or gestures. Drama and visual art activities were more individually oriented
in that the children were allowed to create their own works of art or drama. Teachers’ formal
education and childhood arts experiences were found to influence their arts teaching
practices. Teachers’ reasons for incorporating the arts ranged from addressing different
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learning styles, teaching or reinforcing other content areas, socialization, helping children
learn classroom routines, and focusing or engaging children’s behavior.
K. M. Smith (2005, 2008) conducted ethnographic case studies of children’s musical
play to explore how children play musically as well as how children and early childhood
teachers scaffold musical growth and understanding within musical play. K. M. Smith (2005)
found that children’s musical play encompasses singing, playing instruments, moving,
listening, reading, composing, writing, and using music as a stimulus for dramatic play. As
children play musically, they develop skills in music literacy, cognition, creativity, and social
and emotional development. K. M. Smith (2008) also found that musical play provides an
important way for early childhood educators to be able to recognize an individual child’s
zone of proximal development for musical growth and understanding; this can assist
teachers in making appropriate scaffolding decisions concerning musical play. Peer and
teacher scaffolding practices included assisted performance and shared activity. Finally, peer
scaffolding can play a significant role in fostering young children’s musical development and
understanding and should be encouraged by early childhood music educators.

Case studies of elementary self-contained classrooms.
Benson (2000) conducted a study to investigate teachers’ knowledge of and
perceived ability to use music as a tool in teaching language arts and to provide teachers with
the training and materials needed to incorporate music into the elementary language arts
curriculum. Following a four month training program, teachers felt that they were more
knowledgeable of and were more likely to use music techniques such as clapping rhythms or
choral reading in language arts instruction. They also had more positive perceptions of their
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ability to integrate music and language arts instruction and indicated that they would
continue to use music in teaching language arts.
A Mexican café simulation was the basis for a unit featuring curricular integration in
music, language arts, social studies, and other disciplines (Verkler, 2003). Connections to
music included the incorporation of songs from Mexico during preparations for the café
simulation that highlighted food vocabulary. Music of Mexico also provided ambience
during the simulation itself, whether through the use of recorded music or music provided
via live student performances. Thomas (2004) described an all-school unit focused upon
apples. Students learned the history of apples, measured ingredients to cook with apples,
wrote poems about apples, created artwork featuring apples, and much more; connections
were also made to geography, language arts, and music. Music classes learned an English folk
song called “Wind Up the Apple Tree” along with English country dances. They also
composed rhythmic chants and songs about apples. The unit culminated in an “Apple
Festival” all-school and parent assembly featuring poetry that the children had written, music
and dance, and an “Apple Feast.”
Wheat (2005) conducted a case study of an exemplary second-grade classroom to
examine and describe how and why art, music, and drama were used to create an arts-infused
curriculum. Through classroom observations, interviews, and classroom documents, Wheat
found that music was used to reinforce thematic units, to help children to memorize
information, and as a focal point for a creative writing activity. Activities were consistently
open-ended and grounded in content learning, with the teacher helping students to pay
attention to detail throughout the learning process.
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Case studies of elementary music classrooms and teachers.
Stake, Bresler, and Mabry (1991) conducted case studies to understand the daily
experiences and challenges of elementary arts teachers. The research questions focused on
curricular issues such as the operational curriculum and the planned and experienced
curriculum. Issues addressed included teachers’ experiences with curriculum and their
perceptions regarding hindrances to improved music education programs. They described
elementary music teachers as directing a variety of activities including conducting school
choirs, teaching music appreciation, and leading school drama productions for parentteacher organization meetings. Findings also indicated that a gap existed between teachers’
stated beliefs and their actual classroom practice. While their beliefs emphasized love and
enjoyment of music and the value of expressivity and self-expression, their practice often
centered around rote learning activities, discipline, and classroom management. Thus, music
did not fit within the school’s primary values of conceptual knowledge. They also found that
schools without music specialists had little music in them, if any. Finally, they found that
music education enjoys a greater share in general education than do the other arts.
Neelly (2000) examined the perspectives of a first-year prekindergarten music teacher
regarding the application and growth of her professional knowledge within the context of
her daily practice. Neelly found that the music teacher acquired her professional knowledge
from adjustments made to daily teaching practice as well as from her formative personal and
professional experiences. The music teacher assumed a variety of roles, including pedagogue,
andragogue, collaborator, and administrator, and engaged in collaborative reflective practice
throughout her first year of teaching. In a descriptive case study, Tagg (1997) examined the
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values, activities, and perceptions of an elementary vocal music teacher. Tagg investigated
the teacher’s understanding of her role as an elementary vocal music teacher over a span of
five years. Findings indicated that the teacher valued her music program and struggled to
make it just as important as other subjects. She also strove to handle budget cuts, pressure
from parents regarding racial balance in the school choirs, and inclusion of special needs
children. Overall, the nature of teaching elementary vocal music was found to be highly
complex.
DeVries (2000) wrote an autobiographical case study of the nature his own lived
experience in learning to be a primary school music teacher in Queensland, Australia. He
found that his knowledge of “how to be a teacher” (DeVries, p. 167) stemmed from his preservice training; from his mother, who was also a primary school music teacher; from
teachers and administrators he worked with; and from in-service training. For example,
many of the specific teaching behaviors he learned were “picked up” from other teachers in
his school, particularly other male teachers, even though they were not music teachers.
Implications and recommendations drawn from the analysis of his autobiographical narrative
included giving music teachers opportunities to observe other music teachers and to
establish music teacher networks so that beginning music teachers have ongoing contact
with more experienced music teachers when they are in need of advice.
J. H. Wiggins (1993) conducted a case study to examine musical learning within the
context of a music classroom. The case study was conducted with fifth grade students during
their regularly scheduled music classes over the course of five months. Among the aspects of
musical learning explored were the nature of children’s musical cognitive processes, the
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nature of representation of their musical ideas, and the nature of their interactions with
music, peers, and their teacher. Findings indicated that the children tended to evaluate
musical ideas against a holistic vision of a finished product. They used their understanding of
the musical whole to assess when and how peers needed assistance and provided the
necessary scaffolding. J. H. Wiggins also found that the children expressed and
communicated musical ideas to the teacher, their peers, and themselves through verbal and
non-verbal

statements,

singing,

instrumental

performance,

gesture,

and

graphic

representation. The teacher, meanwhile, provided scaffolding, acted as expert musician, and
assessed student progress toward understanding of the musical whole.
Integration of Music Instruction and Other Traditional Core Content Areas
The integration of instruction in music and other traditional core content areas has
been the subject of a vast amount of research (Barrett, 2001; Berke, 2000; Bresler, 1995;
Burnaford, 1993; Carpenter, 2004; Colwell, 2008; Ellis & Fouts, 2001; Jacobs, 1989; Lee,
Lostoski, & Williams, 2000; Longley, 1999; Lowe, 2002; Roucher & Lovano-Kerr, 1995;
Snyder, 2001, 2003; Ulbricht, 1998; Vars, 1991; Wheat, 2005; Whitaker, 1996). In this
overview of this body of research, I detail studies examining the integration of music with
reading/language arts (RLA), music with mathematics, music with social studies, and music
with science. I also review studies that examine multidisciplinary approaches to the
integration of music with other core content areas and that investigate the efficacy of
integrated curriculum. Researchers have examined the integration of music instruction with
instruction in language arts (Benson, 2000; Calogero, 2002; Fries, 2002; Lake, 2003; Lowe,
2002; Montgomery, 1997), mathematics (Johnson & Edelson, 2003; Shilling, 2002), science
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(Lee, Lostoski, & Williams, 2000), social studies (Morin, 2003), and multidisciplinary
instruction (Carpenter, 2004; Corn, 1993; Fries, 2002; McCullar, 1998; Miller, 1996; PaxciaBibbins, 1993; Thomas, 2004; Wheat, 2005) at the elementary level. Integration of music
with other content areas has also been documented at the secondary level (Burrack &
McKenzie, 2005; Rosenbloom, 2004); here, I will not review these studies, as they are less
pertinent to the current study than studies of integration at the elementary level. Researchers
have found that such integration is more common at the elementary level (Colwell, 2008).
Music and reading/language arts.
The discipline that is perhaps the most organically integrated with music is
reading/language arts (RLA). As a result, there exists a wealth of studies examining the
integration of music and RLA, and reviewing each one of them is beyond the scope of this
paper. Therefore, I will review here three studies that are representative of this body of
research. Calogero (2002) detailed a unit integrating children’s literature and music
instruction. Activities for such a unit could include adding rhythm instruments to poetry to
emphasize the rhythms inherent in speech; singing along with a picture book derived from a
song such as “Over in the Meadow;” reading books about musical instruments, musicians, or
composers, and the like. Activities which integrate music and children’s books can help to
enhance children’s understanding of language and story.
Lake (2003) used an integrated music and language arts curriculum to help students,
both children and adults, in their acquisition of English as a second language. Activities
included listening and singing to popular oldies songs such as “Turn, Turn, Turn” by the
Byrds and “A Day in the Life” by the Beatles, then decoding the lyrics with the teacher
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assisting as necessary and pantomiming actions in the songs. Students also wrote original
words to existing songs or composed entirely new songs. Students reported that this
approach assisted them in learning correct grammar and pronunciation, helped to build
vocabulary, and provided them with a deeper appreciation of their second language.
Lowe (2002) found that a twelve-lesson integrated music and language arts unit
reinforced student learning in both disciplines. The unit focused upon fables and brought in
elements of art and drama in addition to the primary objectives in music and language arts.
Following the unit, students’ abilities to make connections between all forms of
communication, between predictions and choices made both in music and language, and
between musical form and form in language were all enhanced, as were skills in problem
solving, critical thinking, and independent learning.
Music and mathematics.
Johnson & Edelson (2003) and Shilling (2002) investigated ways in which music can
be used to enhance children’s understanding and enjoyment of mathematics. Mathematics
concepts such as patterning, ordering, sorting, classifying, combining, ratios, and fractions
can all be taught and reinforced through musical activities incorporating beat, meter,
duration, tempo, and rhythmic patterns. For example, kindergarten students can explore
mathematical and rhythmic patterns through identifying the number of syllables in their
names (Shilling, 2002) and then create patterns based on the syllable numbers such as a onetwo-one-two pattern (i.e., Sam, Mary, Jane, Matthew) (Johnson & Edelson, 2003). They can
explore serial order using a xylophone or tone bells, identifying the pitches from lowest to
highest and identifying which pitch is first, which is second, and so on. Sorting, classifying,
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combining, and ratio concepts can be taught using rhythm instruments: for example,
instruments might be sorted according to whether they are hit, shaken, or rubbed to produce
a sound (Johnson & Edelson, 2003). Rhythmic subdivisions and early concepts of
mathematical division can be explored through movement activities using half notes, quarter
notes, and eighth notes. Movement activities can also provide temporal experiences for
children and enhance their understanding of mathematical concepts such as patterning,
ordering, and counting. For example, in a variation of “Jack Be Nimble,” children can
pretend to jump over one candlestick, then two, then three, and so on (Shilling, 2002).
Music and social studies.
Morin (2003) explored ways to integrate learning in music and the social studies
through study of the music of West Africa. In this unit of study, traditional songs and dances
of West Africa can be used as a springboard for discussion of social and cultural issues such
as rain forest conservation, interdependence, endangered species, and hunger. Rain forest
sounds can serve as the basis for student compositions or improvisations. Influences of
West African music on American music can be explored through study of jazz, blues, or pop
songs such as “The Lion Sleeps Tonight.” Learning songs and games such as a stone-passing
game from Ghana called “Sansa Kroma” can enrich children’s understanding of the
importance of family and community in West African culture. Thus, through
interdisciplinary inquiry that incorporates activities such as these, children can develop and
enlarge their global awareness (Gaudelli, 2003; Hahn, 2001).
Music and science.
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Lee, Lostoski, & Williams (2000) detailed ways to integrate science instruction with
creative musical activities. During an all-school science unit about oceans, second grade
students created a rap about ocean life. Third and fourth grade students explored the
important relationships between oceans and humans through study of sea chanteys and
investigated other ways in which cultures that have flourished around and on the sea have
expressed the meanings that the sea has had for them, including legends and ballads. The
unit also featured connections to the visual arts as part of the students’ study of ocean life.
Thematic, multidisciplinary approaches to instruction.
In this section, I review studies that investigate the efficacy of integrated curriculum,
particularly where the arts and music are concerned. Drawing upon relevant research on the
human brain and learning, individual learning preferences, individualized instruction,
integrated curriculum models, and the importance of intellectual and artistic stimulation in
early childhood, McCullar (1998) established guidelines for incorporating the fine arts with
the traditional core content areas in an integrated model at the elementary level. These
guidelines were used to develop a college course model design to be used in preservice
teacher training with elementary education majors that would demonstrate how the fine arts
enhance learning in and understanding of the traditional core content areas. McCullar
created four topical units from language arts, mathematics, science, and social studies that
integrated elements of music, art, and physical education/movement as examples of an
integrated teaching approach at the elementary level, each accompanied by an individual
lesson plan. McCullar found that this integrated model was successful, with the fine arts
enhancing understanding of core content areas.
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In a descriptive case study, Corn (1993) examined arts integration and curricular
change in first and second grade classrooms, seeking to discover how classroom teachers, an
art teacher, and a music teacher generate curricular integration and how teacher attitudes and
expectations changed over the course of a year in relation to people, time, and curriculum.
Corn found that the teachers worked together to achieve curricular integration, using ideas
from their own experience and from district curricula and using the arts to generate and
express knowledge. Curricular integration was generated through teachers’ monthly meetings
and through arts field studies such as museum trips. Although teachers experienced some
frustrations with the curricular integration, they also experienced personal and educational
growth and ultimately were able to successfully integrate arts and the general elementary
curriculum.
Carpenter (2004) implemented an interdisciplinary music curriculum for students in
kindergarten through sixth grade. Findings indicated that music education can be used as a
tool to facilitate student learning across the curriculum in an interdisciplinary and integrated
manner, and that it is possible to do so without trivializing music as a discipline.
Furthermore, an interdisciplinary approach to music education connects the music
classroom to the general elementary classroom, fosters critical thinking skills, helps students
make connections between disciplines, and encourages understanding of cultures and
traditions that are different from one’s own.
Miller (1996) conducted a collaborative action research study to explore the
integration of music in a first grade whole language classroom. Specifically, Miller sought to
investigate ways to integrate music in the general elementary curriculum without sacrificing
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the agenda of the music education program. For one school year, 25-minute integrated
lessons were taught to the first grade students each week. Through the study, Miller came to
view integration as an assortment of connections: topical, in which lessons tie into a central
theme; mechanical, in which tasks or knowledge that are similar among diverse content areas
are related to one another; conceptual integration, in which connections are made between
concepts (more comprehensive than tasks or knowledge); higher-level thinking skills, such as
comparing and categorizing; and pedagogical, in which music lessons were linked with
lessons in the general classroom through underlying assumptions about learners and
teachers. Findings indicated that integrated instruction facilitated topical connections and
higher-level thinking skills for her students.
Paxcia-Bibbins (1993) described the integration of music, science, art, physical
education, and other academic areas at an elementary magnet school through showcases, or
interdisciplinary student performances designed to highlight student learning in a holistic
manner. The showcases were comprised of readings, poetry, skits, displays of student
artwork, movement, and music focused on specific topics being studied by a grade level,
such as the solar system or animal life. The music teacher, art teacher, physical education
teacher, and classroom teachers shared responsibilities in planning and producing the
showcases. Care was taken to integrate the entire school curriculum; for example, the music
teacher took poetry from one of the classroom teachers and had the students create a
melody and simple accompaniment for the poetry using Orff instruments. Through such
showcases, the whole curriculum was successfully spotlighted in an interdisciplinary manner
while providing a holistic approach that supported the development of the whole child.
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Whitaker (1996) conducted an interpretive study to examine the integration of music
with the elementary curriculum. The music teacher was expected to devote 25% of her class
time to providing activities that integrated with the state curriculum. The role of music in the
school community was found to be marginal to the central mission of the school. Moreover,
the music teacher’s initial enthusiasm for integrating the general elementary curriculum with
her music instruction declined as the school year progressed due to difficulty in meeting her
music goals. Curricular connections were not made by students in third grade or younger,
unless a public performance was involved. Pervasive teacher isolation and lack of time for
teachers to communicate and plan together were revealed to be major factors in the ultimate
lack of success of the integration project.
Rabkin & Redmond (2006) studied the effects of arts integration on the school
success of children of low-income families. They found that in schools where the arts were
integrated, student test scores rose up to two times as fast as those in schools without arts
integration. Not only so, but many low-performing students became active and productive
class members through success in the arts. Arts integration set the stage for systemic changes
within schools as well: greater attention to exploring questions in depth, teachers taking on
leadership roles in curriculum development, parents becoming resources for student
projects, and arts specialists serving as instructional resources and as fulcrums for multiclass
projects. The best arts integration programs, they concluded, draw upon community
resources, view student achievement as fundamental to their mission, engage teachers and
artists in inquiry regarding ways to make connections between the arts and other content
areas, use the arts as methods of learning, reflect the school’s unique interests and strengths,
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provide arts instruction both in conjunction with other disciplines and as disciplines in their
own right, and raise outside funds to support arts integration while working to increase
campus and district support for integration.
Youm (2007) investigated the development and implementation of integrated
curriculum with first grade students. Three first-grade classroom teachers, a music teacher, a
visual arts teacher, and a media teacher collaborated on an integrated geography, music, and
art unit of study. Youm found that mutual support among the teachers, ongoing informal
communication, administrative support, and co-teaching were all critical to the success of the
integrated music classes. Findings also indicated that the students benefitted from the
integrated instruction. Students made connections between content areas, consistently
demonstrated willingness to learn, and indicated that they enjoyed each class. According to
the teachers, integrated instruction also enhanced student creativity and higher-level thinking
skills.
The Kodály Method of Music Education
In building the groundwork for my examination of this music specialist’s rationale,
understandings, and perceptions regarding the integration of traditional core content areas
and kindergarten music instruction, I feel it is important that I provide my readers with a
picture of this music specialist’s instructional techniques, strategies, and philosophy that is as
detailed as possible. Therefore, in this section, I will discuss the Kodály Method of music
instruction, in which this music specialist’s instructional philosophy, techniques, and
strategies are grounded. I will provide a brief description of its history, its underlying
philosophy and methods, and explore research detailing its efficacy and its specific
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proclivities for fostering the integration of traditional core content areas and music
instruction.
History, philosophy, and methods.
In the early twentieth century, the Hungarian composer and music educator Zoltan
Kodály developed what is now referred to as the Kodály Method to music education.
Kodály conceptualized and strongly believed in music as a basic academic subject, equal in
importance to language, mathematics, and social studies (Choksy, 1988). The Kodály
Method is based in singing, the study of quality folk music and composed music, and the
cultivation of music literacy. It stresses the skills of music reading and writing, including sight
singing and music dictation, and is based on the acquisition of a vocabulary of rhythmic and
melodic patterns, or motives (Landis & Carder, 1972). Indeed, its two primary objectives are
“to aid in the well-balanced social and artistic development of the child, and to produce the
musically literate adult…able to look at a musical score and ‘think’ sound, to read and write
music as easily as words” (Choksy, 1988, p. 11).
Kodály believed that musical knowledge is accessible to everybody, not only to a
talented few. He also thought that musical training should start very early in life, preferably
between the ages of three and seven. During this period of time, Kodály believed, a child is
most receptive to musical learning and is most likely to develop a musical ear and
discriminating musical taste; indeed, he felt that the development of aesthetic sensitivity was
one of the most important goals of any music education program. Kodály also believed that
knowledge of one’s national heritage in music, including the folk and formally composed
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music of one’s country, was an important element of the child’s education (Landis & Carder,
1972).
The Kodály Method is a child-developmental approach in which subject material is
arranged in sequential patterns following a normal child’s abilities through her natural stages
of development (Choksy, 1988; Landis & Carder, 1972). Rhythmic and melodic concepts are
integrated into the curriculum at carefully predetermined points. Kodály believed that for
young children, singing and movement are naturally simultaneous; therefore, he encouraged
the use of singing games in preschool and early elementary music instruction. Movement is
used to reinforce concepts of rhythm and melody; for example, when learning about steady
beat, children clap, pat, and walk to the beat of a children’s rhyme or song. Once children
become familiar with a rhythmic or melodic concept, they are taught to notate it. Concepts
are then reviewed and reinforced through movement, games, songs, patterned folk dances,
and musical exercises (Landis & Carder, 1972).

Rhythmic concepts.
The Kodály method incorporates rhythm syllables in the learning of rhythmic
concepts similar to those created by the French music theorist Emile-Joseph Chêvé. Within
this system, note values are assigned syllables to express their durations: for example, ta for a
quarter note, ti-ti for a pair of eighth notes, ta-a for a half note, and ta-a-a-a for a whole note.
These syllables are used when reading or performing rhythms. The first rhythmic concepts
taught are the quarter note and paired eighth notes, analogous to the child’s walking and
running rhythms. Children experience these rhythms through listening, speaking rhythm
syllables, singing, and rhythmic movement. Once the rhythms are internalized, a simplified
116

form of rhythmic notation that omits note heads except when necessary (for example, for
the half note or whole note) is introduced (Choksy, 1999).

Melodic concepts.
The Kodály method uses a system of solfege syllables and hand signs developed by
John Curwen in the nineteenth century. The solfege system is based on the moveable-do
system in which scale degrees are sung using the syllable names do, re, mi, fa, so, la, and ti and
are often accompanied by specific hand signs for each pitch. These syllables and hand signs
indicate relationships between pitches within the key rather than absolute pitch, as in the
fixed-do system (Landis & Carder, 1972). Kodály believed that children should become
familiar with moveable-do solfege before being introduced to traditional melodic notation on
the staff. He developed a system of shorthand notation using the first letter of each solfege
syllable (e.g., d for do, r for re, and so on) to be used in conjunction with the simplified
rhythm notation. Initially, Kodály wrote exercises for children using the entire diatonic scale,
but music educators found that they struggled to sing half-steps in tune and to navigate the
entire scale. Eventually, the exercises were revised; instruction now typically begins with the
falling minor third, so-mi, often referred to as the “universal children’s chant.” Next, la, do,
and re are added to complete the pentatonic scale. Finally, the half steps fa and ti are added
(Choksy, 1999).

Materials.
Materials for the Kodály Method are drawn from “authentic” folk music and “goodquality” composed music. Kodály believed that its short forms, pentatonic melodies, and
simple language made it an ideal vehicle for early musical training. At the elementary level,
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students listen to and sing works from the classical repertoire of the Baroque, Classical, and
Romantic periods. At the secondary level, students sing works from the twentieth century
(Choksy, 1999).
Research regarding the Kodály Method.
I now turn to the research investigating the efficacy of the Kodály Method of music
education and its propensity for facilitating the integration of traditional core content areas
and music instruction. Hurwitz, Wolff, Bortnick, and Kokas (1975) compared the
performances of two matched sets of children on tasks of temporal and spatial abilities and
found that children who had received Kodály musical instruction performed better on such
tasks than children who had not received such instruction. Boys in the experimental group
performed significantly better on such tasks than did their counterparts in the non-Kodály
control group. Furthermore, the Kodály group performed better on tests of reading ability as
compared with a second control group that did not receive Kodály musical instruction.
Following an additional year of Kodály training, the children continued to outperform their
non-Kodály peers on reading tests.
Gardiner, Fox, Knowles, and Jeffery (1996) studied the effects of participation in a
Kodály and visual arts curriculum on the reading and math scores of first graders. Ninety-six
students were divided into an experimental group of four classes and a control group of four
classes. The experimental group participated in a Kodály and visual arts curriculum, while
the control group received the school district’s standard visual arts and music training. The
curricula were otherwise identical in all classes. The researchers found that, as
kindergarteners, the experimental group had a lower percentage of students performing at or
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above grade level in mathematics than did the control group. However, as first graders, the
experimental group outperformed the control group following seven months of receiving
instruction in the Kodály and visual arts curriculum. In reading, the experimental group had
a lower percentage of students performing at or above grade level than the control group
during their kindergarten year, but following treatment the experimental group had caught
up to statistical equality with the control group. The researchers also noted improvement in
classroom behavior and attitude among the children in the control group. Following a
second year of instruction with the Kodály and visual arts curriculum, the experimental
group once again had a higher percentage of students performing at or above grade level
than did the control group in mathematics, with the highest percentage seen in students who
had received training for two years.
Lu (1986) conducted a study to compare the reading performance of first-grade
students trained in a Kodály-Orff musical context with others who were given traditional
reading instruction only. The experimental subjects were given reading instruction in a
context of Kodály and Orff musical instruction for one and a half hours per week over a
period of three months. Control subjects received an equal amount of time in traditional
reading instruction. In contrast to the results of Hurwitz et al. (1975), Gardiner et al. (1996),
and Olson (2003), Lu’s results indicated that no significant differences existed in the posttest
scores of reading performance between the experimental and control groups, although both
groups posted gains on posttest scores. The researcher speculated that a “considerably
prolonged” (Lu, p. 127) period of reading training in the context of Kodály and Orff musical
instruction might be necessary to garner significant differences in posttest scores between
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experimental and control groups. However, Lu did note “a more expressive and outgoing
personality” (p. 135) in the experimental group following treatment.
Olson (2003) implemented an integrated instructional approach that she called
“Conscious Affirming” to examine the effects of Kodály music instruction on the reading
and math achievement of primary elementary students. Building upon Bresler’s (1995)
previously described four categories of integration, she proposed Conscious Affirming as a
fifth category of curriculum integration. In the Conscious Affirming approach, music
remained the primary focus of instruction even as parallel concepts in reading and
mathematics were affirmed and integrated into the music curriculum. An example of this
might entail applying the mathematical process of classification to music instruction by
having students classify sounds as high, low, long, short, loud, soft, and so on (Geoghegan &
Mitchelmore, 1996). All students received 55 minutes of Kodály music instruction per week
for one school year, with students in the treatment group receiving instruction that affirmed
parallel concepts in reading and mathematics and students in the control group receiving
nonintegrated Kodály instruction. Pretest and posttest achievement tests were administered
to both groups, and results were compared through statistical analysis. Results indicated that
integration of math and reading into music instruction through Conscious Affirming may
positively affect student achievement in reading and mathematics without compromising
student achievement in music.
Conclusions: The Teaching and Learning Process in Music Education
In this section, I have reviewed the research base regarding the teaching and learning
process in music education. First, I examined the literature regarding the potential benefits
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of music instruction. While it is important for us to understand these potential benefits, let
us recall Eisner’s caution that attempts to link arts instruction to performance outcomes
often have the unintended effect of leaving the arts vulnerable to claims by any other
academic field or educational practice that it can achieve the same goals in a faster or better
manner. Second, I reviewed descriptive case studies with a focus on the teaching and
learning process within music education rather than on academic, social, or intellectual
outcomes. These studies highlighted arts teaching and learning in elementary arts and/or
elementary self-contained classrooms. Third, I reviewed studies examining the integration of
music with reading/language arts (RLA), music with mathematics, music with social studies,
music with science, and thematic, multidisciplinary instructional approaches. Regarding these
studies, we have seen that “(a)rts integration can create new and meaningful connections to
lesson content, expand students’ understanding of other cultures, and help to promote the
development of healthy cultural identities” (Purnell et al., p. 424). Fourth, I discussed the
Kodály Method of music instruction, providing a brief description of its history as well as its
underlying philosophy and methods. I reviewed the research examining the efficacy of the
Kodály Method and its potential for fostering the integration of traditional core content
areas and music instruction. Following this review, I conclude that instruction in the Kodály
Method lends itself well to the effective integration of instruction in music and the
traditional core content areas.
Summary and Conclusions
In this chapter, I first examined the recent history and current status of public
education, arts education, and music education in the United States and in the state of Texas,
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including the economic and political factors that have affected and currently affect the
American educational sphere. We have seen that the greatest challenges to contemporary
American music educators concern financial and instructional issues. However, in spite of
these factors, the status of music education across the nation seems to be relatively strong.
Second, I discussed the theoretical framework of this study, that is, Elliot Eisner’s
notion of educational connoisseurship and conceptualization of educational research and
practice as art. The epistemological basis of Eisner’s work is the belief that knowledge and
perception are each a form of cognition (Eisner, 2002a). One central theme of Eisner’s work
is that our ability to know is rooted in our ability to construct meaning from our experience
(Eisner, 1988, 1992). A second central theme of Eisner’s work is that different forms of
representation make different forms of knowledge possible (Eisner, 1988, 1991). For Eisner,
human understanding is not limited to literal language and quantification (Eisner, 1988).
Qualitative inquiry encompasses not only educational research, but the art of teaching as well
(1991). Eisner’s notions of artistically crafted research, educational criticism, and educational
connoisseurship within the context of qualitative inquiry are vital to Eisner’s theories
concerning educational research and practice (1998, 2002a). Connoisseurship, wrote Eisner,
“is the art of appreciation” (1991, p. 63); educational connoisseurship entails the ability of
the teacher or educational researcher to see, not merely look. Through educational criticism,
we seek to illuminate an object or a situation that it may be seen and appreciated. Artistically
crafted research requires the integration of educational connoisseurship and educational
criticism. Eisner has called for studies that seek to answer the question “What do teachers of
the arts do when they teach and what are its consequences?” (2002a, p. 215).
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Third, I reviewed the relevant literature regarding teacher knowledge, skills, and
beliefs; interdisciplinary instruction; early childhood music education; and the teaching and
learning process in music education, including the integration of music instruction and
instruction in the traditional core content areas and the Kodály Method of music education.
Regarding teacher knowledge, the three types of teacher knowledge most relevant to this
paper include practical knowledge, or phronesis (Eisner, 2002b); craft knowledge; and
knowledge of learners. Practical teacher knowledge consists of the knowledge, beliefs and
understandings that teachers bring to their work, their understandings regarding instruction,
and what they know as a result of their experience (Bresler, 1994; Clandinin, 1985, 1986;
Connelly, Clandinin, & He, 1997; Cochran-Smith & Lytle, 1999; Eisner, 2002b; Elbaz, 1983;
Fenstermacher, 1994; Russell & Munby, 1992). Craft knowledge is the wealth of knowledge
about teaching possessed by highly skilled teaching practitioners regarding their own practice
(Leinhardt, 1990; Zeichner et al., 1987). Knowledge of learners consists of understanding the
cultural, linguistic, and general educational and personal backgrounds specific to a group of
learners; it also includes the ability to interact effectively with students (Elbaz, 1983).
Teacher skills encompass the aptitudes and competencies teachers demonstrate in the
classroom, as well as their ability to use their knowledge effectively and readily in the
execution of instruction. Teaching beliefs have been described as implicit assumptions, often
unconsciously held, that teachers hold regarding students, classrooms, and material to be
taught (Kagan, 1992). In this paper, I will use Eisner’s (2002b) notion of productive
knowledge, with its emphasis on artistry and aesthetic considerations in teaching, as a
framework for understandings of teacher knowledge, skills, and beliefs.
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Regarding interdisciplinary instruction, I have explored the historical background of
interdisciplinary instruction, rationales for interdisciplinary instruction, and definitions of
interdisciplinary instruction, including a definition of interdisciplinary instruction as “(a)
knowledge view and curriculum approach that consciously applies methodology and
language from more than one discipline to examine a central theme, issue, problem, topic, or
experience” (Jacobs, 1989, p. 8). I then discussed types of interdisciplinary instruction,
particularly the arts-focused educational approach. I examined issues surrounding
interdisciplinary instruction including potential benefits, potential concerns, and program
implementation. Finally, I provided an overview of the National Standards for Music
Education regarding curricular integration.
In the section on early childhood music education, I began by discussing the
multimodal nature of early childhood learning and Eisner’s theories regarding multiple
systems of meaning. I then discussed the standards for early childhood music education,
including the National Standards for Music Education for kindergarten through fourth grade
and the Texas Essential Knowledge and Skills for kindergarten music. I concluded with a
brief overview of contemporary early childhood music instruction in the United States,
examining early childhood curriculum including the Orff and Dalcroze approaches as well as
the Kodály Method.
The final section on the teaching and learning process in music education included a
review of the literature regarding the integration of music instruction and traditional core
content area instruction as well as a discussion of the Kodály Method of music education. I
first examined the literature regarding the potential benefits of music education. Second, I
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reviewed studies highlighting arts teaching and learning in elementary arts and/or elementary
self-contained classrooms. Third, I reviewed studies examining the integration of music with
the traditional core content areas: reading/language arts (RLA), mathematics, social studies,
and science, as well as studies conducted on thematic, multidisciplinary approaches to
instruction. Fourth, I discussed the Kodály Method of music instruction, providing a brief
description of its history, underlying philosophy, and methods. I also examined the research
examining the efficacy of the Kodály Method and its potential for fostering the integration
of traditional core content areas and music instruction, concluding that instruction in the
Kodály Method does indeed lend itself to the integration of instruction in music and the
traditional core content areas. In Chapter III, I will discuss the research methodology of this
study.
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III: Research Methodology
…artistically crafted research can inform practicing educators and scholars in ways that are both powerful and
illuminating.5

5

Eisner, 1998, p. 153.
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Introduction
In this study, I seek to explore the rationale, understandings, and perceptions of a
music teacher who integrates kindergarten music instruction and instruction in the
traditional core content areas (TCCAs). Furthermore, I explore the teacher knowledge, skills,
and beliefs that the music specialist draws upon when teaching in this integrated
instructional style, examine the understandings and perceptions of the music specialist
concerning the preservation of the disciplinary integrity of music and intrinsic value of music
for its own sake within such integrated instruction, and investigate the instructional strategies
and techniques used by the music specialist to integrate music and TCCA instruction. The
research questions that are addressed are as follows:
Overarching Question: What are the music specialist’s rationale, understandings, and
perceptions regarding the integration of the traditional core content areas and
kindergarten music instruction?
Subquestions:
1) What teacher knowledge, skills, and beliefs does the music specialist draw upon as
she integrates the traditional core content areas and kindergarten music instruction?
2) What are the music specialist’s understandings and perceptions concerning the
preservation of the integrity of the discipline of music and the intrinsic value of
music when traditional core content area instruction and kindergarten music
instruction are integrated?
3) What are the music specialist’s instructional strategies, techniques, and rationale
for integrating traditional core content areas and kindergarten music instruction?
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Qualitative Inquiry
As I have discussed in the Review of Literature section of this paper, I seek to frame
this research using the theories of Elliot Eisner. Specifically, I wish to frame this work
through his notion of qualitative inquiry, including artistically crafted research, educational
criticism, and educational connoisseurship (1991, 1997, 1998, 2002a). As Eisner states,
“…artistically crafted research can inform practicing educators and scholars in ways that are
both powerful and illuminating… (it) helps us to understand much of what is most
important about schools” (1998, p. 153). It has therefore been my goal throughout this study
to create artistically crafted research through viewing myself as an artist and by making
qualitative considerations my primary concern (Eisner, 1991, 1997, 1998, 2002a). To that
end, I have sought to position educational connoisseurship and criticism as fundamental
aspects of this work: going beyond mere observation to truly seeing the situation at hand,
employing literary narrative and metaphor, revealing the universal through examination of
the particular, portraying vivid images of the people and events I observe, and remaining
artistically engaged at all times. It has been my goal to create research that can inform other
educators and researchers in an illuminating and powerful manner (Eisner, 1998).
In preparing to undertake this qualitative, artistic approach to my research, one of
my initial tasks was to insightfully narrow and clarify my focus: to engage in what Eisner
(1998) has termed “constructive neglect.” Employing preliminary theoretical propositions
(Yin, 2009), or prefigured foci (Eisner, 1991) – targeting a specific phenomenon as the focus of
observation – served as a key strategy to guide me in the beginning stages of data collection.
In this case, my prefigured foci were the rationale, understandings, and perceptions of this
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particular elementary music specialist regarding the integration of the traditional core content
areas and kindergarten music instruction. However, it was also important for me to remain
receptive to any unexpected developments: what may be termed as emergent foci (Eisner, 1991)
or emergent themes (Miles & Huberman, 1994; Stake, 1995; Yin, 2009). Thus, I constructed
prefigured foci and preliminary theoretical propositions in the form of my research questions
at the outset of this study to guide me through the research process while seeking to remain
open to emergent foci.
Case Study Design
To explore the research questions, I conducted a qualitative, interpretive, single case
study using qualitative/naturalistic methods of analysis within the constructivist paradigm
(Creswell, 2003; Creswell & Miller, 2000; Guba & Lincoln, 1982; Lincoln & Guba, 1985). A
case study may be defined as an empirical qualitative inquiry that conducts an in-depth
investigation of a contemporary phenomenon in its real world context, particularly when
there are no distinct boundaries between the phenomenon and its context (Yin, 2009).
Merriam has described it as “an intensive, holistic description and analysis of a single
instance, phenomenon, or social unit” (1988, p. 21, as cited in Merriam, 1998, p. 27). Case
studies have also been described as integrated systems or phenomena occurring within a
bounded context (Miles & Huberman, 1994; Stake, 1995). The case study design provides a
strong framework for identifying patterns and themes in teacher practice as well as
perceptions regarding those practices within a single case (Creswell, 2003). For Eisner
(1991), qualitative case study can serve as a means of creating generalizations that can inform
educational practitioners and scholars. These generalizations are not constructed in an
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attempt to establish Truth, but are constructed with the purpose of refining perception and
deepening conversation among researchers and practitioners. I found Merriam’s (1998)
notion of an interpretive case study well suited to investigating the descriptive and
explanatory research questions that I established. For the purposes of this study, the case
was defined as the kindergarten music specialist at Wildflower Elementary (pseudonym of
the school). Careful attention was given to identifying patterns of educational practice within
this classroom, to the rationale, knowledge, and beliefs supporting that educational practice,
and to the techniques, strategies, skills, perceptions, and understandings embedded within
that practice. To that end, classroom observations, instructional artifacts, and interviews
served as data sources for this study.
Participant and Setting
Participant
The research participant in this project is an elementary public school music
specialist, who was selected through purposive sampling due to the fact that she had
previously established integrated instruction in music and the TCCAs at the kindergarten
level. The music specialist, Michelle Roberts (pseudonym), is a White female with nearly 25
years of teaching experience. She has been in her current teaching position for over a decade.
She began her training in the Kodály Method of music education in 1999 and completed the
Kodály certification program in 2001.
Setting
The setting for this research study was Wildflower Elementary, an elementary school
in a large, urban district in Texas. As of the 2009 – 2010 school year, Wildflower Elementary
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had an enrollment of 682 students and was rated as an academically recognized campus by
the Texas Education Agency. As of the 2008 – 2009 school year, the school’s student
population was broken down as follows.
Economically Disadvantaged

97%

English Language Learners

73.9%

African-American

11%

Asian

0.4%

Hispanic/Latino

86.7%

White

1.9%

A majority of students, then, were Hispanic or Latino, and many were English language
learners. The overwhelming majority were economically disadvantaged.
The students in Michelle’s music classes were in four separate kindergarten classes.
At Wildflower Elementary, special areas include music, physical education, and art. When
attending specials, students are combined into new groups, with some classes split into three
or four groups who attend specials with a second, intact class, so that special areas teachers
see 1-1/3 or 1-1/4 classes at a time. I contacted the school principal of Wildflower
Elementary to secure permission to conduct research at the school. I also obtained
permission to conduct the research through the school district’s external research office and
the Office of Research Support at The University of Texas at Austin.
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Data Collection
The use of multiple data sources for case study research is strongly encouraged to
strengthen credibility (Eisner, 1991; Lincoln & Guba, 1985; Stake, 1995; Yin, 2009). Creswell
(2003) suggests that researchers should give careful consideration to the types of data that
will likely yield the most useful information for analysis in responding to the research
questions. My selection of data sources was influenced by the recommendations of
qualitative research experts regarding sources of valid and useful data (Creswell, 2003;
Eisner, 1991; Merriam, 1998; Stake, 1995; Yin, 2009). In case study research, variables of
interest will typically outnumber data points. Such situations necessitate the use of multiple
sources of evidence and data triangulation (Yin, 2009). For the educational connoisseur, the
aim is to understand what is going on in the life of a particular classroom and to make sense
of the situation. Therefore, the researcher should use any and all sources of data that may
potentially heighten her understanding and provide her with insight into the daily workings
of the classroom, such as classroom observations, interviews, instructional materials, and
student work (Eisner, 1991). For this case study, I chose three specific data sources with
intentionality in the hope that they would provide me with the greatest amount of insight
and understanding into the practice of this particular music specialist. These included
classroom observations, examination of instructional artifacts, and semi-structured
interviews.
Classroom Observations
Eisner (1991) states that, of all the data sources available to the educational
connoisseur, “(t)he most important is undoubtedly the observation of teachers and
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classroom life” (p. 81). With that in mind, classroom observations were the primary data
source for this study. I took field notes during classroom observation sessions with specific
focus on the music specialist’s instructional approaches. I systematically collected and wrote
field notes during or soon after classroom observation sessions. I also utilized analytic
memos as a means of beginning the process of identifying and developing analytic themes
while still in the field collecting notes (Emerson, Fretz, & Shaw, 1995). From September
2009 through January 2010, I visited the music classroom one to three times weekly for a
total of twenty observation sessions. The duration of each visit was approximately 40 to 45
minutes (the length of the kindergarten music period).
Instructional Artifacts
In Eisner’s (1991) view, any source of data that can help the researcher to see the
situation with acute perception and gain a deeper understanding can and should be used to
her advantage: instructional materials, samples of student work, teacher-created materials,
and so on. As a means to help myself gain such understanding and insight along with a sense
of this music specialist’s patterns of educational practice, I examined a variety of
instructional artifacts. These included lesson plans, visual aids, song charts, manipulatives,
songbooks, and children’s literature used during classroom instruction. I wrote field notes
with information derived from instructional artifacts during or immediately after
examination of the artifacts. I also utilized analytic memos to record anecdotal information,
questions, or hypotheses I had regarding the instructional artifacts.
Interviews
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Eisner describes the interview as “a rich source of information” and as “a powerful
resource for learning how people perceive the situations in which they work” (1991, pp. 8182). Moreover, it provides another means for the researcher to exercise educational
connoisseurship by going beyond merely watching the situation to authentic interaction
through talking to and listening to others (Eisner, 1991). I chose a semi-structured interview
protocol for this study, as this format was flexible enough to allow me to probe for
clarification regarding Michelle’s responses to interview questions and to understand her
viewpoints, yet still ensure that I collected sufficient information regarding my research
questions. Interview questions were designed to probe Michelle’s rationale, understandings,
and perceptions regarding the integration of the traditional core content areas and music
instruction. I conducted two interviews with Michelle, including a preliminary interview at
the beginning of the study and an exit interview at the conclusion of the study. The first
interview was approximately twenty-one minutes in length, while the exit interview ran to
just over one hour. Interviews were digitally recorded and transcribed using a computer with
audio recording capabilities, transcription software, and word processing software. Following
transcription of the interviews, I gave Michelle a copy of each transcript to check for
accuracy.
Data Analysis
Data Analysis in Qualitative Research
For the qualitative researcher, data analysis may be described as a process of taking
apart evidence compiled during the research process, then making sense of the parts through
forming patterns and drawing conclusions (Stake, 1995). Often, data collection and analysis
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are simultaneous activities for the qualitative researcher. As interviews and observations are
conducted and documents are examined, the researcher begins the analytic process: an
interactive process of drawing upon insights and hunches, formulating tentative hypotheses,
and refining research questions (Merriam, 1998). Yin (2003) describes it as “examining,
categorizing, tabulating, testing, or otherwise recombining…evidence to address the initial
propositions of a study” (p. 109). Miles and Huberman (1994) view qualitative analysis as a
process entailing data reduction, in which data is simplified and compressed; data display,
which generally takes the form of extended text or matrices, graphs, or charts; and
conclusion drawing/verification, in which the researcher formulates conclusions and tests
their validity. Stake describes the artistry that is possible in the context of qualitative data
analysis: finding “the right ambiance, the right moment, by reading and rereading the
accounts, by deep thinking, then understanding creeps forward…” (1995, p. 73). Similarly,
Eisner emphasizes the use of literary narrative, metaphor, and vivid imagery within the
process of qualitative analysis. These are key devices for the qualitative researcher to utilize
as she strives to derive generalizations and to create artistically crafted research (1991, 1997,
1998). These artistic ideals served as my primary guidelines as I analyzed the data and wrote
the research report.
In the initial stages of data analysis, I relied upon prefigured foci (Eisner, 1991) and
analytic memos (Miles & Huberman, 1994) to begin to formulate preliminary conjectures
and analyses. My prefigured foci (specific phenomena to be observed) were Michelle’s
rationale, understandings, and perceptions regarding the integration of the traditional core
content areas and kindergarten music instruction. Then, as I began organizing data obtained
135

through field notes from classroom observations and examination of instructional artifacts
and interview transcripts, I sought to remain open to emergent foci – any unexpected
thematic developments (Eisner, 1991). Through content analysis (Merriam, 1998), I also
examined and categorized evidence, identified themes and recurring patterns, drew
conclusions, and formed generalizations based on the data (Eisner, 1991; Miles &
Huberman, 1994; Stake, 1995; Yin, 2003).
The next stage of analysis involved coding interview responses, field notes from
classroom observation, field notes from examination of instructional artifacts, and
information from analytic memos. To facilitate the identification of recurring patterns and
emergent themes (Miles & Huberman, 1994), I cut and pasted chunks of data from
transcripts, field notes, and analytic memos onto 4x6 index cards, then wrote “code notes” –
my initial thoughts about possible emerging themes – on the reverse side of the cards. These
code notes, which were typically single words or brief phrases, served as tags that allowed me
to assign meaning to descriptive and inferential or interpretive information in the data
(Merriam, 1998; Miles & Huberman, 1994). Using colored pencils, I assigned each code a
color and marked the cards accordingly.
The third stage of analysis entailed the within-case analysis of the coded data. I
organized the cards into stacks according to color, and then read through the entire set of
cards in an effort to better grasp the nuances of the data on each card and determine
whether I still agreed with the coding I had initially assigned to each card. Throughout this
process, I re-coded and moved a number of the cards, checking and rechecking them for
supporting and disconfirming evidence (Brantlinger, Jimenez, Klingner, Pugach, &
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Richardson, 2005; Creswell & Miller, 2000). The writing process served as a fourth stage of
analysis as I sought to organize the data into a coherent narrative.
Establishing Trustworthiness
Establishing trustworthiness is a primary concern for qualitative researchers. If
readers are to be able to discern the credibility or trustworthiness of a study, the researcher
must take measures to ensure the accuracy of findings and make those procedures explicit
for the reader (Creswell, 2003; Lincoln & Guba, 1985). The procedures I chose for
establishing trustworthiness included the use of multiple data sources, prolonged field
engagement, thick description, member checks, peer debriefing, searching for disconfirming
evidence, and researcher reflexivity (Anfara, Brown, & Mangione, 2002; Brantlinger et al.,
2005; Creswell & Miller, 2000; Eisner, 1991; Geertz, 1989; Lincoln & Guba, 1985; Merriam,
1998; Miles & Huberman, 1994; Stake, 1995; Yin, 2009). I used each of these procedures
throughout the process of data collection and analysis, which, consistent with Merriam’s
(1998) observation, overlapped in a number of respects.
Throughout the data collection process, my procedures for establishing
trustworthiness included the use of multiple data sources, prolonged field engagement, and
thick, detailed description in writing field notes (Anfara et al., 2002; Brantlinger et al., 2005;
Creswell & Miller, 2000; Eisner, 1991; Merriam, 1998). I used the multiple sources of data
(interviews, classroom observation, and examination of instructional artifacts) individually
and collectively to support the events or facts of the case (Yin, 2009) and to lay the
groundwork for establishing validity and reliability during the data analysis phrase. Merriam
identifies prolonged field engagement (“long-term observation”) as another basic strategy
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the case study researcher may use to help establish the internal validity of a study. I therefore
chose to remain in the field over a span of several months in order to help establish the
validity and trustworthiness of my work. I also sought to increase the level of validity and
trustworthiness as I gathered data over time and built trust with Michelle (Creswell & Miller,
2000; Merriam, 1998). Finally, I incorporated thick description (Geertz, 1989), also termed
detailed or rich description, in which I wrote detailed sketches of classroom events.
During the data analysis process, I employed data source triangulation, member
checks, peer debriefing, searching for disconfirming evidence, researcher reflexivity, and
thick description (Anfara et al., 2002; Brantlinger et al., 2005; Eisner, 1991; Geertz, 1989;
Lincoln & Guba, 1985; Merriam, 1998; Miles & Huberman, 1994; Stake, 1995). The use of
data triangulation assisted me in establishing internal validity, reliability, and objectivity in my
work (Anfara et al., 2002). As I gleaned data from multiple sources, I sought to confirm my
emerging findings using supporting evidence from classroom observations, interviews, and
examination of instructional artifacts. I found, for example, that an insight gained during a
classroom observation was supported with evidence obtained in an interview. These multiple
sources of data, analyzed in holistic fashion through the process of triangulation, assisted me
as I worked to confirm hypotheses and formulate conclusions.
The member checking process for this study involved asking Michelle to check
interview transcripts for accuracy (Stake, 1995), then taking data and possible interpretations
of that data back to her to see if she believed that those interpretations were plausible
(Creswell & Miller, 2000; Lincoln & Guba, 1985; Merriam, 1998). I also engaged in peer
debriefing: asking colleagues for feedback on my findings as they emerged (Merriam, 1998). I
138

asked my peer reviewers to challenge my interpretations, methods, and assumptions and to
play devil’s advocate when necessary (Creswell & Miller, 2000).
Searching for disconfirming evidence is a key procedure for establishing
trustworthiness for research conducted within the constructivist paradigm, in which the
researcher relies on his own qualitative lens (Creswell & Miller, 2000). Thus, after
establishing themes in my findings, I again examined the data, looking for any evidence that
might be inconsistent with those themes (Brantlinger et al., 2005; Miles & Huberman, 1994).
Another strategy I used to enhance trustworthiness was researcher reflexivity. I began
employing researcher reflexivity early in the writing process through disclosure of my
personal biases and assumptions – any beliefs that might shape my inquiry (Creswell &
Miller, 2000). I have also sought to clarify my worldview and theoretical orientation from the
outset of the study and throughout the research process (Merriam, 1998).
Finally, as I analyzed my data and began the writing process, I again engaged in thick
description (Geertz, 1989). This involved the use of quotes from interviews with Michelle
and detailed sketches of classroom events to provide evidence supporting my interpretations
and conclusions (Brantlinger et al., 2005; Creswell & Miller, 2000). Above all, I strove toward
Eisner’s ideal of artistically crafted research (1991, 1997, 1998), seeking to create vivid
imagery through narrative, metaphor, and thick description as a fundamental aspect of the
application of educational connoisseurship and criticism.
Ethical Considerations
Maintaining Confidentiality of the Participants
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Safeguards to protect the participant’s privacy and confidentiality included the use of
informed consent as well as the use of pseudonyms for the research participant and the
locations discussed in the report, including the specific school, the school district, and city. I
included no information that could in any way identify the children observed during
classroom observation sessions in my field notes or in writing the research report. In order
to ensure the children’s anonymity, I identified them as “BOY A,” “GIRL B,” and so on in
my notes and in the report. I obtained a signed consent form from Michelle at the outset of
the study. Finally, consistent with the qualitative research paradigm, Michelle had control
over how much information she chose to share in her interview responses.
I sent parent notification letters home with the kindergarten students, informing
parents and guardians that I would be observing the music specialist during their children’s
music class periods. These letters were double-sided, with text in English on one side and a
Spanish translation on the other. In the letter, I introduced myself and explained the purpose
of my study. I informed the parents and guardians that my primary reason for being in the
classroom was to observe the music specialist’s instruction and that my interaction with their
children would be minimal. I also assured them that no information that could in any way
identify their children, including children’s names, physical characteristics, or names of the
children’s classroom teachers, would be included in my field notes or in my research report.
All field notes, digital recordings, and transcripts of interviews were stored in a
password-protected folder on my personal computer. A backup of the recordings, interview
transcripts, and all field note documents were stored on a CD-ROM and placed in a locked
cabinet in my home. Michelle was informed that the interviews would be digitally recorded
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through an explicit statement on the consent form. Recordings of my interviews with
Michelle were destroyed after they were transcribed.
Researcher Positionality and Limitations of the Study
In establishing validity, reliability, and trustworthiness, it is vital for the qualitative
researcher to acknowledge personal biases, assumptions, beliefs, and theoretical orientation,
as these qualities will undoubtedly influence her interpretations and conclusions throughout
the research process (Brantlinger et al., 2005; Creswell & Miller, 2000; Merriam, 1998). Many
of the personal biases, assumptions, and beliefs that I bring to this study are closely linked to
my experiences as a school music teacher. From 1990 to 1994, I taught public school music
to 3rd, 4th, and 5th grade students at a large elementary school in Central Texas. From 1994 to
1996, I taught music part time to students in prekindergarten through sixth grade at a
moderately sized private school. During the 1996-1997 school year, I taught middle school
choir at a large, inner-city school. From 1997 to 2000, I taught K-5 music at a large, innercity elementary school. During my final four years of teaching in the public schools, from
2000 to 2004, I taught K-4 music in a rural school district. Since enrolling in graduate school
full time in the fall of 2004, I have continued teaching music in a variety of contexts: group
instruction in private preschools, individual instruction in a continuing education setting, a
private music school setting, serving as alto section leader for my church choir and for a
civic ensemble, and teaching in my own private music studio. These ongoing experiences
with music education undoubtedly also impact my personal biases, assumptions, and beliefs.
Therefore, I undertake this study with emic interests as a former school music teacher and
current music educator, and with etic interests as an educational researcher.
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My experiences during my years of public school teaching were primarily in
situations where the arts were either not integrated at all or were integrated at a subservient
level (Bresler, 1995; Mishook & Kornhaber, 2006). Furthermore, my professional music
education training in the Kodály Method and my training and certification in the Orff
approach to music education have profoundly shaped my beliefs and assumptions regarding
music education. Indeed, they have had a weighty impact on my entire educational
philosophy and have been a primary influence in shaping my constructivist theoretical
orientation. These significant prior experiences, as well as my ongoing experiences as a music
educator, have molded a personal bias within me favoring instruction that integrates and
focuses upon the arts, particularly music. I have sought to make every effort to acknowledge
these biases, beliefs, and assumptions as I have conducted this study and written the report.
Furthermore, I readily recognize that my personal beliefs and biases may in some ways create
limitations for this study, as they have undoubtedly affected my interactions with Michelle,
colored the lens through which I viewed the events in her classroom, and influenced the way
I have reported my findings. I have therefore relied heavily on triangulation of data and
other previously described procedures for establishing trustworthiness in an attempt to
minimize the effects of my personal biases, beliefs, and assumptions on this work.
A second limitation that is a potential impact upon the strength of the findings of
this study is its design as a single case study. Yin (2009) points out that multiple-case designs
often offer more compelling evidence than do single-case designs. Multiple-case design can
also serve to enhance the validity of the findings (Merriam, 1998). Also, within a single case,
there is no opportunity to do cross-case analysis, which can help to strengthen the accuracy
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and stability of findings (Miles & Huberman, 1994). However, it is important to recall that
the purpose of this study is to examine a specific case of an elementary music teacher who
integrates the traditional core content areas in her kindergarten music instruction. A primary
strength of case study design is its proclivity for examination of the particular in a holistic,
in-depth manner (Eisner, 1991; Merriam, 1998). Moreover, the case study lends itself to the
expansion of theoretical propositions (Yin, 2009). “Seldom is an entirely new understanding
reached,” writes Stake, “but refinement of understanding is” (1995, p. 7). Carrying this line
of thought a step further, Eisner (1991, 1998) points out that through examination of the
particular, we can learn much about the general and the universal. Through the process of
qualitative inquiry, we can offer interpretations and ideas for consideration to our fellow
practitioners and researchers that deepen our conversations and enrich our perceptions.
Thus, despite the limitations of the single case study design, its propensity for investigating
and creating a rich, holistic account of a real-life situation (Merriam, 1998) makes it an
appropriate design for my specific investigation.
Entry and Exit of the Research Site
Having secured approval from the school district and from the university’s Office of
Research Services, I conducted an initial interview with Michelle in October, 2009.
Classroom observations began beforehand in mid-September of 2009. I left the specific start
date to Michelle’s discretion in order to provide her with the necessary time to get her
classroom routines established with a new group of kindergarteners. Observations were
conducted one to three times weekly from September 2009 through January 2010, with a
total of twenty observation sessions conducted. At the conclusion of the classroom
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observations, I conducted an exit interview with Michelle. As I prepared to exit the research
site, I sought to attend to what Eisner (1991) describes metaphorically as “leaving the
campsite clean.” This process actually began in the early stages of engagement in the field
through seeking to build a positive and trusting relationship between Michelle and myself. I
also worked to ensure that all involved either directly or indirectly in the study, including the
campus administrators, were left with a feeling of well-being and satisfaction. I sought to do
this by following through on my commitments, attending to paperwork details (such as
parent notification letters to go home), tying up loose ends, and expressing thanks to all
involved.
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IV: Results
Teaching is artistic in character in many of the ways in which all art is artistic: it provides a deep sense of
aesthetic experience to both perceiver and actor when it is well done.6

6

Eisner, 1998, pp. 65-66.
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Introduction
10:13 a.m. The children enter the classroom and sit down on their assigned seats on the carpet, each
of which is marked with multicolored Velcro strips. Michelle promptly begins class by singing “Hello, boys
and girls” on a so mi, so-so mi melodic pattern. The students respond in kind: “Hello, Teacher.” Michelle
and the children continue the conversation in song: “How are you today?” “I am good.” “What is the
weather like?” “It is sunny.” “Is it going to rain today?” “No, it’s not going to.” “Do you think it’s going to
rain tomorrow?” “No, I don’t.”
Michelle then asks the children to share what they know about stars. One boy responds, “They’re
really far… they look like little spots but they’re really stars.” A second pipes up, “It’s really hard to see
them.” The children continue sharing: “At night we can see a lot of them.” “In the daytime we can’t see any
of them.” “They’re thousands of miles away.” Michelle responds, “That’s a lot – how many zeros is a
thousand?” “Three,” a child answers. “There’s tens of thousands of stars,” another child says emphatically.
”Is the moon a star?” asks Michelle. “No,” reply the children. “It’s like a banana,” says the first boy. “Is it
like a banana all the time?” Michelle wonders. “No,” chorus the children. “The sun is a star,” one clarifies.
“You’re right – what star do we see in the daytime?” Michelle asks. “The sun,” the children reply. “That’s
right,” Michelle answers. “It’s so bright it hides all the other stars in the sky.”
Michelle begins to weave a story which will tie together all the elements of her lesson. “Remember our
friend the bunny? He was going to sing a song for the wishing star.” She sings, “Star light, star bright/First
star I see tonight/I wish I may, I wish I might/Have the wish I wish tonight.” A few students join her as
she sings. She sings the song again, this time leading the children in patting the steady beat. Michelle teaches
the students the melody using neutral syllables (“loo, loo”). They explore singing the melody in different
registers: high (“baby” voices), then an octave lower (“grandpa” voices). She then teaches the song with the
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words by rote, singing a phrase at a time with the students echoing each phrase. Michelle adds movements and
teaches them to the students in a similar fashion; finally, all sing the song with movements.
Michelle then leads the students in a familiar chant, “Bee, Bee, Bumblebee.” As they chant, the
children move their arms as if they were wings, keeping the steady beat. Michelle poses different scenarios to
explore tempo, pitch, and dynamic levels. “What would it sound like if we had baby bees?” The children
respond by saying the chant in high-pitched voices. “Uh-oh, the bees are late for school! They’d better hurry.”
The children chant at a fast tempo. “Now they are late for school – they’re going to sneak in.” The children
speak the rhyme softly. Then Grandpa Bee is looking for the baby bees, so they chant in low, forte (loud)
voices. “Oh dear, Grandpa Bee is in a hurry – he’s late because he couldn’t find the baby bees, and he’s
angry! How do you think he would sound?” The children respond with low, forte voices at a fast tempo.
Michelle continues the story: “After school, Grandpa Bee was waiting for Baby Bee, and he said,
‘We’re not going to walk home - I’m tired, we’re going to take the train home.’ Do you know what train they
took?” “Engine Number 9!” a student responds eagerly. All chant, “Engine, engine, number nine/Going
down the railroad line/If the train should jump the track/Do you want your money back?” As before,
Michelle poses various scenarios: the train is going uphill, so they chant at a slow tempo; then downhill, so
they chant quickly. She tells the students, “I’m going to give you two new words today.” Turning to face the
board, she writes the words “Slow – Largo.” She places a magnet with a turtle on it beside these words and
has the students repeat the new word, largo, and state its meaning. She then writes “Fast – Andante,”
placing a magnet with a rabbit on it beside these words. Once again, the new word and its meaning are
repeated by the students.
Michelle selects several students to lead “trains.” When the students are in formation, she starts the
CD player, which is cued to an orchestral arrangement of the African American spiritual “Train Is A147

Comin’.” “You’ve got to go with the speed of the train – it’s either going to go largo or andante,” Michelle
tells the students. The students walk in train formation around the room as music plays; some keep beat in
feet while others walk out of tempo. Michelle picks up a large hand drum and reinforces the beat so that more
students are successful. The tempo is largo at the beginning, but soon there is an accelerando as the train picks
up speed. One of the trains of children hears and responds to the change in tempo. When the selection is over,
Michelle remarks, “Mary’s7 train is the only one that knew – how did your train change?” The children
identify that the tempo became faster: there was a change from largo to andante. Michelle has the students
repeat the activity, but this time they stay in place, moving their arms as if they were wheels on a train.
Michelle picks up the story again: “When they got off the train at the vineyard, it was” – she begins
to sing the tune of “Rain, Rain, Go Away” on a neutral syllable. “Raining!” exclaim the students. The
students join Michelle in singing enthusiastically but not necessarily in tune: “Rain, rain, go away/Come
again another day.” Michelle remarks, “That was not pretty singing – I want to hear your beautiful voices.”
The students sing, this time more in tune. Michelle teaches the students movements: solfa hand signs for the
first phrase of the song, patting the beat on the second. “I’m watching to see who can do this all by
themselves,” Michelle tells the students. She then selects a student to sing and perform the movements
independently while she assesses in-tune singing, showing high/low, and keeping a steady beat. The first
student then chooses a second student and the activity continues with Michelle assisting students who
experience difficulty.
After each student has had a turn, Michelle goes back to the story: “You know what happened
when I went out in the rain? Guess who I saw.” She sings a familiar melody using “loo”: “Snail, Snail.”
“Who did I see?” she asks the class. “A snail,” replies a boy who was able to recognize the tune. “I saw the
7
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snail taking a walk! We’re going to take a walk with the snail,” Michelle says. She has the students stand
and assists them in forming a human chain as they sing “Snail, Snail:” “Snail, snail, snail, snail/Go
around and round and round.” Michelle leads them in around the room in a spiraling “snail” pathway, and
then seamlessly leads them to the door for dismissal. (January 26, 2010)
Michelle
Michelle Roberts is an outstanding music specialist who was selected by her
colleagues as the school’s Teacher of the Year in 2006-2007. She currently has twenty-five
years of teaching experience. She began training in the Kodály Method of music education in
1999 and has now earned full Kodály certification. Completing this training required her to
attend training for five Saturdays during the school year and ten days during the summer for
three consecutive years. During her first year of Kodály training, she was uncertain as to
whether she wanted to devote the necessary time pursue full certification; therefore, she
decided to try an experiment. At Wildflower Elementary, the students are on a three-day
rotation for special areas: art, music, and physical education. Michelle took this three-day
rotation and taught one day the way she had “always taught” music, one day nothing but the
Kodály Method, and one day a mixture of the two. She said of the results, “…at the end of
the year it was fascinating, because the literacy and musicality – (the) musicianship skills of
my students that I’d taught nothing but Kodaly to – far surpassed the others” (interview data
from pilot study, November 5, 2008). She then knew that the Kodály method was indeed the
way she wanted to teach. Subsequently, Michelle began to build her lessons completely
around the Kodály philosophy, teaching the elements and concepts of music reading and
writing skills to develop her students’ musical literacy and musicianship.
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A Day in the Life
Michelle’s classroom was located in a portable building behind the main school
building. Walking into Michelle’s classroom, the first thing you would notice was that the
room was designed for the students to be able to move. There were no chairs; rather, a large
square of carpeting bearing rows of multi-colored Velcro strips marking students’ seats
covers the linoleum flooring. Storage cabinets holding various percussion instruments lined
the rear wall of the classroom. Several Macintosh computers sat on a long table pushed up
against the right-hand wall, one with a digital keyboard in front of it. Along the left-hand
wall were a collection of visual aids and manipulatives Michelle used for teaching, a
complement of Orff barred instruments, a set of bookshelves holding student textbooks,
and a freestanding bookcase filled with children’s books. At the front of the room was a
small table holding a document camera and a Macintosh laptop computer, a full-sized digital
piano, and a shelf with a stereo. A large dry-erase board nearly covered the front wall of the
classroom. Michelle’s desk was tucked away in the front right-hand corner of the classroom,
almost as an afterthought. Big books, teaching aids, visuals, and other materials rounded out
the front of the classroom. With all equipment and materials pushed to the periphery of the
classroom, there was plenty of room for movement and active music making on the part of
the students.
As illustrated in the vignette that opens this chapter, a kindergarten music class
period typically began with a sung greeting by Michelle: “Good morning, boys and girls” (so
mi-mi, so-so mi). The students would respond, “Good morning, teacher,” using the same
melodic pattern. A musical conversation using the same two pitches, so and mi, typically
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ensued: “What is the weather like?” “It is sunny (cloudy, rainy, etc.).” Greetings were
followed by simple vocal and breathing warm-ups: inhaling to smell imaginary flowers;
vocalizing with an “ah” glissandi while pretending to ride a rollercoaster or “ooh” while
pretending to be a ghost; blowing through pursed lips to cool down imaginary soup.
Michelle would then move on to the day’s lesson, weaving a story which, as it was told, knit
each of the day’s activities and concepts into a seamless whole. Lessons generally focused on
the kindergarten music concepts of rhythm and steady beat, pitch, tempo, dynamics, and
timbre. Most lessons integrated at least one of the traditional core content areas, most
commonly language arts. Lesson activities varied greatly and generally incorporated singing,
movement, listening, and playing instruments, although these were not all necessarily
incorporated in each lesson. Typically, a day’s lesson included five to eight distinct activities,
tied to one another with story vignettes. At the conclusion of the lesson, Michelle often sang
a song such as “Bell Horses” to dismiss the students.
This is a snapshot of life in Michelle Roberts’ classroom. In the vignette of
classroom life that opens this chapter, we see how Michelle integrated science content into
the music lesson by discussing stars with her students before introducing “Star Light, Star
Bright,” a song that was new to the students. This vignette provides just one example of how
Michelle often seamlessly integrated the traditional core content areas of language arts,
mathematics, social studies, and science into kindergarten music instruction. In this chapter,
I will present the findings regarding the research question: What are the music specialist’s
rationale, understandings, and perceptions regarding the integration of traditional core
content areas and kindergarten music instruction? I will also present findings regarding the
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research subquestions: What teacher knowledge, skills, and beliefs does the music specialist
draw upon as she integrates the traditional core content areas and kindergarten music
instruction? What are the music specialist’s understandings and perceptions concerning the
preservation of the integrity of the discipline of music and the intrinsic value of music when
traditional core content area instruction and kindergarten music instruction are integrated?
What are the music specialist’s instructional strategies, techniques, and rationale for
integrating traditional core content areas and kindergarten music instruction?
Teacher Knowledge, Skills, and Beliefs
In this section, I present the findings regarding the first research subquestion: What
teacher knowledge, skills, and beliefs does the music specialist draw upon as she integrates
the traditional core content areas and kindergarten music instruction?
Teacher Knowledge
Teacher knowledge has been described as “all knowledge relevant to the practice of
teaching” (Fives & Buehl, 2008, p. 135) or “the total knowledge that a teacher has at his or
her disposal at a particular moment” (Verloop, Van Driel, & Meijer, 2001, p. 445). Following
analysis of data from interviews, classroom observations, and instructional artifacts, three
distinct types of teacher knowledge which Michelle drew upon when integrating the
traditional core content areas and kindergarten music instruction emerged. These included
practical teacher knowledge, craft knowledge, and knowledge of students.
Practical teacher knowledge.
As discussed in Chapter II, practical teacher knowledge consists of the knowledge,
beliefs and understandings that teachers bring to their work, their understandings regarding
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instruction, and what they know as a result of their experience. Data gleaned from
interviews, observations, and artifacts indicated that practical teacher knowledge was deeply
embedded in Michelle’s daily practice. The following vignette demonstrates the
understanding regarding developmentally appropriate practice that Michelle brought to her
work.
Michelle distributes two library book pockets to each student, one with a picture of the sun
and one with a picture of the moon. “What did I just give you?” she inquires of the students.
“Cards,” they respond. “That have what?” “The sun and the moon.” “This is going to be a little
test,” Michelle explains. “I’m going to sing for you… if I use my daytime voice, what are you going
to show me?” “The sun,” respond most of the students. Michelle checks in with a student holding up
the wrong card: “The moon? If I use my daytime voice, you’re going to show me the moon?” The
student puts down the moon card and holds up the sun card. “If I use my nighttime voice, what card
are you going to show me?” “The moon,” chorus the students, holding up their moon cards.
…Michelle sings “Rain, Rain, Go Away” using her “daytime” (forte) voice. “Show me on your
heart,” she tells the students, repeating the directions in Spanish. The students pick up sun cards
and hold them up over their hearts. Michelle sings a few more examples using either her “daytime”
(forte) voice or her “nighttime” (piano) voice, checking for student understanding after each one.
Then she tells the students, “I’m going to be really tricky this time… let’s see if you can figure it
out.” Michelle then sings “Grizzly Bear:” Grizzly bear, a grizzly bear is sleeping in a
cave/Grizzly bear, a grizzly bear is sleeping in a cave/Please be very quiet/Very,
very, quiet/If you wake him, if you shake him/He gets very MAD!
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Although almost all of the song is sung at a piano dynamic level, the final word is spoken rather
than sung at a fortissimo level. The students hold up their moon cards and then quickly switch upon
hearing “MAD!” Michelle affirms the students’ choice: “What did you have to do?” she asks. The
students explain that they had to hold up their moon cards while the song was sung at a “nighttime”
level and then change to their sun cards because the last word was at a “daytime” level.
(November 3, 2009)
Michelle’s use of the familiar concepts of daytime and nighttime, so embedded
within the children’s lived experience (Connelly & Clandinin, 1990), was an excellent
example of developmentally appropriate practice and one way in which she demonstrated
the practical teacher knowledge she brought to her instruction. Through their lived
experience, the students understood that daytime is an appropriate time to use a louder
voice, while at nighttime it is more appropriate to use a softer voice so as not to wake
sleeping family members. By using “daytime” to correspond to the musical concept of
“loud” and “nighttime” to correspond to “soft” rather than the more sophisticated musical
terminology, forte and piano, Michelle was able to help her students succeed in differentiating
and correctly identifying the contrasting musical dynamic levels of loud and soft.
Michelle’s choice of instructional materials for this lesson also reflected
developmentally appropriate practice. The sun and moon cards provided the students with a
way to individually demonstrate their understanding of the concepts of loud (daytime) and
soft (nighttime). In this way, Michelle was able to apply her knowledge of child development
and learning to create optimal opportunities for the children to learn and grow in musical
understanding.
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The following interview excerpt demonstrates another way in which Michelle applied
her practical teacher knowledge when attempting to solve an instructional conundrum with
the musical concepts of high and low.
MR: And then, too… in kindergarten I’m working with high and low right now. And
that’s a tough concept for them… Because they’re thinking – I mean, at the
beginning they were thinking high and low being louder and softer… That was real
apparent, for – awhile it was like, okay, wait, we’ve got to think (of) this differently.
And it’s helped, I think it’s helped to use the icons that I – I had used last year a
butterfly for high, and I tried a bird for high (laughter) and a worm for low, and it just
didn’t – it wasn’t happening. And I couldn’t for the time – I couldn’t figure out, I
mean – butterflies in the sky, birds in the sky, you know, they should associate – to
me, it was like, okay, I couldn’t get this! Well, yeah – my visual learners – you know,
it was easy to figure out who they were, because they got that. But – I’m trying to
teach sound. …And I’m trying to do it in a visual way. That’s what dawned on me, I
wasn’t – it can’t be, it has to be in a sound. …And I changed to the baby and the
grandfather …I’m trying to have a clear distinction between the two. But I think that
that’s really helped – more so than… it ever did before.
Michelle solved the problems she was experiencing in teaching the musical concepts of high
and low by choosing a “baby” voice to correspond to the musical concept of high and a
“grandfather” voice to correspond to the musical concept of low. Again, we see how
Michelle used her practical teacher knowledge and understanding of developmentally
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appropriate practice to create optimal learning experiences for her students which afforded
them opportunities to succeed academically.
Craft knowledge.
Craft knowledge, as we have seen in Chapter II, is the wealth of knowledge about
teaching possessed by highly skilled teaching practitioners regarding their own practice
(Zeichner, Tabachnick, & Densmore, 1987; Leinhardt, 1990). It comprises a mixture of
theories, beliefs, and values about the role of teachers as well as teaching and learning
(Zeichner et al., 1987). It often includes insightful, sensitive, and situation-specific
knowledge about teaching gleaned from the “wisdom of practice” (Shulman, 1987). Craft
knowledge has also been described as an amalgamation of pedagogical content and
pedagogical learner knowledge that is artistic in nature, representing “teachers’ judgment in
apprehending the events of practice from their own perspective as students of teaching and
learning, much as a ‘glue’ that brings all of the knowledge bases to bear on the act of
teaching” (Grimmett & MacKinnon, 1992, p. 387). In this section, I will provide examples of
how Michelle applied her craft knowledge as manifested through pedagogical content
knowledge and pedagogical learner knowledge.

Pedagogical content knowledge.
In the following example, Michelle applies her pedagogical content knowledge in
teaching concepts regarding pitch (high and low) and dynamics (soft/nighttime and
loud/daytime).
10:18 a.m. The students enter and are seated. Michelle begins the lesson by announcing,
“We’re going to go on a ride. When I go to the fair, what kind of ride do you think I like to ride
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on?” The students offer some guesses; after several attempts, Michelle displays a drawing of a roller
coaster on the document camera, which she will use to lead the children in vocal warm-ups with
glissandi. “I like to ride the roller coaster,” Michelle tells the children. “What kind of sound should
we make? Oh, ooh, ah?” “Ooh,” respond the students. Michelle traces the roller coaster ups and
downs with a pointer, and the children glissando up and down with their voices. At the first hill, the
students glissando to a pitch that is quite high. Michelle stops and asks, “Look at the first hill –
did this hill go really high?” “No,” the children say. Michelle points out that the last hill is the
highest and that they should therefore wait to use their highest voices until they reach that point.
Michelle leads the students in the exercise again, and the children’s voices get louder as they go
higher. Michelle then challenges them to use their “nighttime” (piano) voices all the way through.
The children try again; this time they are softer at the tops of the hills. The exercise is repeated a few
more times using “oh” and “ah” at a nighttime dynamic level. “Now let’s do it with our daytime
(forte) voices,” says Michelle. “That’s what I always use because I’m screaming!” The children
repeat the exercise using “ee” at a daytime dynamic level. (October 29, 2009)
By using the hills and valleys of the rollercoaster to correspond to high and low pitch levels,
Michelle drew upon the children’s lived experience of riding roller coasters, thus applying
her pedagogical content knowledge to the teaching of the concepts of high and low. By
having the students glissando up as they pretended to go up the rollercoaster hills and
glissando down as they pretended to go down the hills, Michelle was able to visually and
aurally reinforce the musical concepts of high and low. The exercise also provided a way to
allow the students to practice using their daytime (loud) and nighttime (soft) voices while
warming up their voices for singing during the rest of the lesson.
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Michelle’s wealth of pedagogical content knowledge was also evident in her choice of
instructional materials. For example, she used children’s literature extensively to support her
teaching of musical concepts or as springboards for lesson activities. One book used as a
springboard for vocal exploration was Barnyard Banter by Denise Fleming. This story
portrayed a walk through a barnyard, seeing and hearing various barnyard animals such as
cows and roosters while searching for the elusive Goose, who was off chasing a butterfly. As
each animal was introduced in the story, Michelle invited the children to identify the animal
and imitate the animal’s sound, thus performing vocal exploration in an age appropriate
manner. Through this activity, Michelle demonstrated her ability to use her pedagogical
content knowledge to select the most appropriate instructional materials for a given
instructional activity.

Pedagogical learner knowledge.
Grimmett and MacKinnon have described pedagogical learner knowledge as ways in
which the teacher interacts “rigorously and supportively” (1992, p. 387) with his or her
students. A way in which Michelle demonstrated her pedagogical learner knowledge was
through the use of narrative storytelling. Throughout many of her lessons, Michelle wove a
story that served as a connective thread pulling together all elements of the lesson.
Michelle tells the students, “The queen is going to have a party – but first she’s going to
wash her hair.” She then leads the students in “Queen, Queen, Caroline:” Queen, Queen
Caroline/Washed her hair in turpentine/Turpentine to make it shine/Queen, Queen
Caroline. She then continues the story: “The babies in the castle are taking a nap – the Queen’s
not ready for the party yet. She’s still washing her hair.” She holds up a magnet with a letter f, the
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musical symbol for forte (loud). “Should we do it this way since the babies are taking a nap?” she
asks. “No,” reply the students. They repeat the chant softly, patting the beat as they speak.
Michelle then puts up a PowerPoint slide of Santa Claus on the overhead projector and
announces, “Someone’s coming to our school today!” “Santa Claus!” chorus the children. “But he
wants to keep it a secret,” cautions Michelle. “He’s going to sneak in quietly… I want you to
answer my questions in a complete sentence.” She repeats these directions in Spanish and then begins
to teach the children the lyrics of “Must Be Santa,” asking the questions and prompting the students
to answer in complete sentences: Who’s got a beard that’s long and white? /Santa’s got a
beard that’s long and white. Who comes around on a special night? /Santa comes
around on a special night. Special night, beard that’s white/Must be Santa, must be
Santa/Must be Santa, Santa Claus. When they have gone through all of the lyrics, Michelle
leads them through the song using a CD recording and a PowerPoint presentation with visual cues
and lyrics corresponding to each phrase of the song. The children join in singing, mostly on the
repeating words at the end of each verse and on the refrain.
Following “Must Be Santa,” Michelle picks up the story again: “Santa came to the party,
and so did all the animals from the forest. And,” she said, pointing to a magnet bearing a drawing
of a snail on the blackboard, “this little animal came too – who’s this?” “A worm!” a student calls
out enthusiastically. “Is this a worm?” asks Michelle doubtfully. “A snail!” the class responds.
“Right,” confirms Michelle. “Mr. Snail came, and his wife, and his two children.” Michelle places
four snail magnets into a row on board. “Did Mr. Snail come like a rabbit?” Michelle wonders.
“No, like a turtle,” the children answer. Michelle leads the students in “Snail, Snail” at a slow
tempo: Snail, snail, snail, snail/Go around and round and round. The students explore
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different dynamic levels as they repeat the song: piano, then forte. Michelle then leads the students in
the wind-up game for the song, with all joining hands in a circle as Michelle leads them in an inward
spiral pattern. Michelle then turns around and unwinds the spiral until they are back in a circle.
As the end of class nears, Michelle concludes her story: “Everyone was at the party – the
snails were there, Santa was there… The queen asked the snails to help her with the party.” The
students sing “Snail, Snail” once again, patting the steady beat on their thighs. (December 8,
2009)
In this vignette, an example of Michelle’s pedagogical learner knowledge was apparent: her
understanding of how to teach her students musical concepts in a developmentally
appropriate manner. As discussed in Chapter II, the guidelines outlined by the National
Association for the Education of Young Children (NAEYC) for developmentally
appropriate practice include planning learning experiences that implement a comprehensive
curriculum that reaches across disciplines, including language literacy and music (Bredekamp
& Copple, 1997; NAEYC, 2009). Through the use of narrative storytelling, Michelle
incorporated elements of language literacy and music in her lessons within the context of an
interdisciplinary curriculum.
Another example of Michelle’s pedagogical learner knowledge was seen in the
following interview excerpt.
SA: …My first question is, do you believe that instructional approaches that integrate
traditional core content areas – which I’m specifying as reading, mathematics, social
studies, and science – and integrating these with music, do you think that that is
beneficial to young children?
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MR: Absolutely.
SA: How so?
MR: I really think it makes it a complete picture for the kids. …A lot of times I’ll be
teaching in class, and all of a sudden they’ll say something like, “Oh! That’s just like
math!” …So the kids themselves are making the connections. …We try to not really
give them the connection, but we’re leading them to discover the connection on
their own. It’s more of an inquiry-type process. …They’re wanting to know, it’s
increasing their interest, and – they’re seeing that it really is all related, it’s not just a
separate, “Oh, now I’m in science class, and now I’m in math class, and now I’m
in…” But the kids are realizing that they have to use their skills throughout all areas
– which I think is kind of nice. …I kind of think the whole school, our focus is more
on the critical thinking skills of the children …We’re making our children into
thinkers – not just containers of information. (October 20, 2009)
This excerpt further revealed Michelle’s understanding of the importance of developmentally
appropriate practice through planning learning experiences that implement a comprehensive
curriculum that reaches across disciplines, including reading/language arts, mathematics,
science, and social studies. Her interview responses demonstrated her understanding that
interdisciplinary instruction plays a role in making learning in various subject areas “a
complete picture” for the children and in allowing the students to become thinkers rather
than simply receptacles of information.
Knowledge of learners.
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Elliot Eisner (2002b) and a number of other educational researchers (Elbaz, 1983;
Grimmett & MacKinnon, 1992; Shulman, 1987; Verloop et al., 2001; Wilson & Berne, 1999)
have considered knowledge of learners to be essential to effective teaching. This entails
knowing the cultural, linguistic, and general educational and personal backgrounds specific
to a group of learners. Elbaz (1983) has categorized knowledge of students as a form of
instructional knowledge. For Elbaz, this includes knowledge of the students’ capacity for
learning and knowing which instructional materials are appropriate for the level of learning
specific to each group of students. It also includes the ability to interact effectively with
students, along with the ability to communicate successfully and understand students’ needs
and interests.
One important way in which Michelle demonstrated her knowledge of her learners
was through her use of folk music from her children’s home cultures.
Michelle begins a new activity by singing, “What is the weather like?” (so-mi-la-so-so-mi).
“It’s raining,” the students respond. “I have a song about the rain,” Michelle tells the children. She
begins singing “Que Llueva:” Que llueva, que llueva/La Virgen de la Cueva/Los
pajaritos cantan/Las nubes se levantan/¡Que sí, que no/Que caiga un chaparrón! As
Michelle sings, she pats the steady beat; some of the children begin to sing along. “Raise your hand if
you already know this song,” Michelle says. Several of the students raise their hands to indicate they
do know the song through learning it from their families. All then repeat the song, showing the
phrases by making rainbow motions in the air, then sing again while keeping the beat on their
heads. Michelle then has the children stand and hold hands, forming a circle to play the game for
“Que Llueva.” “Can you make a letter O?” Michelle prompts the children. “Wow, look at this
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beautiful letter O!” Michelle joins hands with one of the children to form a bridge; the other children
circle underneath the bridge and around the room with hands joined for 4 measures. At the words
“Que sí,” the bridge is lowered; at “que no,” it is raised; then, on the last word, the child
underneath the bridge is captured and becomes part of the bridge. The game continues until all but
two children are captured; these students will be the bridge the next time the game is played. Michelle
asks the students to return to their seats while singing “Que Llueva” a final time.
Michelle’s understanding of the importance of knowing her learners was evident in
this interview excerpt.
MR: I have to say that I think the first thing I really think about is my kids …what
kind of singing abilities I’ve got to work with, what literacy skills – (and) just, beat.
This kindergarten group, for the first time in a long time, was really lacking in beat,
which gave me a big clue that nobody was reading to them at home, maybe they
hadn’t been rocked to sleep – all those things that happen as infants, and they help
develop that sense of beat. And these kids came in with such a lacking of that sense
– just in general, the group as a whole, more so than I’ve ever had in all my years of
teaching. So that was a real, “Whoo, okay! We’re going to spend a lot of time doing
…beat activities” – because it’s just not there. And I know if I don’t get beat, I’m not
going to get fast and slow, I’m not – so many (concepts) rely on it. …And we’re
getting better …but – they were very, very much below level than past years. So I
think definitely knowing where my kids are at. (January 26, 2010)
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In these examples, Michelle’s knowledge of her unique group of learners was
evident: the cultural, linguistic, and general educational and personal backgrounds specific to
her own group of students. Her knowledge of the students’ capacity for learning and
knowing which instructional materials (e.g., songs and music learning activities) are
appropriate for the level of learning specific to each group of students was also evident. Her
ability to interact effectively with her students, to communicate successfully with them, and
to understand their needs and interests was clear as well.
Teacher Skills
The concept of skill may be traced back to Aristotle’s concept of technê, which
denoted knowing how to make something, or having a capacity to employ some kind of
craft. Skill encompasses the aptitudes and competencies teachers demonstrate in the
classroom, as well as their ability to use their knowledge effectively and readily in the
execution of instruction. Fives and Buehl (2008) identified two skills that preservice and
inservice teachers believed were required for teaching, were possessed by teachers, or could
be developed by teachers: skills regarding communication and people, and a need for
adaptability and ingenuity. Data revealed that Michelle possessed each of these skills, as
evidenced below.
Communication and people.
In the following interview excerpt, Michelle’s skill in communication and in working
with people was evident.
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MR: But I notice when I find something that they’ve had, that Grandma or Grandpa,
whatever, sung to them when they were a kid – they take off. Like – “Que Llueva” –
I mean, “Que Llueva” is very difficult rhythmically. I never would have put that in
kindergarten – never would have dreamed about it. But …they sing it beautifully,
they love doing the game, and it just – it fits it really, really well. And then too, I
noticed I get comments from my parents – they appreciate it …to them, I’m
continuing their culture. …I’m teaching a song or concept, or you know, whatever –
the culture’s part of it, I suppose, and the English (speaking) kids are getting a little
bit of Spanish, which is a cool thing. …But I noticed that it gives me rapport with
my parents.
Through incorporating songs from her students’ home cultures, Michelle communicated to
the parents of her students that she valued her students and their home cultures. This was
one way in which she demonstrated skill in working with other people.
Adaptability and ingenuity.
In the following interview excerpt, Michelle’s expertise in demonstrating adaptability
and ingenuity in her teaching and in working with her colleagues was apparent.
SA: Are there any particular skills – and what I mean by that is specific teaching
abilities – that you think are important for music teachers who integrate other
content areas in their teaching to have?
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MR: Flexibility. …That (pauses) – and I think too, rapport with your other teachers.
(The classroom teachers) took the numbers, counting patterns, by 2s and by 3s and
by 4s, and – they have them all. And they put them to piggyback8 songs. They did it
as a team, collaborative, whatever – came up with whatever. Well, it was funny,
because then the kids came in here – “We want to sing this song for you!” And then
they started singing – can’t think now what the song was. Two was “Row, Row, Row
Your Boat” – and I think they did the 4s. …I was like, “Wow! Where did you get
that? …I didn’t teach you that!” And then – the kids asked, “Would (you) like us –
would you like us to teach it to you?” “Yes – I would love you to teach it to me!”
…Then I went to the teachers (and said), “Hey, you need to share these songs with
me! The kids are bringing them to me, they’re teaching them to me, but I can –
basically reinforce them for you. I can’t if I don’t know them.” You know – but
those are things that are not necessarily in the district (curriculum) – it’s things that
they have created to use in their classroom. …So, I think a collaborative spirit, and I
think a flexibility are two things that you really have to have. (January 26, 2010)
Michelle’s adaptability and ingenuity in her classroom teaching were also evident in this
teaching vignette.
Michelle asks the children, “Can you put your hands on your shoulders… your waist?
Toes? Knees? Head? Ears?” She continues in similar fashion until a child cries exuberantly,
“Head and Shoulders!” “You want to sing that one?” asks Michelle. She leads the students in the
song and movements: Head and shoulders, knees and toes, knees and toes/Head and
8

A piggyback song is a song in which new words are sung to a familiar tune such as “Row,
Row, Row Your Boat.”
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shoulders, knees and toes, knees and toes/Eyes and ears and mouth and nose/Head
and shoulders, knees and toes, knees and toes. After the song is over, Michelle remarks,
“That’s not the one I want, though. I want to sing ‘Seesaw.’” Michelle models movements they will
do as they sing “Seesaw:” they will show the high and low pitches in the song by touching their
shoulders on the pitch so and putting their hands on their waist for the pitch mi. They repeat the
song with these movements several times as Michelle leads. “This time I want you to do the
movement – I’m not going to do the motions,” says Michelle. “I want you to put your hands on your
shoulders for the high sounds and on your waist for the low sounds,” she reminds them. The students
sing “Seesaw” independently, with many successfully showing where the high and low pitches are as
they sing. “Can you show it with your knees this time?” Michelle asks. She models the new
movements: they will stand straight for so and bend their knees for mi. The students do the new
movements as Michelle leads them; next, they perform the song and movements independently, but
with some degree of difficulty. Finally, Michelle asks the students to find partners. The partners join
hands and sing the song with the new movements. Most are successful this time in showing where the
high and low pitches are with their movements. (November 10, 2009)
During this vignette, Michelle demonstrated adaptability and ingenuity first of all in
following the children’s lead when they asked to sing “Head and Shoulders, Knees and
Toes.” Second, she demonstrated adaptability and ingenuity through allowing the students to
partner up so that they were more successful in showing the high and low pitches when they
were not as successful doing so on their own. In this way, her practice mirrored the
guidelines outlined by the NAEYC for developmentally appropriate practice (DAP) of
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creating a caring community of learners in which each individual is cared for and respected,
in which adaptability and ingenuity play an important role (NAEYC, 2009).
Teacher Beliefs
Beliefs have been defined as “psychologically held understandings, premises, or
propositions about the world that are felt to be true” (Richardson, 1996, p. 103). Teacher
belief has been described as implicit assumptions, often unconsciously held, that teachers
hold regarding students, classrooms, and material to be taught (Kagan, 1992); it “lies at the
very heart of teaching” (p. 85). Richardson (1996) has suggested that teacher knowledge and
beliefs develop through teachers’ personal experiences, their formal schooling experiences,
and their experience with formal knowledge. Richardson has further suggested that personal
and schooling experiences may especially affect teacher beliefs. Researchers have identified
several types of beliefs held by teachers; here I will focus upon beliefs regarding teaching and
pedagogy (Buehl & Fives, 2009; Kagan, 1992; Raths, 2001), content or subject matter beliefs
(Kagan, 1990; Richardson, 1996), and beliefs concerning students (Kagan, 1990, 1992).
First, as seen in an interview excerpt earlier in this chapter, Michelle’s beliefs
regarding teaching and pedagogy included a strong belief that content integration is
beneficial for young children. This was also evident in Michelle’s teaching. In the following
example, Michelle integrated reading/language arts (RLA) content with music instruction.
10:30 a.m. “We need to get out some wiggles,” comments Michelle. The children stand up
and Michelle introduces the song “Teddy Bear.”
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Teddy bear, teddy bear, turn around/Teddy bear, teddy bear, touch the
ground/Teddy bear, teddy bear, touch your shoe/ Teddy bear, teddy bear, that will
do.
As Michelle sings, the students act out the song, sitting back down on the final words “that will do.”
“My friend Teddy Bear wanted me to read this book to you,” Michelle tells the children. “It’s by
one of my favorite authors, Tomie de Paola.” She shows the children the pictures, and they identify
names of the animals in the pictures. “I get to read the words first, then you get to make the animal
sounds,” says Michelle. As she reads, the children make animal sounds for cats, lion, mice, sheep,
and so on, and join in on the repetitive text, “But I speak!” Michelle reads the story again, this time
at a fast tempo. The children pat with the beat and respond to the text by making animal sounds in
tempo. “Nice job! Teddy Bear loved the way you read his story,” Michelle comments.
In this vignette, Michelle integrated RLA and music instruction by providing the students
with opportunities to develop their vocal skills through vocal exploration as well as their
steady beat skills as she read a children’s book by Tomie de Paola. Michelle’s teaching and
pedagogical beliefs regarding the importance of content integration in the instruction of
young children were thus evidenced.
Second, in the following interview excerpt, it was evident that, regarding content or
subject matter, Michelle believed that development of knowledge and skills in core content
areas and in music can effectively complement one another.
SA: Do you think that the development of knowledge and skills in core content areas
and in music can complement one another?
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MR: They can complement each other but I think …for them to really and truly
complement each other, there’s got to be communication between the classroom
teachers and the music teachers. And it doesn’t necessarily have to be like everybody
stops and has a meeting or whatever. We have a shared (local network) folder, and all
of our lesson plans are put on the shared folder. …So that allows me to access any
grade level, and I can see, “Oh, Kindergarten’s learning (?) about ladybugs.” …I go
and I look and see, what are we doing in social studies? What are we doing in
science? Or, even language arts. Because I think music is – music is so much reading
and math.
…So I’ll look and I’ll see …you know, like, I taught accent mark. Well, to the
kids – “Oh! It’s a greater than/less than sign.” – “Yes, you’re absolutely right, it is.”
But you know, they just had that in math. We draw it the exact same way, but in
music it means that the sound is more than that (other) sound. ...And then, it’s like –
“Oh, it’s just like in math – we did this.” So – “Yes – yes, it’s just like in math.
You’re right.” And so they can see that some of our symbols are not just music
symbols, but we call it this in music… I try to go after the classroom teacher’s
presented as much as – if I possibly can, just because I think it makes it a little more
solid. And – (?) – it’s kind of like a multiple meaning word. …I gave you a new
meaning for it, in a different context. (October 20, 2009)
Thus, Michelle believed that development of knowledge and skills in core content areas and
in music can effectively complement one another, particularly when cooperation exists
between music specialists and classroom teachers. Through efforts to sync similar concepts
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and symbols across the disciplines, in this case, mathematics and music, the students were
able to independently make connections between the mathematical symbol for “greater
than” and the musical accent mark, recognizing that one meant “greater than” in comparing
numerical values and the other meant “greater than” in comparing musical dynamic levels.
Finally, it was evident that Michelle’s beliefs concerning her students were grounded
in the Kodály philosophy of music education. As discussed in Chapter II, the Kodály
Method is a child-developmental approach in which subject material is arranged in sequential
patterns following a normal child’s abilities through his natural stages of development
(Choksy, 1988). In the following two interview excerpts, Michelle discussed her use of the
Kodály Method.
MR: And I do use a Kodály approach, where you do rhythm and melody and rhythm
and melody in a spiral (curriculum sequence) …the pedagogical, I think, would have
to be the next thing that I really consider in teaching. And with that – pedagogical
and the sequencing of it and the choice of materials, because I really think choice of
materials is key. (January 26, 2010)
MR: …I love the structure of the Kodály …I really think my kids relate to that.
…And it’s – it’s structured, yes, but it’s also loose enough to let me be creative and
to let things be flexible. Fire drills happen, well, you know what, we threw out this
part of the lesson today, it’s okay …I’ll pick it up tomorrow – you know? (January
26, 2010)
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Michelle’s use of the Kodály Method was also deeply embedded in her teaching. In
the following classroom observation vignettes, the child-developmental nature of the Kodály
approach, in which subject material is arranged in sequential patterns following the child’s
abilities through her natural stages of development, was illustrated.
“Mr. Bee was having a bad day,” says Michelle. “He flew in (the window) and stung a
person on the knee… then flew to a farm and stung a pig on the nose. A pig’s nose is called a snout
– can you say that?” “Snout,” echo the children. “Then I told Mr. Bee that he was out… he
couldn’t play with me at all.” Michelle then chants “Bee, Bee, Bumblebee.”
Bee, bee, bumblebee/Stung a man upon his knee/Stung a pig upon his snout/I
declare that you are out.
As Michelle chants, the children pat the steady beat. Michelle then teaches the rhyme by phrase, with
the students echoing Michelle after she chants each phrase. In their excitement, some of the children
use silly voices on the final phrase. “Oh, some people used silly voices,” comments Michelle. “Let’s
say it with silly voices.” Michelle again has the children echo the rhyme by phrase using different
voices: silly and high, silly and low, “secret” (whispering), and daytime voices. Then, all chant the
rhyme at a Mr. Turtle tempo. Michelle then asks the children to form a circle in preparation for
learning the game that accompanies the rhyme. The children sit down in circle formation, and
Michelle models being the “bee:” she moves around the circle using a pointer with a heart on its end,
pointing to one child in order around the circle on each beat. The child pointed to on the final word,
“out,” gets to be the next bee, and the game continues. All chant during the game with the children
keeping the steady beat by patting or pointing in the air. (September 18, 2009)
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In this example, Michelle provided the children with opportunities to explore beat, phrase,
high and low, and whispering and speaking voices in an age-appropriate manner through
learning a traditional children’s rhyme.
The children have just finished learning, singing, and playing a game with an AfricanAmerican planting song called “Tue, Tue.” “You know what?” remarks Michelle. “The people
were having so much fun singing the song and planting the rice that they got holes in their shoes!
…Then they had to go to the cobbler so he could mend their shoes.” Michelle leads the children in
pretending to hammer the soles of their shoes, keeping a steady beat; she begins singing “Cobbler,
Cobbler” while continuing to keep the beat.
Cobbler, cobbler, mend my shoe/Get it done by half past two.
Michelle continues the story: “Then Grandpa came in and asked the cobbler to fix his shoe.” The
children sing the song and keep the beat again, this time singing in their lower ranges. “But you
know what?” Michelle asks. “Grandpa said, ‘Cobbler, you’re too slow!’ What do you think the
cobbler did?” “He went faster,” decide the children. They sing and pretend to hammer the soles of
their shoes again, this time at a faster tempo. “But the grandfather said, ‘You’re still too slow – I’m
going to be late to a meeting with my granddaughter’s teacher!’” They sing and hammer even more
quickly. “And then a little baby came in through the door with his very first pair of shoes!”
exclaims Michelle. This time, the children sing the tune in high speaking voices using baby gibberish
syllables. (January 12, 2010)
Again, the child-developmental nature of the Kodály approach is illustrated in this example.
By using the “grandfather” voice to correspond to the musical concept of low and the
“baby” voice to correspond to high, Michelle was able to teach these highly abstract
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concepts in an age-appropriate manner that drew upon the children’s lived experience. In
addition, the children explored tempo concepts in a developmentally appropriate manner.
The Disciplinary Integrity of Music
I now explore the findings regarding the second subquestion: What are the music
specialist’s understandings and perceptions concerning the preservation of the integrity of
the discipline of music and the intrinsic value of music when traditional core content area
instruction and kindergarten music instruction are integrated? First, it was evident through
Michelle’s stated beliefs and demonstrated practice that she strongly believed in the
importance of maintaining the integrity of the discipline of music when integrating
instruction in the traditional core content areas and kindergarten music instruction (Barrett,
2001; Burton, 2001; Snyder, 1996, 2001; R. A. Wiggins, 2001). Second, an unexpected
finding revealed that although Michelle strongly believed in the importance of maintaining
the disciplinary integrity of music when integrating content areas, she did not believe in
teaching music for music’s sake alone (Barrett, 2001; Bresler, 1995; Longley, 1999; Roucher
& Lovano-Kerr, 1995); e.g., for Michelle, music instruction did not exist in a vacuum but is
indelibly interwoven with other content areas.
Maintaining Disciplinary Integrity
First, it was evident through Michelle’s stated beliefs and demonstrated practice that
she strongly believed in the importance of maintaining the integrity of the discipline of music
when integrating the traditional core content areas and kindergarten music instruction
(Barrett, 2001; Burton, 2001; Snyder, 1996, 2001; R. A. Wiggins, 2001). Music was always at
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the forefront of Michelle’s instruction. In this interview excerpt, Michelle described her
teaching approach, which is centered around musical concepts.
MR: (The) way that I teach (music), I break (it) down – I do a kinesthetic lesson,
then I do an oral/aural where they’re listening and explaining all the critical attributes
of it, describing it in kid language, but they’re telling me everything about it. And
then the next one is visual, where they’re drawing a picture, and I can clearly see –
okay, we’ve got it, now they’re ready, this is the name of it, I can move on, make my
connections. (October 20, 2009)
In the following excerpt, Michelle expressed her belief in the importance of preserving the
integrity of the discipline of music as she integrated the core content areas.
MR: …I realize I’m the music teacher, so it’s – that particular vocabulary isn’t going
to be presented …anywhere else – I’m responsible for that. And the fact that
because I am the music teacher, these are my kids for six years. If I don’t lay that
foundation, then I’m going to pay the price. …It’s like, if they didn’t learn it, then
I’ve got to spend the time re-teaching it, and by the time – I mean, every grade goes
up in concepts and skills that I’ve got to teach. ...So I’m constantly trying to keep on
moving it so I can – my idea is to cover about five to six concepts in a (school) year.
And by covering them, I mean, I expect the kids – 80% of my kids need to have it
mastered… So you know, you keep working over and over it, maybe with a different
song, or an activity …maybe the same activity but like, different song material, but
trying to keep it so that the kinesthetic learners can get it, the visual learners can get
it, you know – my aural/oral learners can pick it up to where at least I have
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approximately 80% of my kids at mastery. And then I can go on to the next one.
(January 26, 2010)
In this classroom vignette, we see through Michelle’s demonstrated practice her
strong belief in the importance of maintaining the integrity of the discipline of music when
integrating the traditional core content areas and kindergarten music instruction. In this
particular lesson, mathematics was integrated with a brief discussion of money concepts;
however, the musical concept of vocal timbre was the central focus of the lesson.
Michelle is artfully weaving a story about a queen on her way to a masquerade ball. The
children have just finished chanting “Queen, Queen Caroline.” “The queen was in a hurry to go to
a party,” Michelle explains, “so she needed to wash her hair really fast.” The class chants “Queen,
Queen Caroline again, this time at a fast tempo. “It was a masquerade ball,” Michelle tells them.
“That’s where people dress up in costumes. And one of the queen’s friends dressed up as a witch.
You know what kind of hat a witch wears?” “A witch hat!” exclaims one of the children. “And
you know what happened when the witch was on the way to the party? She fell in a hole – a ditch.
And you know what she found?” Michelle reaches into her desk drawer and pulls out a coin.
“What kind of money is this?” “A penny,” reply the children. “How much is a penny?” asks
Michelle. “Is it one dollar or one cent?” “One cent,” they respond. “Is that very much money? Can
you buy anything at the store with one penny?” “No.” “Not any more, you can’t,” says Michelle
rather emphatically.
Michelle sings for the children:
Witch, witch, fell in a ditch/Picked up a penny and thought she was rich/Are you
my children?
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Once the students are secure with the song, they form a circle and chant “Bee, Bee, Bumblebee” to
select the child who will be the first “witch.” The witch walks around the circle while all sing the first
two phrases of the song. The witch then must sing “Are you my children?” independently. If the
witch does this with a pleasant singing voice, the other children respond, “Yes, ma’am.” If the witch
uses a “monster” voice, the other children loudly say, “No, you ugly old witch!” and fall to the
carpet. (October 15, 2009)
The primary purpose of the lesson was to allow the students to explore various forms of
vocal timbre: singing voices, “monster” voices, and outdoor voices. Within this context of
vocal exploration, however, Michelle was able to integrate mathematical instruction
regarding monetary concepts (e.g., the worth of a penny in today’s terms).
Music for Music’s Sake?
Second, an unexpected finding revealed that although Michelle strongly believed in
the importance of maintaining the disciplinary integrity of music when integrating content
areas, she did not believe in teaching music for music’s sake alone (Barrett, 2001; Bresler,
1995; Longley, 1999; Roucher & Lovano-Kerr, 1995). For Michelle, music instruction did
not exist in a vacuum but was inextricably interwoven with other content areas, especially
reading/language arts and mathematics.
SA: Some music educators believe that while it’s beneficial to integrate core content
areas in music instruction, it’s also important for music teachers to preserve the
integrity of the academic – discipline of music and to teach music for its own sake …
what do you think about that statement?
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MR: I do not believe that you can teach music for music’s sake … it doesn’t exist in
the world on its own. And because of that, I think you have to preserve its integrity,
because it does have its rightful place, but it is so – just the nature of the beast. It is
literacy, and it is mathematical. … It’s over time, it’s sound over time – without those
other two components, I just honestly can’t say that it would really exist … music
and math and literacy are – to me they’re just together. (You) can’t have one without
the other, you know? (laughs) …Like the old song, “Love and Marriage” – it just – it
doesn’t work! (laughter) You can’t have one without the other! So I don’t see teaching
music for just like, music’s sake. (January 26, 2010)
Thus, Michelle did not believe that music can be taught for music’s sake. For her, this meant
that music cannot be taught in a void. It is intimately interwoven with literacy and
mathematics and must therefore be taught in an integrated fashion with those content areas.
Again, Michelle’s stated beliefs were borne out by her demonstrated teaching
practice. It was evident from observation of Michelle’s classroom that she believed music
instruction is inextricably intertwined with other content areas. Analysis of classroom
observation notes revealed that she integrated other content areas in some respect on 100%
of the days I observed in her class. In the following classroom vignette, Michelle integrates
reading/language arts and mathematics concepts.
Following a game of “Witch, Witch,” Michelle begins narrating a story. “The witch has a
friend – who do you think is the friend?” “Us!” exclaims one student. “A turtle,” suggests a
second. “Oh, I should say a pet. She had a pet. Can you guess?” asks Michelle. “It made a sound
like this. Meow!” “A cat!” the children reply. “Have you seen her cat?” Michelle asks with an
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animated expression. “No,” answer the children. “Do we know what kind of cat it is?” “No.”
Michelle then sits down in a chair and picks up a big book, Have You Seen My Cat?, written
by Eric Carle. She goes through the book with the children, introducing various types of cats in the
pictures: a lion, a cheetah, a puma, and so on. Michelle then returns to the beginning of the book
and begins reading the story. “Have you seen my cat? …This is not my cat.” As the children
become familiar with the repetitive text, they begin speaking the text along with Michelle. “Where is
my cat? ¿Donde gato?” Michelle translates. At the end of the story, the picture is of a whole group
of cats: “This is my cat.” “Maybe he was fooling us all the way through the book,” says Michelle.
“We were looking for one cat, but there were a lot of cats. Let’s count the cats.” The children join
Michelle in counting: “One, two, three, four, five, six, seven, eight!” “There are eight cats,” Michelle
comments. Michelle then moves on to introduce a traditional American folk song, “Bought Me a
Cat.”
Bought me a cat, the cat pleased me,
Fed my cat under yonder tree.
Cat went fiddle-i-fee, fiddle-i-fee.
Bought me a dog, the dog pleased me,
Fed my dog under yonder tree.
Dog went woof, woof,
Cat went fiddle-i-fee, fiddle-i-fee.
Similar to the “Twelve Days of Christmas,” the song continues in cumulative fashion, adding verses
about a hen, a duck, and a cow. As Michelle sings, the children join in on the repeating animal
sounds: hen went chimee-chuck, chimee-chuck; duck went quack, quack; cow went moo, moo.
(October 13, 2009)
Through bringing in the book Have You Seen My Cat?, Michelle integrated reading/language
arts instruction in her classroom. The children were able to recognize and join in on the
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repetitive text in both the story and in the song “Bought Me a Cat,” thus gaining
understanding that repetition may take place in both literature and in music. Michelle also
provided the children with an opportunity to practice their counting skills and number
concepts by counting the cats on the final page of Have You Seen My Cat?
Michelle’s stated beliefs regarding the necessity of integrating music instruction and
other content areas were also supported through examination of instructional artifacts.
Michelle’s classroom boasted a large collection of children’s literature, including books based
on song lyrics (Old MacDonald Had a Farm, I’m a Little Teapot, The Wheels on the Bus, etc.) and
poetry books (Mother Goose Rhymes, Humorous Poems). There were also books about classical
music (Peter and the Wolf and Swan Lake) as well as an African folk tale (Anansi the Spider).
Curricular Integration
In this section, I present findings regarding the third subquestion: What are the
music specialist’s instructional strategies, techniques, and rationale for integrating traditional
core content areas and kindergarten music instruction?
Music and Reading/Language Arts
The first content area that Michelle integrated in her music instruction was reading
and language arts (RLA). This was seen in the integration of a great deal of children’s
literature in her instruction. She also incorporated many children’s rhymes and chants in her
instruction. In this way, she integrated a number of age-appropriate RLA concepts and skills
and music instruction.
Music and reading/language arts through children’s literature.
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Michelle has been weaving a story about a party to tie the day’s lesson together. “Guess
who wasn’t at our party – the witches! They were cooking for us,” says Michelle. “One of the witches
was trying to cook a pumpkin pie for our party, but she has a problem.” Michelle places a copy of
Big Pumpkin on the document camera. “Look at the pumpkin – it’s too big! Can this little
skinny witch pick up the pumpkin by herself?” “No,” respond the children. “Who can she get to
help her?” asks Michelle. “Her family,” says one of the children. “Let’s see if you’re right,” says
Michelle. She cues a recording of narration for Big Pumpkin. The story is of a witch who plants a
pumpkin seed that grows into a pumpkin that is so large she can’t take it off the vine. Different
characters come in to try their hand at removing the pumpkin: a ghost, a vampire, a mummy, and a
bat. Finally, the bat asks everyone to pull together – and SNAP! The pumpkin pops off the vine
and rolls down to the witch’s house, where the witch makes pumpkin pie for all to share. At the end
of the story, the witch plants another pumpkin seed. “Why did she plant another seed?” asks
Michelle. “They wanted more pumpkin pie,” suggests a student. “How did they get the pumpkin off
the vine?” Michelle asks. “They all pulled together,” replies another child. (October 29, 2009)
In this example, Michelle incorporated age-appropriate RLA concepts and skills such as
making predictions based on a book’s illustrations and understanding that spoken words can
be represented by print for communication. She also provided the students with
opportunities to respond to questions about texts that have been read aloud. In this way, she
fostered the children’s beginning reading and language arts skills as identified in the Texas
Essential Knowledge and Skills (TEKS) for kindergarten by the Texas Education Agency
(2008).
Music and reading/language arts through children’s rhymes and chants.
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Michelle incorporated children’s rhymes and chants into classroom instruction on an
almost daily basis. Rhymes and chants observed in Michelle’s classroom included “Two,
Four, Six, Eight;” “Handy, Dandy, Riddledy Row;” “Star Light, Star Bright;” “Engine,
Engine, Number Nine;” “Bee, Bee, Bumblebee;” “Queen, Queen Caroline;” “El Reloj;”
“Ladybug, Ladybug, Fly Away Home;” “Pumpkin, Pumpkin;” “Five Little Pumpkins;” and
“Rain, Rain, Go Away,” among others. Students were able to develop their phonological
awareness through hearing and identifying rhyming words in chants such as “Pumpkin,
Pumpkin:”
Pumpkin, pumpkin, round and fat/Turn into a jack o’lantern just like that.
When introducing the rhyme “Two, Four, Six, Eight,” Michelle printed the words on
chart paper and pointed to the words as she chanted the rhyme:
Two, four, six, eight/Meet me at the garden gate/If I’m late, don’t wait/Two, four, six, eight.
In this activity, the students were able to develop their skills in print awareness and
beginning reading skills as identified by the Texas Education Agency (2008). They were able
to recognize that spoken words can be represented by print and to recognize the one-to-one
correspondence between a spoken word and a printed word in text. Michelle also
demonstrated to the students that reading moves from top to bottom and from left to right.
Music and reading/language arts through children’s rhymes and literature.
In the following vignette, Michelle incorporated language arts through the use of a
traditional children’s rhyme. She then integrated reading through the incorporation of two
children’s books.
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10:15 a.m. The children enter the classroom and are seated. “Hello, boys and girls,”
Michelle sings. “Hello, teacher,” the children respond. “Remember my ghost?” asks Michelle.
“Today he’s invisible. Can you follow him around with your voices?” Michelle moves her hand
around in ghost-like fashion; the students follow her motions with their voices, glissandoing up as her
hand goes up and down as her hand moves down on an “ooh” vowel. Then Michelle asks, “Can you
show me five little pumpkins?” The children hold up five fingers, and Michelle leads them in the
traditional children’s rhyme “Five Little Pumpkins” along with the motions. Michelle then holds up
two books and says, “You read Five Little Pumpkins to me and I’ll read Five Pesky
Pumpkins to you.” The children read Five Little Pumpkins with Michelle pointing to the words
and prompting as necessary. Michelle then introduces Five Pesky Pumpkins. “What does it
mean if they’re pesky?” The children offer a few suggestions, but aren’t sure of the meaning of
pesky. “It means they make trouble,” explains Michelle. Michelle reads Five Pesky Pumpkins
to the children, stopping at the end of each page to have the children predict what will happen next.
As each pumpkin leaves, Michelle prompts the children to say how many pumpkins are left: “And
now there were ___.” (October 20, 2009)
In this lesson vignette, Michelle helped the children develop their reading skills by
reinforcing left-to-right directionality in the choral reading of Five Little Pumpkins. The
students were able to develop their understanding of the one-to-one correspondence
between a spoken word and a printed word in text. She provided them with opportunities to
learn in the language arts through learning a new vocabulary word, pesky, and through
making predictions about how many pumpkins will be left next in the reading of Five Pesky
Pumpkins (Texas Education Agency, 2008).
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Music and reading/language arts: conclusions.
Through the integration of children’s literature, rhymes, and chants, Michelle was
able to provide her students with a wealth of opportunities to develop their beginning
reading and language arts skills. They were able to develop print awareness skills such as the
recognition that spoken words can be represented by print, recognizing the one-to-one
correspondence between a spoken word and a printed word, and understanding that reading
moves from top to bottom and from left to right. Hearing and identifying rhyming words in
a variety of children’s rhymes and chants allowed the children to develop their phonological
awareness. Finally, the children were able to develop beginning reading strategies such as
making predictions based on a book’s illustrations and responding to questions about books
that were read aloud. Through the instructional strategies and techniques that provided these
opportunities, she fostered the children’s reading and language arts skills as identified in the
kindergarten TEKS (Texas Education Agency, 2008).
Music and Mathematics
A second content area that Michelle integrated with music instruction was
mathematics. Analysis of field notes and instructional artifacts revealed that Michelle
provided her students with many chances to develop their counting skills. Data analysis
further revealed that Michelle’s integrated music and mathematics instruction afforded her
students opportunities to develop their understanding of a variety of mathematical concepts,
including number concepts, monetary concepts, and time concepts.
Mathematics: number concepts.
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Within the context of Michelle’s integrated instruction, the students were able to
develop their counting skills and understanding of number concepts. This included counting
to ten, understanding the cardinal numbers 1 through 10, and understanding the ordinal
numbers first through tenth.

Cardinal and ordinal numbers 1 – 10.
In the following vignette, the students were able to develop their counting skills and
their understanding of number concepts with a traditional children’s song, “Johnny Works
with One Hammer.”
10:41a.m. Michelle, seated on the floor with legs extended in front, introduces a new song
to the children called “Johnny Works with One Hammer.” She models the actions as she sings: first
using one hammer (“hammering” with the right arm), then two (add the left arm), three (right leg),
four (left leg), and five (head).
Johnny works with one hammer, one hammer, one hammer/Johnny works with one hammer, then
he works with two.
Johnny works with two hammers… (etc.)
The students imitate the actions; some try joining in with the singing. “Then Johnny was so tired, he
had to take a rest!” Michelle exclaims. “Johnny worked with five hammers, so we’re going to use five
instruments today.” She goes to the instrument cabinet and pulls out five tone blocks and five
wooden mallets. “What are these made of?” asks Michelle. “Wood,” respond the children. Michelle
hands a tone block and mallet to one of the children as she begins the song again. The child
“hammers” the tone block with the mallet as the first verse is sung: “Johnny works with one
hammer…” At the beginning of the second verse, Michelle hands another tone block and mallet to a
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second child so that now two “hammers” are going. This continues until on the fifth verse, five
“hammers” are playing. When the song ends, Michelle asks the children with tone blocks to choose
friends who are doing a good job to play next. She assigns the new players numbers (1 – 5) and
checks to make sure they know their numbers. The game continues with new players. (September
18, 2009)
“How many hammers does Johnny work with?” Michelle asks the children. “Five,” they respond.
They spread out on the carpet and extend their legs in front of them to do movements for “Johnny
Works with One Hammer.” “Got your hammers?” asks Michelle. “Ready? We’re going to start
with one hammer – choose whichever hammer you want.” Michelle begins the song, and the children
join in on the movements, with some choosing an arm to start with, others choosing a leg, and a few
others their heads. Michelle stops after the first verse: “How many hammers come next?” “Two,”
respond the children. Michelle continues the song, stopping after each verse to have the children
identify what number is coming next. (December 1, 2009)
In these vignettes, the students were able to develop their understanding of number
concepts and counting skills using the cardinal numbers one through five. Michelle
seamlessly integrated these concepts with musical instruction as the students sang, played
instruments, and developed their steady beat skills.
Examination of instructional artifacts afforded further evidence that Michelle
provided her students with opportunities to develop their skills in counting and number
concepts. Among her collection of children’s literature was a copy of Ten Little Rubber Ducks
by Eric Carle. In this story, ten rubber ducks are produced in a factory and are sent away on
a cargo ship. The book includes as part of its story line counting and number concepts,
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including the cardinal numbers one through ten and the ordinal numbers first through tenth.
Through the integration of instructional materials such as Ten Little Rubber Ducks, Michelle
promoted the students’ growth in mathematical understanding.

Skip counting and pattern.
10:27 a.m. Michelle tells the children, “I’m going to count by twos. 2, 4, 6, 8 … 20.
How did I count?” “By twos,” respond the children. “Right,” says Michelle. “I counted by twos to
twenty. I was counting by twos because our new song counts by twos. Your part starts first.” She
directs the students’ attention to a chart with the words and numbers of “Two, Four, Six, Eight:”
2, 4, 6, 8/Meet me at the garden gate/If I’m late, don’t wait/2, 4, 6, 8.
Heart icons underneath the text represent where the steady beat falls. Michelle points to the numbers
of the first phrase; the students, recognizing the numbers, chant, “2, 4, 6, 8.” Michelle then stops
the children and says, “My part: Meet me at the garden gate/If I’m late, don’t wait.” She cues the
children to read the last phrase: “2, 4, 6, 8.”
Michelle selects a student to come up to the chart and point the beat as the rhyme is chanted again;
however, the child does not stay with the beat. Michelle asks her, “Did I do it like a rabbit or
turtle?” She shakes her head. Michelle affirms, “I didn’t do those speeds …Can you do it at my
speed?” The child tries again, this time with greater accuracy. Other children are chosen to come up
and point; the child pointing the beat also chooses tempo, dynamic level, and pitch: fast or slow,
piano or forte, “baby” or “grandpa” voices. A student comments, “They’re picking their friends.”
Michelle responds, “I’m going boy, girl, boy, girl – I’m making a what?” “Pattern,” reply the
students. (January 21, 2010)
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In the vignette detailed above, Michelle provided the students with opportunities to develop
their skills in skip counting, specifically, counting by twos, using the rhyme “Two, Four, Six,
Eight.” The students were also able to develop their skills in pattern recognition, recognizing
the boy-girl-boy-girl pattern of turn-taking.
Mathematics: money concepts.
In the following vignette, Michelle promoted the growth of the students’
understanding of monetary concepts, specifically, the worth of a penny in today’s terms. The
children were asked to identify a penny as a monetary unit and were able to correctly identify
its worth as one cent.
“And you know what happened when the witch was on the way to the party? She fell in a
hole – a ditch. And you know what she found?” Michelle reaches into her desk drawer and pulls
out a coin. “What kind of money is this?” “A penny,” reply the children. “How much is a penny?”
asks Michelle. “Is it one dollar or one cent?” “One cent,” they respond. “Is that very much money?
Can you buy anything at the store with one penny?” “No.” “Not any more, you can’t,” responds
Michelle. (October 15, 2009)
Mathematics: time concepts.
In this vignette, Michelle discussed time concepts in preparation for the song
“Hickory Dickory Dock,” which was sung later in the lesson. The students were able to read
analog clock faces and to identify times on the hour.
Michelle asks the children, “Do you know how to tell time?” “Yes,” respond the students.
“Today we’re going to be talking about the clock,” says Michelle as she draws a clock face on the
board with the hands pointing to 1:00. “What if the clock shows this?” she asks. “1:00,” reply the
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children. “That’s right. What if it says this?” Michelle erases the hour hand and draws it pointing
to the number two. “2:00.” Michelle continues with other examples: 6:00, 10:00, and so on.
(October 20, 2009)
Here, the children were asked to identify what hour comes next as they learn “El Reloj,” a
chant from Mexico used for the celebration of Dia de los Muertos.
Michelle begins chanting “El Reloj:” Cuando el reloj marca la una/Los esqueletos
salen de su tumba/Tumba que tumba, que tumba, tumba, tumba. The verses continue
with the time advancing: marca las dos, las tres, and so on. At each hour, the skeleton does a
specific action: for example, he looks in the mirror, he sees Pinocchio, he counts money, etcetera. At
10:00, the skeleton goes back to the tomb and the chant ends. Children holding drums play the
rhythm of the words on the last line of the chant, while the children who are the skeletons act out
each verse. Michelle pauses at each new hour to have the students say the correct time. After they
have gone through the whole rhyme, the children switch parts: the skeletons choose drums, and the
students who gave up the drums are now skeletons. As they repeat the game twice more, Michelle
prompts the children to say what time it is at each new verse. (October 27, 2009)
Music and mathematics: conclusions.
Through integrated instruction in music and mathematics, Michelle promoted the
students’ understanding of number concepts including cardinal and ordinal numbers,
monetary concepts including the value of a penny, and time concepts including reading an
analog clock face and identifying what hour comes next. Pattern recognition was another
mathematical concept Michelle integrated in musical instruction. In doing so, Michelle
promoted the children’s development in mastery of the Texas Essential Knowledge and
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Skills for kindergarten mathematics (Texas Education Agency, 2006) and of the National
Council of Teachers of Mathematics’ Math Standards and Expectations for prekindergarten
through second grade (National Council of Teachers of Mathematics, 2010). Michelle
seamlessly integrated each of these concepts with musical instruction, whether it involved
singing, chanting, playing instruments, or keeping a steady beat.
Music and the Social Studies
A third content area Michelle integrated in her instruction was the social studies.
Michelle used World Musics to promote her students’ understanding of life in other
countries and cultures. She also used children’s literature and music to expand her students’
global awareness (Gaudelli, 2003; Hahn, 2001). Furthermore, through the integration of
music and social studies, the children’s home cultures were honored in a number of respects.
Social studies through World Musics: the gamelan orchestra.
In this interview excerpt, Michelle discussed using iTunes U to help her students learn about
music from Indonesia and to see and hear a gamelan orchestra.
MR: (When) it’s a piece of music from a different land, we use these kinds of
instruments – well, they’re still used in this other kind of music. And we’ll go on an
Internet search – and we found some little videos – some of the universities have
done a really good job of putting the iTunes U up there, little video clips from all
over. But it’s really – like, the kids saw a gamelan orchestra. … They’d seen a picture
of the instruments, but seeing a picture of it and listening to it – they didn’t really see
anybody playing it (before), and understanding why this was special, and (then) they
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saw it, in their ceremonial garb, and how they – you know, this was very, very special
to (Indonesian) culture. (October 20, 2009)
Social studies through World music: music of Chanukah.
In the following classroom vignette, Michelle taught the students about Chanukah
through music and movement. The students learned about the menorah with its candles
representing the eight days of Chanukah, and the dreidel, a small top used in a game that
children traditionally play during Chanukah.
“Some people don’t celebrate Christmas – they celebrate Chanukah,” Michelle explains to
the children. “On the first day of Chanukah, how many candles do they light?” “One,” reply the
children. “How many candles do they light on the second day?” “Two.” This continues until they get
to the eighth day and eight candles; Michelle explains that the ninth candle at the center is used to
light each of the other candles. “What happens on the eighth day is they celebrate by playing with a
dreidel,” Michelle says, holding up two dreidels as examples. “We’re not going to play the game
today,” Michelle tells the children. “but we’re going to learn the song today.” She points to the
Hebrew letters on the sides of one of the dreidels. “These are letters of the Hebrew alphabet – you
know how Spanish has letters and English has letters? These are letters for the Hebrew language
that they speak in a country far away across the sea.” Michelle then shows the children a chart
illustrating the four Hebrew letters on the sides of the dreidel and explaining what they represent in
the dreidel game. She explains how the game is played: first, each player gets ten to fifteen objects
(nuts, raisins, pennies, etc.) and contributes one to the “pot.” Players then take turns spinning the
dreidel and take the following actions according to the side the dreidel lands on:
Nun – Do nothing
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Gimmel – Take everything in the pot
Hay – Take half of what is in the pot
Shin – Put three back in the pot
Michelle turns on a CD recording of “I Have a Little Dreidel.” As the song plays, Michelle shows
the children a book with the words of the song and illustrations of the dreidel game.
I have a little dreidel/I made it out of clay
And when it’s dry and ready/My dreidel I shall play.
Oh dreidel, dreidel, dreidel/I made it out of clay
Oh dreidel, dreidel, dreidel/Then dreidel I shall play.
Michelle stops the CD player and asks, “What part repeated?” A girl sings out, “Oh dreidel,
dreidel, dreidel…” “Right!” replies Michelle. “What did he make the dreidel out of?” “Clay,”
answer the students. “What’s he going to do with the dreidel?” “Play with it.” Michelle teaches the
students the first verse and refrain by rote. Michelle picks up the book again, starts the song over on
the CD player, and sings the song as she shows the students the book. Following each of the three
verses, the students join in on the refrain. When the book and song are over, Michelle prepares to
introduce a simple dance for the song. “Can you stand up and make a circle? The first thing we’re
going to do is walk to the right – which way is right?” “That way,” responds a student, pointing in
the appropriate direction. Michelle sings and demonstrates the movements of each phrase:
Phrase 1 – circle right
Phrase 2 – spin in place
Phrase 3 – circle left
Phrase 4 – spin in place
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Once the children are familiar with the movements, they all perform the dance while singing a
capella. They then perform the dance a final time with the CD recording. (December 2, 2009)
Through learning about the dreidel game and song, the students came to a greater
understanding of the Jewish festival of Chanukah. Furthermore, the musical concepts of
form and repetition were explored through song and movement. Thus, music and
movement concepts were seamlessly interwoven into the lesson, successfully integrating the
social studies and music instruction.
Social Studies through children’s music and literature.
In this vignette, Michelle taught a traditional children’s song, “I’m a Little Teapot.”
She incorporated a children’s book with the traditional lyrics of the song as well as new
verses in which the teapot dreams of going on adventures to faraway places.
“I have a new song that’s all about a tea party,” Michelle tells the children. “Have you
ever been to a tea party?” One of the children begins singing “I’m a Little Teapot.” “You know all
of my songs!” Michelle remarks to the child. She picks up I’m a Little Teapot, a book with the
traditional lyrics of the song plus a number of new verses. Michelle begins to sing the traditional
version of the song as she shows the children the illustrations in the book. Some of the students who
know the lyrics join in. Michelle then puts the book down and sings the traditional song with
movements.
I’m a little teapot, short and stout/Here is my handle, here is my spout.
When I get all steamed up, hear me shout/Just tip me over and pour me out!
She teaches the song by rote for any students not yet familiar with it. Michelle then picks up the
book again, this time to sing the entire song with the book. In the new verses, the teapot imagines
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going on various adventures to places such as Spain, China, and England. Before each new verse,
Michelle stops to have the students make predictions. “What do you think the teapot will dream
about next?” she asks. “Hot chocolate,” replies a girl. Several other students offer their own ideas.
“I think he’s going to dream about riding a bicycle,” says Michelle. She turns the page and asks the
children, “What did he dream?” “He went on a boat!” the children exclaim. Michelle sings this new
verse for the children. “Where did he go?” she asks. “To China,” answer the children. “What did
he eat with?” “Chopsticks!”
Michelle turns the page: the illustration is of a bullfight. “They’re riding the bulls,”
comments a child. “Well, no, they’re not riding the bulls. Let’s see what happens.” She begins to
sing the lyrics on the page: “I’m a little teapot, si, señor.” After finishing the verse, Michelle asks,
“Where do you think they are if they’re speaking Spanish?” “Mexico,” responds a student.
Michelle asks, “Have any of your parents or grandparents been to a bullfight in Mexico?” Some of
the children share stories about bullfights.
Michelle turns to the next page. “Where do you think he’s going to go next?” “Outer
space!” exclaims a child. Michelle sings a verse about the teapot visiting outer space; then she stops to
allow the students to make predictions about where the teapot will go next. “On an airplane,”
suggests one child. “On a choo-choo train,” says another. Michelle turns the page again. “Where is
he now?” she asks. “A concert!” says a child. “Yes – they’re on a stage, dressed up in costumes,”
confirms Michelle. “But when they’re on the stage telling a story by singing, it’s called opera.”
Michelle sings the next verse, in which the teapot sails on a pirate ship. Michelle asks,
“Where is he going to go next?” “To Austin, Texas!” “To our school!” the children predict. “Raise
your hand if you think he’s going to come to Austin,” says Michelle. Some of the students raise their
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hands. “Let’s see where he went,” says Michelle, turning the page. “Horses! Dogs!” the children say.
“They’re going to go foxhunting in England,” explains Michelle. “That’s a country in Europe.”
Michelle describes foxhunting for the children, then sings the verse. She turns to the next page.
“Where did he go now?” The children, seeing trees and animals, begin offering suggestions: “The
forest.” “The zoo.” “Maybe it’s a zoo,” says Michelle. “I see lots and lots of animals… what’s
another place where there’s lots of animals?” She waits a few moments, and then says, “It’s a jungle.
There are a lot of plants and animals there.” Michelle turns to the next page: “Look, he’s back to
the house where he started!” Michelle sings another verse, in which the teapot thanks the reader for
sharing his dreams with him. When the original verse is repeated on the final page, the children sing
along with Michelle. (October 20, 2009)
Through use of this traditional children’s song and accompanying book, Michelle expanded
the children’s awareness of other lands, including Mexico, England, and China. She also
promoted their understanding of opera, outer space, and jungle life.
Honoring the children’s home cultures.
Michelle often used traditional African American, Latino/Hispanic, and Spanishlanguage songs and chants in classroom instruction, thus drawing upon students’ musical
and cultural traditions. Examples of traditional Latino and Hispanic songs and chants that
Michelle used in her instruction included “Que Lleva” and “Los Elefantes,” songs that drew
upon students’ musical traditions. One example of a way in which Michelle drew upon the
students’ musical and cultural traditions during classroom instruction was her use of an
African American play party song called “Tue, Tue.”
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“I’m going to teach you a game – it’s an African American game,” Michelle tells the
children. “The words aren’t English or Spanish – they’re going to sound kind of strange.” She
explains to the children that this is a song that was sung while planting rice. Michelle then
introduces “Tue, Tue.”
Tue, tue, barima tue, tue/Tue, tue, barima tue, tue.
Abofra ba a ma da wa da wa tue, tue/Abofra ba a ma da wa da wa tue, tue
Hey, barima! Tue, tue/Hey, barima! Tue, tue.
After singing “Tue, Tue,” Michelle asks the children, “Where did I not use my singing voice?”
When the students are uncertain, Michelle says, “Listen again – see if you can find out where I use
my singing voice and where I use my speaking voice.” Michelle sings the song again, and a child says,
“Hey, Barima!” “That’s right,” says Michelle. “I use my speaking voice for ‘Hey, Barima!’”
Michelle sings the song again, and this time the students join in on the spoken words “Hey,
Barima!”
“This time, echo me,” Michelle tells the children. “Repetir, por favor.” Michelle teaches
the song to the children by rote. Afterward, she tells them, “It’s a game – let’s stand up and make a
circle. Where’s our letter O today? …Listen, it’s a pattern.” She models the game movements for
the students: two pats, two claps, then two “air” claps (high fives with both hands simultaneously in
the air). Michelle sings the song while doing the movements, and the students follow along. After a
few more practice sessions, Michelle helps the students choose partners and form a circle with partners
facing one another. She then chooses a partner of her own and models how the air claps will now
become clapping their partner’s hands. Finally, all play the game, with many of the students joining
in with the singing.
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Michelle was also willing to learn songs and chants that her students brought to
school with them. One such chant was “El Reloj,” traditionally used at the celebration of
Dia de los Muertos.
MR: (O)ne of the traditional Hispanic (chants) – and I don’t – I have no idea what
… region it came from or whatever. … And this particular one is called El Reloj. And
it’s a story –
SA: Dia de los Muertos? Is that what —?
MR: It’s part of the Dia de los Muertos celebration for them, yes. Um – and it’s a
simple song about – what time is it? And when the clock is at each hour, the skeleton
does something different. … And it’s basically a rhyme. It’s not really music at all,
but it’s this rhyme, set to very complex rhythm, actually. It’s a fourth, fifth grade
rhythm. But yet, all the kids know it – they just don’t … they’re not aware of the
rhythm, per se. Um, anyway, but they all know it, from kindergarten on up.
Her willingness to learn such songs and chants from her students and to incorporate
those songs in classroom instruction was one way in which she honored their home cultures
in the classroom. Students were thus able to assume meaningful roles in the work of the
classroom through becoming a source of musical and cultural knowledge in their music
classroom (NAEYC, 2009).
Music and social studies: conclusions.
Michelle’s use of iTunes U to teach about the gamelan orchestra, her incorporation
of a Chanukah song to teach about the Jewish celebration of Chanukah, and her use of the
traditional song “I’m a Little Teapot” with the accompanying book and new verses were all
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ways in which Michelle integrated the social studies into her music instruction. Through each
of these activities, the children were able to learn about other places and cultures; this
fulfilled a requirement of the Texas Essential Knowledge and Skills for kindergarten social
studies instruction (Texas Education Agency, 2010). Furthermore, through interdisciplinary
inquiry that incorporated World music, children’s songs, and children’s literature, Michelle
provided her students with opportunities to develop their global awareness (Gaudelli, 2003;
Hahn, 2001). Finally, through the use of music from the children’s home cultures, the
children’s own musical and cultural knowledge was honored.
Music and Science
A fourth content area that Michelle integrated with musical instruction was science.
Michelle integrated a number of musical and scientific concepts, including vibration and
amplification. Other scientific concepts she integrated with her music instruction included
learning about the properties of the sun, moon, and stars, and observing weather conditions.
Of all the content areas, Michelle believed that science was the most difficult to integrate
with music instruction.
Musical and scientific concepts: vibration and amplification.
Michelle produces a tuning fork and explains how it works. “If I hit the tuning fork
against this table, it vibrates,” she explains. “The vibrations are what make the sound.” She then
demonstrates; the sound, however, is barely audible to the students. Michelle explains that she can
amplify the sound of the tuning fork by holding it against the chalkboard after striking it.
“Amplify means to make something louder,” Michelle clarifies. “Say that word after me.
Amplify.” “Amplify,” the students respond. Michelle then strikes the tuning fork on the table, and
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then places its handle against the chalkboard. As if by magic, the A-440 of the tuning fork fills the
room. “We call a musical sound like this a pitch,” says Michelle. “Now we’re going to use some
pitches and sing. What’s the weather like today?” “It’s raining,” reply the children. “We’re going to
sing ‘Rain, Rain,’” Michelle tells them. (September 22, 2009)
This tuning fork demonstration allowed Michelle to visually and aurally show the students
the scientific concept of how sound works through vibrations, what amplification means,
and the musical concept of pitch.
Science concepts: properties of sun, moon, and stars.
Michelle asks the children to share what they know about stars. One boy responds,
“They’re really far… they look like little spots but they’re really stars.” A second pipes up, “It’s
really hard to see them.” The children continue sharing: “At night we can see a lot of them.” “In the
daytime we can’t see any of them.” “They’re thousands of miles away.” Michelle responds, “That’s a
lot – how many zeros is a thousand?” “Three,” a child answers. “There’s tens of thousands of
stars,” another child says rather emphatically. ”Is the moon a star?” asks Michelle. “No,” reply the
children. “It’s like a banana,” says the first boy. “Is it like a banana all the time?” Michelle
wonders. “No,” chorus the children. “The sun is a star,” one clarifies. “You’re right – what star do
we see in the daytime?” Michelle asks. “The sun,” the children reply. “That’s right,” Michelle
answers. “It’s so bright it hides all the other stars in the sky.”
“Remember our friend the bunny?” asks Michelle. “He was going to sing a song for the
wishing star.” She sings, “Star light, star bright/First star I see tonight/I wish I may, I
wish I might/Have the wish I wish tonight.” A few students join her as she sings. She sings
the song again, this time leading the children in patting the steady beat. Michelle teaches the students
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the melody using neutral syllables (“loo, loo”). They explore singing the melody in different registers:
high (“baby” voices), then an octave lower (“grandpa” voices). She then teaches the song with the
words by rote, singing a phrase at a time with the students echoing each phrase. Michelle adds
movements and teaches them to the students in a similar fashion; finally, all sing the song with
movements. (January 26, 2010)
In this vignette, Michelle asked the children to share what they have learned in their
classrooms about stars as an anticipatory set for learning the song “Star Light, Star Bright”
and other musical activities including singing in high and low registers and keeping a steady
beat. The children were given an opportunity to describe properties of stars, the sun, and the
moon. This is one example of how Michelle incorporated science concepts into musical
instruction.
Science concepts: observing weather conditions.
As part of classroom instruction, Michelle often asked her students to identify or
describe the day’s weather (field notes, September 24, 2009; October 13, 2009; October 15,
2009; November 16, 2009; January 26, 2010). She generally incorporated this as part of vocal
warm-ups in the form of a musical conversation at the beginning of class:
10:18 The children enter the classroom and are seated. Michelle greets them by singing,
“Hello, boys and girls,” using the pitches so, la, and mi. “Hello, teacher,” the students sing back.
“How are you today?” Michelle asks. “We are tired!” the students respond truthfully. “What is the
weather like?” Michelle continues. “Raining,” sing the students. “I want a whole sentence,”
Michelle reminds them, now speaking. She models, singing: “It is raining.” She then tries again:
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“What is the weather like?” This time, the students sing, “It is raining.” “Is it cold?” sings
Michelle. “No, it’s not cold,” sing the students. (October 13, 2009)
Such activities allowed the students to observe weather conditions and to develop their skills
in conducting a musical conversation.

Thus, we see another way in which Michelle

incorporated science concepts within the context of musical instruction.
Science: “a little harder to integrate.”
As evidenced in the following interview excerpt, Michelle felt that science was
perhaps the most difficult content area to integrate with music instruction.
MR: Science, on the other hand – that’s a beast of a totally different (nature)
(laughs)… with the vocabulary and – just the concepts, I find it a little harder to
integrate into music, more than just the basic piggyback song … to get concepts
across. Like for example, they were doing fish – well, fine, I can do “Charlie Over
the Ocean,” and – you know, there’s different kinds of fish, but I’m not teaching the
parts of the fish … which is exactly what the science (class) is doing. Now they’re
doing snails, so we have “Snail, Snail,” but again, other than just the fact that I’ve
done the shell and in the movement game we make the trail of the snail – which is
one of the things they learn about, the mucus trail that he leaves. But I’m not
necessarily teaching the parts of the snail. … So it’s not a real … solid integration …
I think science – and science (is) one of our school priorities, so I’ve really tried to
look that direction a lot for connections. But it’s really – it’s hard. … Especially
dealing with ELL kids, because the science vocabulary is so advanced. … And it
doesn’t fit well into a lot of the piggyback songs! (laughter) You have to get more
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upper-level, harder – you know, as far as piggyback songs go – longer songs … for
the kindergarten kids than I would normally use for a piggyback song concept. So –
to me, science has been a difficult thing to integrate. (January 26, 2010)
Music and science: conclusions.
Michelle’s lessons about vibration and amplification and the properties of the sun,
moon, and stars as well as having the children observe weather conditions were all ways in
which she integrated science content with music instruction. Describing properties of
objects and observing weather changes are among the Texas Essential Knowledge and Skills
for kindergarten science instruction (Texas Education Agency, 2009). Despite her apparent
success in integrating these science concepts and skills with music instruction, she felt that
science, due to the difficulty of fitting advanced vocabulary words into piggyback songs, was
perhaps the most difficult content area to integrate.
Curriculum: Kindergarten Music Concepts
As discussed in an earlier section, it was evident in Michelle’s stated beliefs and
demonstrated practice that she strongly believed in the importance of maintaining the
integrity of the discipline of music when integrating instruction in the traditional core
content areas and kindergarten music instruction. This was seen in her focus on five key
musical concepts within the context of kindergarten music instruction: steady beat and
rhythm, pitch, dynamics, tempo, and timbre.
Steady Beat and Rhythm.
The primary musical concepts Michelle taught in her classroom were the strongly
interrelated concepts of steady beat and rhythm. The ability to keep a steady beat is
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recognized by many music educators as a crucial foundation for learning other musical
concepts and skills, particularly rhythm and tempo (see, for example, Carlton & Weikart,
1994; Gordon, 2003). As evidenced in the following interview excerpt, Michelle had
observed that this year’s group of kindergarteners were lacking in steady beat skills in
comparison with kindergarten groups from other years.
MR: This kindergarten group, for the first time in a long time, was really lacking in
beat, which gave me a big clue that nobody was reading to them at home, maybe
they hadn’t been rocked to sleep – all those things that happen as infants, and they
help develop that sense of beat. And these kids came in with such a lacking of that
sense – just in general, the group as a whole, more so than I’ve ever had in all my
years of teaching. So that was a real, “Whoo, okay! We’re going to spend a lot of
time doing … beat activities” – because it’s just not there. And I know if I don’t get
beat, I’m not going to get fast and slow, I’m not – so many (concepts) rely on it. …
And we’re getting better … but – they were very, very much below level than past
years. (January 26, 2010)
Thus, steady beat skills were a priority in Michelle’s classroom during the months I observed
in her classroom, while rhythmic concepts and skills were taught less frequently.

Steady beat.
In Michelle’s classroom, the children were able to practice their steady beat skills on
a daily basis (field notes, September 18, 2009 – January 26, 2010). Michelle provided the
children with opportunities to keep the beat using both locomotor and nonlocomotor
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movements (Carlton & Weikart, 1994) as they chanted rhymes or sung songs. Michelle also
evaluated each student’s steady beat skills individually on a regular basis.
Nonlocomotor movements.
Michelle provided the children with a wealth of opportunities to keep a steady beat
using nonlocomotor movements, or movements done in place with no full transfers of
weight in the feet (Carlton & Weikart, 1994). Typically, this involved having the children pat
the steady beat on their thighs as they chanted or sung. Songs and rhymes used for beat
keeping skills included “Rain, Rain, Go Away;” “Que Llueva;” “Ladybug, Ladybug, Fly
Away Home;” “Bee, Bee, Bumblebee;” “Bounce High, Bounce Low;” “Twinkle, Twinkle,
Little Star;” “Handy Dandy;” “Queen, Queen, Caroline;” “Two, Four, Six, Eight;” and “Star
Light, Star Bright.” Michelle also had the children keep the steady beat during listening
activities; for example, the children tapped the beat on rhythm sticks during the instrumental
section of a CD recording of “I Have a Little Dreidel” (field notes, December 2, 2009). The
children also performed other nonlocomotor movements to the beat.
After singing “Johnny Works with One Hammer,” Michelle tells the children, “Now
Johnny is so hungry – he went to the kitchen to make hot cross buns. Can you get your bowls?
What does he need to put in the buns?” “Flour… butter… milk… onions… lettuce,” respond the
children. “Got your spoon?” asks Michelle. Michelle and the children pretend to stir the dough with
a steady beat as “Hot Cross Buns” is sung. “Can you stir like a rabbit so we can hurry and put
them in the oven?” asks Michelle. They sing the song again and stir at a faster tempo. Michelle then
tells the children, “Get your rollers – we’re going to roll them out.” This time, they pretend to roll
the dough out with rolling pins as they keep a steady beat and sing. Next, they pretend to use cookie
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cutters to cut out the buns, again keeping the beat as they are moving and singing. (December 1,
2009)
In this way, the children were able to practice their steady beat skills using nonlocomotor
movements in a variety of ways.
Locomotor movements.
Michelle also provided the children with opportunities to practice their steady beat
skills using locomotor movements, or movements done using full transfers of weight in
personal or general space (Carlton & Weikart, 1994). For example, the children walked to a
steady beat as they sang “Sammy Sacket” (field notes, September 22, 2009) and as they
played the singing game “Sally Go ’Round the Sun” (field notes, November 3, 2009). They
also kept a steady beat using locomotor movements during other singing games.
“My friend the snail wanted to play the other day,” Michelle tells the children. “Our snail
this time is going to move,” she adds, pointing clockwise. She leads the children in singing “Snail,
Snail” as they hold hands and circle the room, walking to the beat. “Our circle has to stay nice and
round – see what a beautiful letter O you have,” says Michelle. As she begins the song again, she
drops hands with the child ahead of her and leads the line in a spiraling pattern. When the spiral is
“wound up,” she points around the spiral and remarks, “Look what we have – we have the house
of a snail!” She begins the song again and unwinds the spiral by walking in the opposite direction
until the children are once again in circle formation, now facing outside. (October 29, 2009)
Evaluating steady beat skills.
Michelle frequently evaluated the children’s ability to keep the steady beat while
chanting a rhyme or singing. One way she did this was by playing the game “Bee, Bee,
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Bumblebee.” In this game, the children sat in a circle. One child who was the “bee” held a
pointer, stood in the center of the circle, and pointed to each child around the circle while
keeping a steady beat (field notes, September 18, 2009). Another way she evaluated their
steady beat skills was by having the children point to steady beat icons during a chant or
rhyme.
Michelle places a heart magnet in front of the first of two rows of four umbrella diecuts on
the blackboard; these will serve as steady beat icons. She selects a student to point to the umbrellas,
keeping a steady beat as they sing “Rain, Rain, Go Away.” “I want to hear beautiful singing with
a daytime voice,” says Michelle. As they sing, the child at the board keeps the beat by pointing to
the umbrellas from left to right and top to bottom. After the song is over, the child at the board
selects the next child to come up and point to the beat icons. After two more students go to the board
to keep the beat, Michelle says, “I’m going to change the song.” She replaces the umbrellas with
balls, changes the song to “Bounce High, Bounce Low,” and the activity continues. (October 28,
2009)
Michelle also evaluated their steady beat skills using listening selections.
“I’m going to change it – this is too easy for you. I’m getting a lot of 4’s,” says Michelle,
meaning that nearly all of the students have been able to point the beat accurately as they sing
“Snail, Snail.” “I’m going to try a song you don’t know,” Michelle says. She asks the student who
is currently standing at the board to choose another student to come up for the next song. “This one’s
a long one – during the middle part we’ll choose someone new,” she explains. The child comes to the
front of the room; Michelle places nutcracker beat icons on the board and begins playing a CD
recording of the “March” from the Nutcracker Suite. Michelle has the children listen and pat the
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beat during the A section. During the B section, they hold their hands up and shake them. She
stops the CD to assist the child at the board. “Look up here,” she says. “It’s going to go faster than
the snails did.” She demonstrates, and the child tries again. “Would you come up here and point the
beat?” she asks another one of the children when that child’s turn is over. “I was watching him – he
didn’t miss a beat,” she remarks to the rest of the class. The boy goes to the blackboard and points
to the nutcracker icons, keeping the steady beat; he then chooses a new student to come up. While
waiting for their turns, the rest of the children pat the beat or show the beat in other ways.
(December 8, 2009)

Rhythm.
Although Michelle provided her students with opportunities to experience melodic
or word rhythm, these experiences were far less common than steady beat experiences. One
such experience occurred during a lesson that incorporated a Dia de los Muertos chant, “El
Reloj.”
As they chant “El Reloj,” the children who are holding drums play the rhythm of the
words on the last line of the chant: Tumba que tumba, tumba, tumba, tumba. Meanwhile, the
children who are the skeletons act out each verse. Michelle pauses at each new hour to have the
students say the correct time. After they have gone through the whole rhyme, the children switch
parts: the skeletons choose drums, and the students who gave up the drums are now skeletons.
(October 27, 2009)
In this way, the children were allowed to experience and play along with the word rhythm of
a chant.
Pitch.
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The second musical concept Michelle taught her students was musical pitch. Michelle
taught the children about musical pitch in a number of ways. These included incorporating
vocalizations, using high and low speaking voices, implementing songs which reinforced
concepts of high and low, and using kinesthetic movements performed specifically to
reinforce the children’s understanding of high and low.

Vocalizations.
One way in which Michelle taught the children about pitch was through
vocalizations in which the children were given opportunities to experience and create high
and low sounds.
10:21 a.m. “In about a week, it’s going to be October,” Michelle says to the children. “I
want all of you to make a noise like a ghost: oooooh!” The children echo Michelle, and she draws a
downward curving line on the blackboard. She models vocalizing a downward glissando as she traces
the downward curving line, and the children echo her. Michelle then continues the line upward, and
all vocalize an upward glissando. As Michelle continues drawing the line all around the board, the
students vocalize appropriately. (September 22, 2009)
“We’re going to go on a ride,” Michelle says to the children. “When I go to the fair, what
kind of ride do you think I like to ride on?” She places a roller coaster vocalization map on the
overhead projector. “I like to ride the roller coaster,” says Michelle. “What kind of sound should we
make? ‘Oh,’ ‘ooh,’ or ‘ah’?” “Ooh,” answers one of the children. Michelle traces the curves of the
roller coaster with her pointer, and the children glissando up and down. At the first hill, the
children’s voices go quite high. “Look at the first hill – did this hill go really high?” Michelle asks.
“No,” reply the children. Michelle explains that they should wait to get really high until the last
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hill. They begin the roller coaster again, becoming louder as they get higher. “This time, use your
nighttime voice all the way through,” says Michelle. The children do the roller coaster again, now
softer at the tops of the hills. Then Michelle tells the children, “Now let’s do it with our daytime
voices – that’s what I always use because I’m screaming!” (October 29, 2009)
In these two vignettes, the children vocally explore and create high and low sounds as
Michelle provides visual reinforcement through drawing upward and downward lines on the
blackboard or through the use of a vocalization map (the roller coaster).

High and low speaking voices.
Another way in which Michelle reinforced the musical concepts of high and low was
through using “grandfather” voices and “baby” voices, with the grandfather voice
corresponding to low musical pitches and the baby voice corresponding to high musical
pitches. In our culture, the word “low” is often used to denote a softer volume level, as in
the phrase “turn the radio down lower,” which can lead to confusion in the music classroom
when the concepts of high and low pitches are introduced. Using the grandfather voice to
correspond to lower pitches seemed to be effective in reducing this confusion (interview,
January 26, 2010). In the following classroom vignette, the children experience the concepts
of high through speaking with baby voices and low through speaking with grandfather
voices.
“There was an old man on the train – who do you think he was?” asks Michelle.
“Somebody’s dad,” responds a student. “He was kind of old – it was a grandfather, and he had a
very low voice,” says Michelle. Arpeggio the cat puppet models in a low speaking voice:
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Engine, engine, number nine/Going down the railroad line/If the train goes off the
track/Will I get my money back?
“And traveling with his grandfather was a little baby,” Michelle says in a high voice. “It started
raining.” Michelle leads the children in singing “Rain, Rain” using high baby voices. Michelle then
asks, “Now can you sing it like grandfather’s singing it?” The children respond by speaking the
rhyme using low voices. (December 1, 2009)

Kinesthetic movements to reinforce high and low.
Another rhyme Michelle used to reinforce the concepts of high and low pitch was a
rhyme called “Handy, Dandy, Riddledy Row.” This rhyme had an accompanying game with
kinesthetic movements designed to assist the children in acquiring a better understanding of
high and low.
10:50 a.m. Michelle asks the children, “Can you hold a button in your hand?” She
models clasping her hands together, holding an imaginary button in between them, and chants:
Handy dandy, riddledy row,
Which hand will you have, high or low?
Appropriately, on the word “high,” a high speaking voice is used and on the word “low,” a low voice
is used. Michelle then models the game: hands are clasped with an object (in this case, a button) in
between them and are then flipped back and forth with the beat. On the word “high,” she transfers
the button to one fist and raises one hand high; on the word “low,” the other fist is lowered. Michelle
calls upon a child to choose which hand is holding the button. After another practice round, Michelle
pairs up the students. The partners sit facing each other on the floor, Michelle distributes a unix
cube to each pair, and the game ensues. The child who is “it” does the motions with a cube hidden in
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her hands, and the second child guesses which hand is holding the cube at the end of the game. The
game repeats over and over again with partners switching roles after each round. (January 21,
2010)
Using a high-pitched voice on the word high and a low-pitched voice on the word low
in this rhyme was another way in which Michelle allowed her students to experience the
concepts of high and low and reinforce their understanding of high and low musical pitches.

Songs and kinesthetic actions reinforcing concepts of high and low.
Michelle also had the children kinesthetically show higher and lower pitches in songs
such as “Seesaw, Up and Down,” a song with a so-mi tone set.
Michelle leads the children in the song “Seesaw, Up and Down:” Seesaw, up and
down/In the air and on the ground. She has the children show the high and low sounds in the
song, placing hands on their shoulders for the higher pitch (so) and on their waist for the lower pitch
(mi). They sing the song and perform these motions several times, alternating between singing the
song with the words and singing it with the neutral syllable “loo.” Michelle then says, “This time I
want you to do the movement – I’m not going to do the motions. I want you to pat your shoulders for
the high sounds and your waist for the low sounds.” The children sing and show the high and low
sounds with varying degrees of accuracy. Michelle asks, “Can you show it with your knees this
time?” She models: stand straight on the higher pitch, bend knees for the lower pitch. They all sing
and perform these movements; next, Michelle sings with the children as they do the movements
independently. “Can you find a partner?” asks Michelle. The children join hands with a partner,
sing, and do the movements; this time, they are more accurate in showing the high and low sounds.
The children move back to their seats singing “Seesaw” once more. (November 10, 2009)
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“Seesaw, Up and Down” seemed an especially effective song for identifying high and low
pitches since the text reinforced the higher and lower pitches, with the word “up” sung on so
and the word “down” sung on mi. Michelle did similar activities using the song “Bounce
High, Bounce Low,” a song with a mi-so-la tone set. The text of this song also reinforced
higher and lower pitches, with the word “high” sung on la and the word “low” sung on mi.
Dynamics.
A third musical concept Michelle taught her students was that of dynamics, or louder
and softer sounds in music. Early in the year, Michelle had the students explore “nighttime”
(soft) voices and “daytime” (loud) voices, as seen in the following classroom vignette.
Michelle circles the classroom, distributing packets of cards to the children. The packets
each include one card with a picture of the sun and one card with a picture of the moon. “What did
I just give you?” she asks the children. “Cards,” respond the children. “That have what?” Michelle
asks. “The sun and the moon,” answer the children. “This is going to be a little test,” says Michelle.
“I’m going to sing for you. If I use my daytime voice, which card are you going to show me?” Almost
all of the students hold up their sun cards and reply, “The sun.” One student, however, holds up the
moon card. Michelle checks in with the child. “The moon?” she asks. “If I use my daytime voice,
you’re going to show me the moon?” The student puts down the moon card and holds up the sun
card. Michelle then asks the children, “If I use my nighttime voice, what card are you going to show
me?” “The moon,” chorus the students, holding up their moon cards. Michelle explains to the
children that they will pick up the cards and hold them over their hearts as she gives them each
example. The children place their cards on the floor face up. “Are you ever going to show me two
pictures?” Michelle asks the children. “No,” they respond. Michelle then begins to sing “Rain,
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Rain, Go Away” at a “daytime,” or forte, dynamic level. When she finishes singing, she prompts
the children, “Show me on your heart,” and repeats these directions in Spanish. The children pick
up the sun cards and hold them over their hearts. Michelle continues to the next examples: “Bee,
Bee, Bumblebee” at a daytime level, “Sammy Sackett” at a nighttime (piano) level, “Queen, Queen
Caroline” at a nighttime level. By and large, the students are successful, although Michelle does
correct a few students who respond incorrectly.
Then Michelle tells the children, “I’m going to be really tricky this time… let’s see if you
can figure it out.” She begins singing “Grizzly Bear” at a nighttime level, and the students hold up
their moon cards. On the final word of the song, however, she switches from singing voice to speaking
voice and from a nighttime voice to a daytime voice. The children quickly switch to the appropriate
card to show that the last word was at a different dynamic level. Michelle sings the next example,
“Bye Baby Bunting,” at a daytime level. “Is that the kind of voice we should use for that song?”
Michelle asks the children. “No,” the children answer. “We should use our nighttime voices.”
“Because it’s a what?” queries Michelle. “Lullaby,” reply the children. (November 3, 2009)
In this vignette, Michelle drew upon the children’s lived experience of using quiet voices at
nighttime and louder voices during the daytime as they learn to differentiate soft and loud
dynamic levels. In the following vignette, Michelle took the learning to the next level by
teaching the students the correct music terminology for soft and loud: piano and forte.
The children are engaged in a steady beat practice session with the song “Bounce High,
Bounce Low,” pointing to a row of four laminated ball icons on the board with the beat of the music.
Michelle places sun and moon magnets on the blackboard, corresponding to loud and soft dynamic
levels. “I’m going to give you a brand new word today – new palabras,” she tells the children. She
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writes the word “loud” on the board and asks, “What does that say?” The children sound it out
with Michelle assisting them. “In music, we write it like this,” she says, writing the musical symbol
for loud on the board: f. “That stands for forte – it means loud,” she tells the children, writing out
the word forte on the board. Michelle selects a child to come up to the board and tells him, “I want
you to sing “Bounce High, Bounce Low” forte – loud. Everybody, I want you to give him thumbs
up if he sings loud, thumbs down if he doesn’t.” The child sings the song and points to the steady
beat icons on the beat correctly, but does not sing particularly loudly. The class gives the performance
thumbs down. The boy tries again, singing louder; this time, he is given thumbs up.
Another student is now chosen to go to the board, and Michelle changes the magnet to the
moon. “I changed it – how are you going to sing it now?” asks Michelle. “Nighttime,” reply the
children. The child at the board sings at a nighttime dynamic level as she points the steady beat, and
the class gives her thumbs up. Beside the moon magnet, Michelle writes on the board: soft = piano
= p. Michelle helps the children sound out the word “soft” and then has them repeat the term
piano. “It’s like this,” she says, touching the digital piano. “This is one of those words that means
more than one thing. Piano is an instrument, and it also means soft in music.” Michelle then
continues the game, allowing the child at the board to choose a new child to come up. The children at
the board sing piano or forte as indicated while pointing the beat, and the class gives them thumbs up
or thumbs down. After a few more rounds, Michelle takes away the moon magnet, erases the words
soft and piano, and leaves the p symbol beside the steady beat icons. The child at the board sings
the song at the appropriate dynamic level, and the class gives him thumbs up. (November 10,
2009)
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Another way in which Michelle had the children explore soft and loud was with
songs, chants, rhymes, and the sung greetings at the beginning of class (field notes, October
28, 2009; October 29, 2009; December 8, 2009; January 26, 2010). Here, Michelle had the
children explore piano and forte dynamic levels during greeting time at the beginning of class.
Michelle sings, “Hello, boys and girls,” on so-mi-so-so-mi. “Hello, Teacher,” respond the
children, echoing her melody. Michelle continues the activity, singing or speaking using a variety of
pitch and dynamic levels: baby voice, grandpa voice, grandpa/piano, grandpa/forte, and so on,
stopping after each one to have the children identify whether she sang high, low, piano, forte, or some
combination thereof. “What’s our special word for loud?” asks Michelle. “You remembered the
word for soft – it’s piano.” When the children are unable to recall the new term, Michelle writes on
the board: Loud = forte and has the children repeat the words after her. Michelle then continues
the activity, with the students identifying high, high/forte, and so on. (January 12, 2010)
Tempo.
A fourth musical concept Michelle taught in her kindergarten classroom was tempo,
or the speed of the beat. Primarily, Michelle had the students experience various tempi
through speech and movement activities. A second way in which Michelle had the students
experience and learn about tempo was through listening and movement activities.

Speech and movement.
In the following vignettes, Michelle leads the children in experiences with various
tempi through speech and movement.
Michelle transitions to “Hot Cross Buns.” She pantomimes holding a large mixing bowl
and asks, “What do we need to make hot cross buns? We need flour, milk, eggs – we’re going to
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crack the eggs.” She pantomimes each of these actions as she speaks. “And we need cinnamon –
what else?” “Chocolate!” a student calls out excitedly. “You want to make chocolate hot cross buns?
Okay.” Again, she pantomimes adding each ingredient. Michelle begins to sing:
Hot cross buns/Hot cross buns/One a penny, two a penny/Hot cross buns.
As she sings, all mime stirring the ingredients into dough, staying with the beat of the song. “Now
we need to roll out our dough,” says Michelle. She and the students mime rolling out the dough with
a rolling pin, keeping the beat as they sing. Then Michelle exclaims, “Oh – we’d better hurry and
roll it out faster!” She leads the children in singing and rolling out the “dough” at a faster tempo.
(October 6, 2009)
“Somebody over here is singing so pretty – I like that!” Michelle comments. “When I went
on vacation, I ate a lot of food, but then I helped my dad – we worked with hammers.” Michelle
imitates hammering using a mallet on a wooden tone block. “How many hammers does Johnny
work with?” she asks. “Five!” respond the children. They spread out on the floor and extend their
legs in front of them to do the movements for “Johnny Works with One Hammer.” “Got your
hammers?” Michelle asks. “Are you ready? We’re going to start with one hammer – choose
whichever hammer you want,” she says, indicating that they may start with a hand, a foot, or their
heads. Michelle leads the children in singing and moving to the song, stopping to have the children
identify what number of hammers is coming in the next verse. Then Michelle says, “Poor Johnny is
so tired – he has so much work to do! Can you do it like he’s tired?” Michelle and the children sing
and move to the song again, this time at a slower tempo. (December 1, 2009)
Michelle leads the children in the rhyme “Bee, Bee, Bumblebee.” As they speak the chant,
they move their arms to the beat as if they were wings. Michelle poses various scenarios to allow the
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children to experience different tempi, pitch levels, and dynamic levels: high voices for baby bees on
their way to school; a fast tempo and high voices for baby bees who are late for school; high, piano
voices for baby bees sneaking into class late; low, forte voices for a grandfather bee looking for the
baby bees; and low, loud, and fast voices when Grandpa bee is in a hurry to meet the baby bees’
teacher. (January 26, 2010)

Listening and movement.
A second way in which Michelle promoted the children’s growth in understanding of
tempo was through listening and movement experiences. In the following vignette, Michelle
provides the children with an opportunity to experience different tempi through listening
and movement and teaches the children the standard musical terms for a slow tempo and for
a faster tempo.
“I’m going to give you 2 new words today,” Michelle tells the children. She turns and writes
the words Slow and Largo on the board, placing a laminated turtle icon over the word Largo.
Michelle has the children repeat the word Largo and its meaning. She then writes Fast and
Andante on the board, placing a laminated rabbit icon over the word Andante, and once again
has the children repeat the musical term after her and state its meaning.
Michelle then selects one child from each Velcro color row to lead the “trains” and assists
each row of students in forming the trains, reminding them to place their hands on the shoulders or
waist of the child ahead of them. Once the trains are ready, Michelle starts a CD recording of an
orchestral arrangement of the African American spiritual “Train is A-Comin’”. “You need to go
with the speed of the train,” Michelle tells the children. “It’s either going to go largo or andante.”
The children walk in train formations around the room as the music plays with Michelle playing a
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hand drum to reinforce the beat of the music. The tempo of the music is largo at the beginning of the
piece, soon picking up to andante. One of the train leaders hears and responds to the tempo change
by walking faster.
Michelle stops the CD. “Everyone be your own train – show me what happens to the
train,” she says. “The blue team’s train is the only one that knew – how did your train change?”
she asks. After the blue team’s train leader mulls this over briefly, her team assists her in identifying
that the tempo became faster. Michelle plays the music once again, but this time has the children stay
in place, moving their arms like train wheels with the beat and responding to the tempo changes
accordingly. (January 26, 2010)
In this way, the children were able to experience and respond to changes in the tempo of the
music and learn the formal musical terms for slow and fast tempi.
Timbre.
A fifth musical concept that Michelle taught her kindergarten students was timbre,
which refers to the distinguishable characteristics of a musical sound. In the following
vignette, the children hear and respond to changes in vocal timbre.
Once the students are secure in singing “Witch, Witch,” they form a circle and chant “Bee,
Bee, Bumblebee” to select the child who will be the first “witch.” The witch walks around the circle
while all sing the first two phrases of the song. The witch then must sing “Are you my children?”
independently. If the witch does this with a pleasant singing voice, the other children respond, “Yes,
ma’am.” If the witch uses a “monster” speaking voice, the other children loudly say, “No, you ugly
old witch!” and fall to the carpet. (October 15, 2009)
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Another way in which Michelle provided the students with experiences in hearing
various types of timbre was by having them distinguish between speaking voices and singing
voices (field notes, September 24, 2009; October 15, 2009; November 10, 2009; January 12,
2010). In the following vignette, the children practice identifying and using normal speaking,
whispering, outside (shouting), and singing voices.
“Hello, boys and girls,” Michelle sings on so-mi. “Hello, teacher,” respond the children,
speaking loudly rather than singing. “Oh, that was not your singing voice. Can you use your singing
voice?” asks Michelle. This time the children echo Michelle’s singing voice: “Hello, Teacher.”
Michelle then whispers, “Hello, boys and girls.” The children whisper back, “Hello, Teacher.” “I’m
using my whispering voice,” Michelle explains. “I don’t want to wake up my baby.” Michelle points
to a Big Book set on a stand with pictures of children using whispering, outside, normal speaking,
and singing voices. She then calls on two children to identify the child who is using his whispering
voice. Once they have identified the correct picture, she places a sentence strip with the words
“Whispering voice” over the picture.
“What about this voice? When do we use this voice?” Michelle asks in her louder, outdoor
speaking voice. “When we’re outside,” answer the children. “This is my outside voice and my danger
voice,” says Michelle. “It is my shouting voice.” A child is called forward to identify the picture of
the child using her shouting or outside voice, and Michelle places another sentence strip on this
picture so that it is now labeled “Shouting voice.” Next, Michelle sings, “Now I have my special
voice, I use it all day. What am I doing?” using a so-mi-la tone set. “What voice am I using?” she
asks again, now speaking. When the students are uncertain, Michelle holds up a sentence strip
labeled “Singing voice” and assists the students in reading the words. Another child comes up to
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identify the picture of the child who is singing, and the picture is labeled with the sentence strip.
“What voice is left?” Michelle questions the children. With some assistance from Michelle, the
children identify that the normal speaking voice is the one still left, and the picture of a child using
his speaking voice is labeled appropriately. (September 24, 2009)
Summary: Kindergarten Music Concepts
As evidenced in the above vignettes and interview excerpts, Michelle’s demonstrated
practice clearly supported her statements of strong belief in the importance of maintaining
the integrity of the discipline of music when integrating instruction in the traditional core
content areas and kindergarten music instruction (interview data, January 26, 2010). Through
her focus on steady beat and rhythm, pitch, dynamics, tempo, and timbre, Michelle upheld
the disciplinary integrity of music even as she integrated musical instruction and concepts
from reading/language arts, mathematics, social studies, and science in her instruction.
Classroom activities consistently supported learning in both music and the traditional core
content areas.
Curricular Integration: Instructional Rationale
Michelle’s instructional rationale for curricular integration was grounded in several
teacher beliefs. First, she believed that music and the traditional core content areas,
particularly reading/language arts and mathematics, are indelibly interwoven, as evidenced in
the following interview excerpts.
MR: I think music is – music is so much reading and math. I mean, an incredible
amount. … like, I taught accent mark. Well, to the kids – “Oh! It’s a greater
than/less than sign.” … “Yes, you’re absolutely right, it is.” But you know, they just
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had that in math. We draw it the exact same way, but in music it means that the
sound is more than that (other) sound. (October 20, 2009)
SA: My first question for you is, has your support and participation in this research
project spurred you to think more in depth about the integration of music and other
content areas?
MR: Um – I have to say that, yes, it has. It’s kind of a no-brainer to integrate music
into language arts and math. They really go hand-in-hand … (January 26, 2010)
MR: I do not believe that you can teach music for music’s sake … I just don’t believe
that that – it doesn’t exist in the world on its own. And because of that, I think you
have to preserve its integrity, because it does have its rightful place, but it is so – just
the nature of the beast. It is literacy, and it is mathematical … It’s sound over time –
without those other two components, I just honestly can’t say that it would really
exist … It’s – music and math and literacy are just, I mean, to me they’re just
together. (January 26, 2010)
Michelle also believed strongly in the importance of honoring each content area
within the context of interdisciplinary instruction.
MR: I’m trying to (develop) a thoughtful, well-planned out curriculum that not only
honors concepts and skills of music, and the materials and tools that I use there, but
also the concepts and skills of the area that I’m trying to integrate, whether it be
language arts or math or science or social studies … to me, it needs to honor both
(content areas) in order for it to be a true integration … I think that (this project has)
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made me kind of look back and try to make something more deep so that it becomes
a real solid learning experience for my kids. (January 26, 2010)
MR: I think everybody has realized it has to be – integration is here to stay, it’s got to
be there, and it has to be well developed so that it can honor the content and
materials of each of the content – curriculum areas. (January 26, 2010)
Furthermore, Michelle believed that the integration of content areas is essential to
the development of the whole child. She noted that often, the children were making
connections from music to other content areas on their own.
MR: I don’t know that (my views about integration have) changed. I think
integration is a necessary component. I believe – the child has to have a whole
education. … And I think to be a well-developed individual, the child has to have
everything … that you have to integrate. … It cannot be taught in isolation, nothing
can be. I don’t care what it is – if it’s the math teacher teaching math, or the science
teacher teaching science. … I get excited because the kids will (say) – “Oh, that was
just like math,” or, “You know what, our teacher said” – you know, when I’ll
introduce a concept or a rhyme, or “Oh, we had that in language arts,” or, “That
reminds us of that other song or chant.” … But it’s funny because the kids
themselves will (say) … “Oh, we did that in class today!” … So – the kids will make
the connections. (January 26, 2010)
In the following interview excerpt, Michelle underscored that one of her purposes in
integrating instruction in music and the TCCAs was to educate her students in the most
appropriate manner possible, akin to Nelson Goodman’s (1978) notion of “rightness of fit.”
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SA: What beliefs about teaching music to young children drive your desire to
integrate instruction in music with other content areas, particularly with your
kindergarten students?
MR: Well, I have to look at what my purpose is. My purpose is basically to educate
my kids … I think I’ve come to learn – to understand that sometimes it’s more
appropriate to teach in music, sometimes it’s more appropriate to teach about music,
and then sometimes it’s more appropriate to teach through music (emphasis added).
(January 26, 2010)
Here, Michelle shared her initial apprehension concerning the implementation of
curricular integration. She then explained her subsequent recognition that she unconsciously
integrated the content areas more frequently than she realized, and, moreover, that her
students were often making connections between mathematics and music on their own in
the form of recognizing patterns in songs, rhymes, movement, and the like.
MR: I was kind of – a little intimidated (about this project) at first, I have to admit.
Because I was thinking, “Me, integrate? I don’t really integrate.” (laughter) But I think
I do. … A lot of times it’s a real unconscious – and sometimes, I’ll catch myself,
because the kids will tell me, “Oh, that’s a pattern!” (January 26, 2010)
Finally, Michelle’s second stated purpose for offering integrated instruction to her
students was that it helped to make learning “solid” or “a complete picture” for the students,
enabling them to independently make connections between the disciplines.
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SA: All right, well, my first question is, do you believe that instructional approaches
that integrate traditional core content areas such as – which I’m specifying as
reading, mathematics, social studies, and science – and integrating these (?) with
music, do you think that that is beneficial to young children?
MR: Absolutely.
SA: How so?
MR: I really think it makes it a complete picture for the kids. … A lot of times I’ll be
teaching in class, all of a sudden – “Oh! That’s just like math!” … So the kids
themselves are making the connections. (October 20, 2009)
MR: I really think it makes solid for the kids and their understanding. And in this day
and age, they have to realize everything is so interrelated. I mean, it’s – it’s really,
really, truly a small world. (October 20, 2009)
MR: (Integrated instruction) produces the best learning experiences. … It makes it
solid – the kids remember. (January 26, 2010)
Thus, Michelle’s instructional rationale for curricular integration was rooted in
several beliefs. First, she believed that that music and the traditional core content areas,
particularly reading/language arts and mathematics, cannot be taught in isolation from one
another. Second, she believed strongly in the importance of honoring each content area
when integrating music and TCCAs. Third, she believed that the integration of content areas
was essential to the development of the whole child. Michelle’s stated purpose or rationale
for integrating music and the core content areas was that it allowed her to educate her
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students in the most suitable manner and that it made learning “solid” or “a complete
picture” for the students.
Summary: Instructional Strategies, Techniques, and Rationale
In this section, my stated purpose was to provide findings regarding the third
research subquestion: What are the music specialist’s instructional strategies, techniques, and
rationale for integrating traditional core content areas and kindergarten music instruction? I
will now summarize what the data revealed regarding Michelle’s instructional strategies,
techniques, and rationale for curricular integration in the kindergarten music classroom. Data
analysis revealed that Michelle integrated four traditional core content areas (TCCAs) with
kindergarten music instruction: reading and language arts (RLA), mathematics, social studies,
and science. First, Michelle integrated a number of age-appropriate RLA concepts and skills
in her kindergarten music instruction. This included the incorporation of children’s literature
and children’s rhymes and chants in her instruction. A second content area that Michelle
integrated with music instruction was mathematics. This included opportunities for children
to develop their counting skills and to enhance their understanding of a variety of
mathematical concepts, including number concepts, monetary concepts, and time concepts.
A third content area Michelle integrated in her instruction was the social studies. Michelle
used World Musics to promote her students’ understanding of life in other countries and
cultures and children’s literature and music to expand her students’ global awareness.
Moreover, through the integration of music and the social studies, the children’s home
cultures were honored. A fourth content area that Michelle integrated with musical
instruction was science. Michelle integrated a number of musical and scientific concepts in
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kindergarten music instruction, including sound vibrations and amplification. Other
scientific concepts she incorporated with music instruction included learning about the
properties of the sun, moon, and stars, and observing weather conditions.
It was evident in Michelle’s stated beliefs and demonstrated practice that she strongly
believed in the importance of maintaining the integrity of the discipline of music when
integrating instruction in the traditional core content areas and kindergarten music
instruction. This was seen in her focus on five key musical concepts within the context of
kindergarten music instruction: steady beat/rhythm, pitch, dynamics, tempo, and timbre.
Through this focus, Michelle upheld the disciplinary integrity of music even as she integrated
musical instruction and concepts from reading/language arts, mathematics, social studies,
and science. Classroom activities consistently supported learning in both music and the
traditional core content areas.
Finally, Michelle’s instructional rationale for curricular integration was grounded in
several beliefs about teaching. First, she believed that that music and the traditional core
content areas, particularly reading/language arts and mathematics, are inextricably linked and
cannot be taught in isolation from one another. Second, she believed in the importance of
honoring each content area within the context of interdisciplinary instruction. Third, she
believed that the integration of content areas was essential to the development of the whole
child. Michelle’s stated purpose or rationale for integrating music and the core content areas
was that it allowed her to educate her students in the most suitable manner possible and that
it made learning “solid” or “a complete picture” for the students. In Chapter V, I will discuss
the results reported in this chapter through examination of their connections to the
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theoretical framework and the research base presented in Chapter II. Implications for
classroom practice and suggestions for future research will also be discussed.
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V: Discussion and Conclusions
…teaching in many ways is more like playing in a jazz quartet than following the score of a marching band.
Knowing when to come in and take the lead, knowing when to bow out, knowing when to improvise are all
aspects of teaching that follow no rule, they need to be felt. Much of good teaching is like that.9

9

Eisner, 2002b, p. 382.
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Introduction
Elliot Eisner has called for studies that seek to answer the question “What do
teachers of the arts do when they teach and what are its consequences?” (2002a, p. 215). The
purpose of this chapter is to provide a discussion of the findings related to what one music
specialist does when she teaches; specifically, how she integrates instruction in music and
instruction in the traditional core content areas (TCCAs) and to investigate the strategies,
rationale, understandings, and perceptions that enable her to do so. Discussion of the
findings will identify the teacher knowledge, skills, and beliefs that the music specialist draws
upon as she integrates the traditional core content areas in the kindergarten music classroom;
the music specialist’s understandings and perceptions concerning the preservation of the
integrity and intrinsic value of music in a context of interdisciplinary instruction in which
traditional core content areas and kindergarten music instruction are integrated; and the
music specialist’s instructional strategies, techniques, and rationale for integrating traditional
core content areas in the kindergarten music classroom. Implications for classroom teachers
and music specialists as well as implications for future research will be examined.
Summary of the Study
The purpose of this research study was to examine the instructional strategies,
rationale, understandings, and perceptions of an elementary music specialist, Michelle
Roberts, regarding the integration of traditional core content areas in the kindergarten music
classroom. In this study, I have sought to scrutinize the distinctive characteristics and refined
details of Michelle’s teaching through Elliot Eisner’s notions of educational connoisseurship
and criticism and through his conceptualization of educational research and practice as art.
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Educational philosophers including John Dewey and Elliot Eisner have called for the use of
instructional methods that are holistic, grounded in experience, and interdisciplinary in
nature (Dewey, 1938/1998; Eisner, 1998, 2002). Moreover, a number of early childhood
educators and researchers have stressed the importance and pedagogical efficacy of using
interdisciplinary, holistic instructional approaches with young children (Bredekamp &
Copple, 1997; Fisher & McDonald, 2001; Gardner & Boix-Mansilla, 1994; Jacobs, 1989;
National Association for the Education of Young Children, 2009; Olson, 2003; Purnell, Ali,
Begum, & Carter, 2007; Rowe, 1998; Snyder, 2003; D. Wiggins, 2007). The Kodály Method
of music education appears to lend itself to the incorporation of such interdisciplinary,
holistic instructional approaches (Olson, 2003). Such approaches have the potential to create
space for a humanizing education in the early childhood classroom.
This qualitative research study was conducted at Wildflower Elementary, a public
elementary school in a large, urban district in Texas, between September 18, 2009 and
January 26, 2010. The subject was Michelle Roberts, a White female with nearly 25 years of
teaching experience. She was selected through purposive sampling due to the fact that she
had previously established integrated instruction in music and the TCCAs at the kindergarten
level. Data sources included classroom observations, examination of instructional artifacts,
and semi-structured interviews. I visited the music classroom one to three times weekly for a
total of twenty observation sessions, writing field notes and analytic memos regarding
classroom observations and instructional artifacts in order to begin identifying and
developing analytic themes while still in the field. Two interviews were digitally recorded and
transcribed using a computer with audio recording capabilities, transcription software, and
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word processing software. The use of literary narrative, metaphor, and vivid imagery within
the process of qualitative analysis served as my primary guidelines as I analyzed the data and
wrote the research report.
Findings
Michelle Roberts is an outstanding music specialist who effectively integrates the
TCCAs and kindergarten music instruction: reading and language arts, mathematics, social
studies, and science. In a typical day’s lesson, Michelle wove a story which, as it was told,
knit each of the day’s activities and concepts into a seamless whole, much as a composer
uses a recurring theme to weave a symphony into a coherent form. Lessons generally
focused on the kindergarten music concepts of rhythm and steady beat, pitch, tempo,
dynamics, and timbre. All lessons integrated at least one of the traditional core content areas,
most commonly reading/language arts. I now turn to the findings regarding the research
subquestions.
Subquestion #1
I will first address the findings regarding the first research subquestion: What teacher
knowledge, skills, and beliefs does the music specialist draw upon as she integrates the
traditional core content areas and kindergarten music instruction? Following analysis of data
from interviews, classroom observations, and instructional artifacts, three distinct types of
teacher knowledge which Michelle drew upon when integrating the traditional core content
areas and kindergarten music instruction emerged. These included practical teacher
knowledge (Bresler, 1994; Clandinin, 1985, 1986; Cochran-Smith & Lytle, 1999; Connelly,
Clandinin, & He, 1997; Eisner, 2002b; Elbaz, 1983; Fenstermacher, 1994; Russell & Munby,
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1992), craft knowledge (Grimmett & MacKinnon, 1992; Leinhardt, 1990; Shulman, 1987;
Zeichner, Tabachnick, and Densmore, 1987), and knowledge of students (Eisner, 2002b;
Elbaz, 1983; Grimmett & MacKinnon, 1992; Shulman, 1987; Verloop et al., 2001; Wilson &
Berne, 1999). First, it was evident that practical teacher knowledge was deeply embedded in
Michelle’s daily practice. Second, it was apparent that Michelle applied craft knowledge as
manifested through pedagogical content knowledge and pedagogical learner knowledge.
Third, she possessed a strong knowledge of her learners.
Practical knowledge, first of all, was profoundly grounded in Michelle’s daily practice.
This was evidenced through her ability to draw upon the students’ lived experience
(Connelly & Clandinin, 1990) to teach musical concepts. For example, she drew upon their
understanding of night and day to assist their understanding of soft and loud dynamic levels.
Furthermore, to teach her students the difference between high musical pitches and low
musical pitches, she drew upon the students’ everyday knowledge of baby voices and
grandfather voices. Second, it was apparent that Michelle applied craft knowledge as
manifested through pedagogical content knowledge and pedagogical learner knowledge
(Grimmett & MacKinnon, 1992). She demonstrated her pedagogical content knowledge, for
example, by using the hills and valleys of the rollercoaster to correspond to high and low
pitch levels when teaching about musical pitch. Her pedagogical learner knowledge was
evidenced through her use of narrative storytelling during her lessons, which added elements
of language and literacy in the context of musical instruction. Third, Michelle possessed a
strong knowledge of her learners. This was evidenced through her incorporation of folk
music from her children’s home cultures in classroom instruction. It was also apparent in her
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understanding of her learners’ needs: knowing, for example, that her current crop of
kindergarteners might need extra steady beat work that year.
Skills Michelle drew upon in classroom instruction included skills regarding
communication and people, as well as skills regarding adaptability and ingenuity (Fives &
Buehl, 2008). She demonstrated skill regarding communication and people in her ability to
communicate effectively with her students and their families. For example, through
incorporating music of her students’ home cultures, she communicated to the families of her
students that she valued her students and their cultures. She also demonstrated skill in
adaptability and ingenuity in her dealings with both colleagues and students.
Beliefs manifested through Michelle’s practice included content or subject matter
beliefs (Kagan, 1990; Richardson, 1996), beliefs regarding teaching and pedagogy (Buehl &
Fives, 2009; Kagan, 1992; Raths, 2001), and beliefs concerning students (Kagan, 1990, 1992).
Michelle’s content matter beliefs included a belief that development of knowledge and skills
in core content areas and in music can effectively complement one another. An example of
Michelle’s beliefs regarding teaching and pedagogy was a strong belief that content
integration is beneficial for young children. Her beliefs concerning her students were deeply
rooted in the Kodály Method; she strongly believed in the efficacy of the child
developmental nature of the Kodály philosophy (Choksy, 1988; Landis & Carder, 1972).
Through her ability to draw upon her unique combination of knowledge, skills, and beliefs in
making qualitative judgments in her daily work, Michelle demonstrated artistry (Eisner,
2002b), much in the same way a composer draws upon her musical knowledge and skills and
her beliefs about the world when composing a concerto.
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Subquestion #2
Let us now examine the second research subquestion: What are the music specialist’s
understandings and perceptions concerning the preservation of the integrity of the discipline
of music and the intrinsic value of music when traditional core content area instruction and
kindergarten music instruction are integrated? Data analysis revealed that first of all,
Michelle’s stated beliefs and demonstrated practice strongly evidenced a belief in the
importance of maintaining the disciplinary integrity of music when integrating instruction in
the TCCAs and kindergarten music instruction (Barrett, 2001; Snyder, 1996, 2001; R. A.
Wiggins, 2001). Data from classroom observations and interviews revealed that music was
always at the forefront of Michelle’s instruction, even when she integrated the traditional
core content areas.
Second, analysis of interview data revealed that although Michelle believed in the
importance of maintaining the disciplinary integrity of music when integrating content areas,
she did not believe in teaching music for music’s sake. For Michelle, music instruction was
inextricably interwoven with other content areas, especially reading/language arts and
mathematics. Analysis of data from Michelle’s classroom practice and from instructional
artifacts supported her stated belief that music instruction cannot be separated from
instruction in the traditional core content areas.
Indeed, some music educators and philosophers agree that music should not be
taught for music’s sake or that both aesthetic and utilitarian rationales should be embraced
by music educators (see, for example, Leonhard, 1985; Phillips, 1983, 1993; Regelski, 2005;
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Snyder, 1997). They argue that to “say that ‘the primary justification for music education is
its intrinsic, inherent value’ is to take an elitist position” (Snyder, 1997, p. 11). They contend,
as did Michelle (interview data, January 26, 2010), that it is not possible to teach music and
the arts as isolated subjects. Phillips writes: “…art does not exist on its own but is tied to
reality because it deals with reality … and is used in reality. So if art exists for art’s sake, it
separates itself from reality and is easily dismissed” (1993, p. 55). The position that music
should be taught for music’s sake, they contend, can lead to an anti-arts bias in those unable
to participate in the arts and perhaps even to the elimination of arts programs if they are
perceived by school board members and administrators to be peripheral to the central
mission of the school. Moreover, music programs are more likely to be supported by school
board members and administrators if willingness exists to broaden the music program
beyond “music for music’s sake” and to embrace both utilitarian and aesthetic rationales for
teaching music.
On the other hand, there are renowned music educators and philosophers who have
made compelling arguments that music should be taught for music’s sake (see, for example,
Reimer, 2003; Stewart, 1997; Thomas, 1998). They argue that the intrinsic and inherent value
of music should be the primary justification for music education and believe that the study
of music enriches the curriculum through providing added and varied insights to those
obtained through the study of the traditional core content areas (Jorgensen, 1994). Stewart
writes:
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While the information about music's ability to improve nonmusical learning may be
useful, I caution against allowing it to draw us in to using it as the principal
justification for including music in our curriculums. When we look into the faces of
our students and when we face parents, administrators, and school board members,
let's not forget that we teach music first and foremost for music's sake--for its beauty
and power. (1997, p. 10)
Let us also recall Eisner’s caution regarding the use of instrumental or utilitarian rationales
for arts education:
What instrumental justifications … do is to legitimate the marginal position assigned
to the arts by those looking for such justifications. When arts educators accede to
their expectations it’s a way of saying, “You’re right, the arts are not really important
in their own right, their importance is located in their contributions to more
important subjects.” (1998, p. 95)
There is a strong case to be made, then, for an aesthetic rationale for music education: for
the arts and music to be taught for their own sake, for their inherent value, for their
magnificence and power and beauty. Michelle’s stated lack of belief in the notion that music
should be taught for music’s sake, then, might well draw criticism.
Subquestion #3
I now turn to the findings regarding the third research subquestion: What are the
music specialist’s instructional strategies, techniques, and rationale for integrating traditional
core content areas and kindergarten music instruction? Regarding her instructional strategies
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and techniques, analysis of field notes from classroom observations and instructional
artifacts and analysis of interview transcripts revealed that Michelle did in fact integrate the
TCCAs with kindergarten music instruction: reading and language arts, mathematics, social
studies, and science; indeed, she did so during each one of my classroom observations.
Strategies for integrating reading and language arts included the incorporation of children’s
literature, rhymes, and chants, which provided the children with opportunities to develop
print awareness and other prereading skills. Mathematics was integrated through the
incorporation of number concepts including counting skills and concepts regarding money
and time. The social studies were integrated through the use of World Musics, which helped
to promote her students’ understanding of life in other countries and cultures. She also used
children’s literature and music to expand her students’ global awareness and incorporated
music of the children’s home cultures. Strategies for incorporating science included the
integration of a number of musical and scientific concepts, including sound wave vibration
and amplification. Other scientific concepts she integrated into her music instruction
included learning about the properties of the sun, moon, and stars, and observing weather
conditions.
Regarding her instructional rationale for integrating music and the core content
areas, Michelle stated that it allowed her to educate her students in the most suitable manner
possible, akin to Nelson Goodman’s (1978) notion of “rightness of fit,” and that it made
learning “solid” or “a complete picture” (interview data, October 20, 2009) for the students.
Data analysis from classroom observations and interviews revealed that Michelle’s
instructional rationale for curricular integration was rooted in three beliefs about teaching
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(Buehl & Fives, 2009; Kagan, 1990, 1992; Raths, 2001; Richardson, 1996). First, she believed
that music and the traditional core content areas, particularly reading/language arts and
mathematics, are indelibly interwoven. Second, Michelle believed strongly in the importance
of honoring each content area within the context of interdisciplinary instruction. Third,
Michelle believed that the integration of content areas in classroom instruction was essential
to the development of the whole child. Although initially apprehensive concerning the
implementation of curricular integration, she soon recognized that she integrated the content
areas more frequently than she had previously realized, and, moreover, that her students
were often making connections between content areas on their own.
Conclusions
In conclusion, I turn to the overarching research question: What are the music
specialist’s rationale, understandings, and perceptions regarding the integration of the
traditional core content areas and kindergarten music instruction? Following analysis of data
from classroom observations, interviews, and instructional artifacts, I have drawn the
following conclusions concerning the music specialist’s rationale, understandings, and
perceptions regarding the integration of traditional core content areas and kindergarten
music instruction.
1. Michelle’s rationale, understandings, and perceptions regarding the
integration of the traditional core content areas and kindergarten music
instruction were grounded in her wealth of teacher knowledge and skills and
in her beliefs regarding teaching.
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2. Michelle’s rationale for the integration of the TCCAs and kindergarten music
instruction was that it allowed her to educate her students in the most fitting
manner possible and that it made learning “solid” or “a complete picture” for
the students.
3. Michelle’s perceptions and understandings regarding the integration of the
TCCAs and kindergarten music instruction were grounded in three beliefs
that she held:
a. The integration of the TCCAs and kindergarten music instruction is
beneficial for young children.
b. It is important to maintain the integrity of the discipline of music
when integrating instruction in the TCCAs and kindergarten music
instruction.
c. Music cannot be taught in isolation from other content areas,
especially reading/language arts and mathematics.
Artistry, Eisner has noted, is essential to good teaching: “Teaching profits from – no,
requires at its best – artistry. Artistry requires sensibility, imagination, technique, and the
ability to make judgments about the feel and significance of the particular” (2002b, p. 382).
Achieving excellence in teaching necessitates the ability to make sound qualitative judgments:
to choose and aptly describe an appropriate example, to skillfully guide an interaction, to
imaginatively plan and teach a lesson. Michelle’s teaching exemplified such artistic ideals.
Artistry was evident in her rationale for the integration of the traditional core content areas
and kindergarten music instruction: it allowed her to educate her students with rightness of
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fit (Goodman, 1978) and made learning “solid” or “a complete picture” for the students.
Artistry similarly pervaded her understandings and perceptions regarding the integration of
the TCCAs and kindergarten music instruction; productive knowledge was evident in her
beliefs, guided as they were by the “aesthetics of experience” (Eisner, 2002b, p. 383).
Michelle treated teaching as something to be made well. The Aristotelian process (M. Smith,
1999) was highly apparent in Michelle’s teaching: the formulation of an image or idea of
what was to be made; making sure that she had available the necessary skills and dispositions
to bring this image or idea to fruition; drawing upon her knowledge and skills throughout
the process of creation; and finally, bringing the work of teaching into existence in an artistic
manner. Her thinking was as that of a composer writing a symphony, with qualitative
considerations of primary concern.
Implications for the Field
This study contributes to the fields of music education and education in general by
providing qualitative research into the particulars of a music specialist who integrates the
traditional core content areas and kindergarten music instruction. It is hoped that the
descriptions of and insights into this learning environment will provide the impetus for a
conversation between and among academics, classroom teachers, and music specialists
regarding the ways in which the TCCAs and music instruction can be integrated with one
another. Music specialists and classroom teachers alike can teach content from the TCCAs
through the use of piggyback songs. Classroom teachers can incorporate music into their
classrooms in a number of ways: they may sing unaccompanied or accompanied by guitar or
piano, or draw upon the wealth of commercially recorded educational music that is available,
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or invite musically inclined parents or other guests into the classroom to share music
relevant to an instructional unit being taught or a special occasion such as a holiday. Music
specialists can incorporate the traditional core content areas using strategies such as those
Michelle implemented in her classroom.
It is also hoped that this research will engender conversations among educators
about the importance and application of artistry in the realm of teaching and learning. As
Eisner reminds us, arts education should, in its most ideal form, refine students’ awareness
of aesthetic qualities in art and all of life. It should also help them to acquire a sense of what
it is to transform their images, ideas, and feelings into an art form, instilling in them a
willingness to imagine possibilities, to embrace ambiguities, and “to recognize and accept the
multiple perspectives and resolutions that work in the arts celebrate” (Eisner, 1998, p. 99).
Recommendations for Future Research
As noted earlier in this chapter, Eisner (2002a) has stated that studies of teaching and
learning are among the most needed kinds of research in the field of arts education. Eisner
has called for studies that seek to examine what teachers of the arts do when they teach and
its consequences. If we are to improve teaching practice in the arts, then as educational
researchers we should seek to study in depth the processes that teachers employ in the
classroom through educational connoisseurship. Discovering both the strengths and
shortfalls of arts teachers can provide us with insight into how practice may be improved.
Eisner has also emphasized the importance of research on curriculum, including research
regarding curriculum integration of various subject areas into the arts. Through such
research, we can explore instructional approaches that emphasize the similarities and
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differences between the arts and other disciplines. We can also seek to explore whether these
approaches are more useful and meaningful: whether they allow students to identify
relationships between the arts and other disciplines, or whether curriculum integration leads
to a loss of instruction in certain areas of knowledge and skills (Eisner, 2002a).
This qualitative investigation into an elementary music specialist’s rationale,
understandings, and perceptions regarding the integration of traditional core content areas
and kindergarten music instruction is unique to the field. I believe that the field stands only
to benefit from further research along these lines. First, it is recommended that more
research regarding the integration of TCCAs and music by music specialists, particularly at
grade levels other than kindergarten, be undertaken. Second, it is recommended that
researchers carry out case studies regarding the integration of TCCAs and music by
classroom teachers. Third, it is recommended that researchers undertake case studies
examining the integration of TCCAs and music by preservice teachers. Through
investigation into each of these aspects of integration of the TCCAs and music, I believe that
we may gain insight into such integration in a variety of settings. Insights may be acquired,
for example, into the rationale and strategies utilized by preservice and practicing teachers to
achieve integration, the unique perceptions and understandings held by teachers who
incorporate integration, and potential benefits to students. It is hoped that these insights will
serve to encourage greater artistry in teaching among both music specialists and classroom
teachers, ultimately benefiting teachers and students alike.
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Epilogue: Transformations Revisited
In the Prologue, I stated my wish to build upon my initial revelation of now this is what
education should be all about! A powerful encounter with the inherently divine and spiritual
aspect of music education during that summer nine years ago sparked in me a desire to learn
how we might create a space in which humanizing education is possible. How, then, do we
make space for a humanizing education and for transformations to occur within our
classrooms? I believe artistry – and the arts – are key. Throughout the process of writing of
this research, it has become increasingly apparent to me that artistry and the arts are indeed
what teaching should be all about.
Artistry and the arts have their basis in productive knowledge. Eisner wrote of
productive knowledge: “Its most vivid manifestation is displayed in the arts” (1997, p. 261).
Productive knowledge is a making of things that involves artistic creativity, as in the artistic
expression of ideas, or as in teaching with artistry (Eisner, 1997, 2002b). It has a sense of
rightness, or rightness of fit (Goodman, 1978), as its compass. It “treats teaching as a making
and holds that anything made can be made well and that making things well constitutes the
central aims of an art” (Eisner, 2002b, p. 383). Michelle Roberts taught her students with
productive knowledge and with artistry, conferring “her own distinctive signature to the art
of teaching” (Eisner, 2002b, p. 384) and enabling transformations to occur each day in her
classroom. Thus, she created space for a humanizing education for herself and for her
students.
It is artistry in teaching and the arts, after all, which have tremendous potential to
produce space for a humanizing education, to allow daily transformations to occur in both
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teachers and students. Achieving this does not, however, come without risks. “Artistry
courts surprise, it plays at the edge of possibility, it trades in ambiguities, it addresses
dilemmas, and it provides a certain kind of delight, if one can take some risks” (Eisner, 2005,
p. 1). I believe the risks inherent in teaching with artistry are worth taking if in the process
we achieve space for transformations and humanizing education.
The arts provide space for inquiry, imagination, celebration, and self-actualization;
they hold within them the potential for transformation. “Curricula in which the arts are
absent or inadequately taught,” wrote Eisner, “rob children of what they might otherwise
become” (1998, p. 65). Let us then do all in our power to ensure that all of our children are
taught with artistry, are given rich opportunities in the arts, have access to a humanizing
education, and thus have the space they need to become all they are meant to be.
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Music Specialist Preliminary Interview Questions
1. Do you believe instructional approaches that integrate traditional core content areas
and music are beneficial to young children? If so, how?
2. Do you think the development of knowledge and skills in the traditional core
content areas and music can complement one another? If so, in what ways can they
do so?
3. What are some specific ways that you see music instruction positively affecting your
students’ development of knowledge and skills in the core content areas?
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Music Specialist Concluding Interview Questions
1. Has your support of and participation in this research project spurred you to think
more in depth about the integration of music and other content areas? Have you
gained any new insights or new understandings? Have your beliefs about integration
changed or expanded in any way? If so, please explain.
2. What beliefs about teaching music to young children drive your desire to integrate
instruction in music with other content areas with your kindergarten students?
3. Some music education researchers believe that while it is beneficial to integrate the
core content areas in music instruction, it is also important for music teachers to
preserve the integrity of the academic discipline of music and to teach music for its
own sake. What do you think about this?
4. As I have observed you teaching this year, it has been clear to me that you value
integrating core content areas in music instruction. At the same time, however, it also
seems to me (as I observe your teaching) that in many ways you are also able to
preserve the integrity of the discipline of music and that you value teaching music for
its own sake. Is that an accurate perception? If so, is this something that you are
conscious of as you plan and teach your lessons, or would you say this happens at
more of a subconscious level?
5. Educational researchers have identified a number of types of teacher knowledge that
teachers draw upon as they plan instruction and teach, such as content knowledge,
pedagogical knowledge, knowledge of the best kind of pedagogy for teaching a
particular concept or skill, knowledge of their students, and so on. What kinds of
knowledge do you draw upon as you integrate other content areas in your music
instruction?
6. Are there any particular skills (e.g., specific teaching abilities) that you think are
important for music teachers who integrate other content areas to have? What skills
would you say you draw upon that help you to successfully integrate music and other
content areas?
7. Are there any concluding thoughts or insights you’d like to share?
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Music Specialist Consent Form
Title of Study: An examination of the integration of traditional core content areas in a
kindergarten music classroom: Parent, teacher, and administrator perceptions
IRB PROTOCOL ## 2009030006
Conducted By: Stephanie K. Andrews
Of The University of Texas at Austin: Department of Curriculum and Instruction
Telephone: (512) 471-5942
You are being asked to participate in a research study. This form provides you with
information about the study. The person in charge of this research will also describe this
study to you and answer all of your questions. Please read the information below and ask any
questions you might have before deciding whether or not to take part. Your participation is
entirely voluntary. You can refuse to participate without penalty or loss of benefits to which
you are otherwise entitled. You can stop your participation at any time and your refusal will
not impact current or future relationships with UT Austin or with AISD. To do so simply
tell the researcher you wish to stop participation. The researcher will provide you with a
copy of this consent for your records.
The purpose of this study is to examine the music specialist’s instructional approaches for
integrating traditional core content areas such as reading, language arts, math, science, and
social studies into her kindergarten music instruction. The study will also examine parent,
teacher, and administrator perceptions regarding whether these instructional approaches are
beneficial to the students.
If you agree to be in this study, we will ask you to do the following things:
• Participate in two oral interviews, providing responses to the researcher’s questions.
Audio recordings will be made of each interview.
• Be observed by the researcher while teaching: two 45 minute sessions weekly for a
period of five (5) weeks during the Spring of 2009 and fourteen (14) weeks during
the Fall of 2009.
• Allow researcher examination of pertinent instructional artifacts such as lesson plans
and visual aids.
Total estimated time to participate in study is approximately six hours total.
Benefits of being in the study
• There are no benefits for participation in this study.
Compensation:
• No compensation is provided for participation in this study.
Confidentiality and Privacy Protections:
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•
•

•

All names of persons and locations discussed during interviews will be changed to
protect the identity of the participants.
The data resulting from your participation may be made available to other researchers
in the future for research purposes not detailed within this consent form. In these
cases, the data will contain no identifying information that could associate you with it,
or with your participation in any study.
You may discontinue participation in the interview at any time without penalty.

The records of this study will be stored securely and kept confidential. Authorized persons
from The University of Texas at Austin, members of the Institutional Review Board, and
(study sponsors, if any) have the legal right to review your research records and will protect the
confidentiality of those records to the extent permitted by law. All publications will exclude
any information that will make it possible to identify you as a subject. Throughout the study,
the researchers will notify you of new information that may become available and that might
affect your decision to remain in the study.
Contacts and Questions:
If you have any questions about the study please ask now. If you have questions later, want
additional information, or wish to withdraw your participation, please call the researcher,
Stephanie Andrews, at 512-744-3641, or email: skandrews@mail.utexas.edu. In addition, you
may contact Ms. Andrews’ faculty sponsor, Dr. Sherry Field, by telephone at 512-471-3476,
or email: sherry_field@mail.utexas.edu. If you have questions about your rights as a research
participant, complaints, concerns, or questions about the research please contact Jody
Jensen, Ph.D., Chair, The University of Texas at Austin Institutional Review Board for the
Protection of Human Subjects at (512) 232-2685 or the Office of Research Support at (512)
471-8871 or email: orsc@uts.cc.utexas.edu.
You will be given a copy of this information to keep for your records.
I understand that while this project has been reviewed by AISD and by the principal at my
school, AISD is not conducting project activities.
Statement of Consent:
I have read the above information and have sufficient information to make a decision about
participating in this study. I consent to participate in the study.
___________________________________________
Signature

__________________
Date

___________________________________________
Signature of Principal Investigator

__________________
Date
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___________________________________________
Signature of Co-Investigator
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__________________
Date

Parent Notification Letter (English)
September 5, 2009
Dear Parent,
My name is Stephanie Andrews, and I am an educational researcher at The University of
Texas at Austin. I am writing this letter to notify you that I will be observing your child
during his or her music classes with Mrs. Roberts at Wooten Elementary. The purpose of my
study is to examine Mrs. Roberts’s instructional approaches for integrating traditional core
content areas such as reading, language arts, math, science, and social studies into her
kindergarten music instruction. I will also be looking at how the children respond to her
instruction.
Since classroom observations are the most natural way for me to examine Mrs. Roberts’s
instruction and the children’s responses, I will be visiting your child’s music classroom once
or twice a week between now and the end of school. Also, because the main reason for my
visits will be to observe Mrs. Roberts’s instruction and the children’s responses, my
interaction with your child will be minimal. Naturally, I will say hello if your child says hello
to me, smile back if she smiles at me, and so on, but I won’t interact with him or her much
beyond that.
Rest assured that I will exercise the utmost care not to record any information that could
identify your child either in notes I write during my observations or in my research report,
including his or her name, physical characteristics, or the name of his/her classroom teacher.
As an educational researcher, protecting your child from having his or her identity revealed
in any way is one of my most important ethical concerns.
If you have any questions about my study or about the observations I will be conducting,
you may contact me by telephone or email. My contact information is listed below. In
addition, you may contact my faculty sponsor, Dr. Sherry Field, by telephone at 512-4713476, or email: sherry_field@mail.utexas.edu. If you have questions about your child’s rights,
or any complaints, concerns, or questions about the research, please contact Jody Jensen,
Ph.D., Chair, The University of Texas at Austin Institutional Review Board for the
Protection of Human Subjects at (512) 232-2685. You may also call the Office of Research
Support at (512) 471-8871, or email: orsc@uts.cc.utexas.edu.
Sincerely,
Stephanie Andrews
Department of Curriculum and Instruction
The University of Texas at Austin
Phone: (512) 744-3641
Email: skandrews@mail.utexas.edu
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Parent Notification Letter (Spanish)
5 Septiembre 2009
Estimados Padres,
Me llamo Stephanie Andrews, y yo soy un investigador educativo en la Universidad de Texas
en Austin. Estoy escribiendo esta carta para notificarle que observaré a su niño durante sus
clases de música con Sra. Roberts en Wooten Elementary. El propósito de mi estudio es para
examinar los acercamientos educacionales de Sra. Roberts para integrar áreas tradicionales
del contenido de la clase de kindergarten como lectura, lengua, matemáticas, ciencia, y
estudios sociales en su instrucción de la clase de música. Yo también examinaré cómo los
niños responden a su instrucción.
Desde que las observaciones de sala de clase son la manera más natural para mí examinar la
instrucción de Sra. Roberts y las respuestas de los niños, yo estaré visitando a la sala de clase
de la música de su niño una vez o dos veces por semana entre ahora y el fin del año escolar.
También, porque la razón principal para mis visitas será observar la instrucción de Sra.
Roberts y las respuestas de los niños, mi interacción con su niño será mínimo. Naturalmente,
voy a decir hola si su niño me saluda, espalda de sonrisa si él sonríe a mí, y así
sucesivamente, pero no voy a interactuar con él o ella mucho más allá de eso.
Tenga confiado de que voy a ejercer el cuidado extremo para no registrar ninguna
información que podría identificar a su niño cualquier adentro notas que escribo durante mis
observaciones o en mi informe de la investigación, incluyendo su nombre, características
físicas, o el nombre de su maestro. Como un investigador educativo, la protección de su niño
que no tener su identidad revelada en cualquier manera es una de mis preocupaciones éticas
más importantes.
Si usted tiene cualquier preguntas sobre mi estudio o sobre las observaciones que voy a
realizar, usted me puede contactar por teléfono o e-mail. Mi información de contacto es
listada abajo. Además, usted puede comunicarse con mi patrocinador facultad, la Dr. Sherry
Field, por teléfono al 512/ 471-3476, o e-mail: sherry_field@mail.utexas.edu.
También, si tiene preguntas sobre los derechos de su niño, o cualquier queja,
preocupaciones, o preguntas sobre esta investigación, por favor, llame a: Jody Jensen, Ph.D.,
Chair, La Universidad de Texas en Austin, Institutional Review Board for the Protection of
Human Subjects, 512/471-8871, o e-mail: orsc@uts.cc.utexas.edu.
Sinceramente,
Stephanie Andrews
Departamento de Currículo y Instrucción
La Universidad de Texas en Austin
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Teléfono: 512/744-3641
E-mail: skandrews@mail.utexas.edu
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