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Documenting our day-to-day work while also tracing our history – How
did we get here? What led to this decision? – are no less important tasks
than are writing a study guide or designing a new dance curriculum.
During our years at Morrison Elementary School, we gained valuable
insights into how and why the arts education field benefits from
intensive partnerships that include time for participants to consider the
quality of the work and to reflect on the contributions the arts can make
to overall school success.
With programs at risk in many California schools, there is tremendous
pressure to "do a little bit everywhere." While our partnership with
Morrison was unique in many ways, in the end it inspired us to seek out
more such purposeful relationships, in which value is placed on "going
deep" as opposed to "going wide." The conceptual model that evolved,
one that is both practical and ideological, continues to shape our current
strategies and plans for the future.

– Mark Slavkin, TMC VP of Education
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EXECUTIVE SUMMARY
In 2010, a decade-long arts education partnership between The Music Center (TMC) and Julia B.
Morrison Elementary School in Norwalk drew to an end. During that time, a heady mix of
music, movement, and arts-based literacy instruction was offered to the hundreds of children and
dozens of teachers who – with great enthusiasm and greater joy – participated in the residencies
and performance opportunities offered by TMC's master teaching artists.
As a handful of pullout programs evolved into schoolwide faculty participation in arts- and music-integration
strategies, the partnership not only increased student
access to music education but also expanded teacher
involvement in curriculum design and instruction.
Perhaps most importantly, Morrison's principal Marsha
Guerrero came to view music education – that is,
learning and teaching in and through music – as a key
contributor to the gradual improvement of her school's
overall academic performance.
Diverse, ambitious, and occasionally experimental,
TMC's programming choices at Morrison reflected the
increasing focus placed by the education community on
arts integration – what we define as learning and
teaching through the arts. While instruction in an art
form is most effective at imparting artmaking skills and
aesthetic understanding, the component parts of that
instruction can also be used as teaching strategies in
non-arts content areas. The arts also appear to have
significant motivational effects in the classroom, and
may serve as intriguing and attractive entry points to the
core curriculum (language arts, math, science, etc.).

What's a "Laboratory School"?
Over time, as we incorporated new
knowledge, analyzed observations
gathered by Denise Grande (our
staff liaison assigned to the
project), and conferred with the
Music-in-Education National
Consortium (MIENC), we came to
regard – and work with – Morrison
as a "laboratory school."
A lab school can be thought of as a
center for experimentation, deep
engagement, and demonstration –
a setting rich with opportunities
for observation and learning, and
where time is purposefully set
aside for planning, relationship
building, and reflection.

Learning and Discovering
In this report, we have endeavored to synthesize an enormous and diverse collection of materials
gathered by program staff and teachers during the years TMC worked with Morrison.
•

We combed through 960 files: Budgets, curriculum materials, strategic plans, STAR
reports, SARCs, grants, demographic data, assessment instruments, student work
samples, and teaching artist diaries.

•

We collected publications on literacy, music education, principal leadership, co-teaching,
assessment of arts learning, phonetics, and other topics of interest.

•

We watched teacher training videos shot during the 05/06 and 06/07 school years and
interviewed some of the people most intimately involved with the project at its peak.

While the nature of such a varied data corpus prohibits the kind of causal inferences we might
want to make about effects and outcomes, we can still glean important knowledge about what
happened, about what we learned, and about what we can and should take away from a notinconsequential period in our organizational history. In brief:
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What did we want to learn . . .
•

About how our work evolved because of the partnership? About how we have – or can or
should – integrated those changes into our present and future efforts?

•

About our role in the communities we serve? About the field's role in educational reform
and school change?

•

About principal leadership and the value of external networks?

•

About our pedagogical assumptions, practices, and policies? About curriculum resources
and assessment of student learning in the arts?

•

About shared delivery: Is it integral to our pedagogical model, and if so, what does it look
like in the classroom? What outcomes and benefits do we expect to observe and measure?

•

About what works to help classroom teachers sustain and extend student motivation and
learning between visits by teaching artists?

•

About how responsive to school- and district-level changes can – or should – a large
organization be over time? When does responsiveness become mission creep?

What We Learned . . .
 The value of external networks. Our participation in the Music-in-Education National
Consortium (MIENC) was important for the professional learning of both TMC and
Morrison leaders. The Consortium provided us with a conceptual framework that served to
contextualize the work beyond our immediate needs and plans, while at the same time
helping us to build relationships with expert advisors and peers doing similar work.
Classroom teachers have a vital role in
music integration, but should not nor
cannot be seen as the whole program,
any more than a visiting teaching artist
should be seen as replacement for a
designated music specialist. Rather, a
shared approach allows each to focus on
what they are trained to do and do best.



Shared delivery model. The project
explicitly explored a model for the delivery
of services that incorporated complementary
roles for classroom teachers, arts specialists,
and teaching artists. Within the model, the
design of a shared or co-taught curriculum is
predicated on the assumption that
collaboration is crucial and should be
ongoing: "Working together" is not episodic.

 Curriculum resources and "leave-behinds." We investigated the ways teaching artists can
and should promote greater participation by classroom teachers through providing specific
materials (songs, readings, etc.) for teachers to use between artist visits. We called these
"Leave-Behinds" (Appendix N), and included in them not only instructional strategies and
activities, but also formative assessments and reflection prompts. Leave Behinds drew on
grade-level VAPA standards in music and other subjects, building and suggesting explicit
connections for teachers to use in class.
 Principal leadership. Prior to our work at Morrison, we had not made a strong commitment
to engaging principals and other system leaders. Like most of our organizational peers, we
sought the consent of principals to implement certain programs, but did not spend time
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cultivating principals to better understand the work, to assume a leadership role, and to
advocate for inclusion of the arts in the core curriculum.
 Assessment of student learning in the arts. Morrison afforded us the opportunity to collect
data on student learning in music knowledge and skills. The process, including the training of
a cadre of artist-raters, led to valuable internal conversations about expectations for student
learning in the arts and feasible approaches to assessment and evaluation.
 An evolving theory of arts learning. TMC's staff liaison for the project and Morrison's
principal spent considerable time discussing how students were benefitting or could benefit
from the different components of the partnership. They explored the possibility that music
programs represent a path for struggling students to become more engaged in school and in
learning, and that students reached through such programs develop a greater sense of efficacy
– benefits that might translate into improved outcomes in other priority areas.
In addition to the flow of institutional knowledge and understanding generated by the project,
evidence that including the arts in a well-rounded education does not result in plummeting test
scores, truancy, and academic failure should not be dismissed. On the contrary, as illustrated by
our longitudinal examination of test scores:
Morrison's commitment to "arts as core" at the very least did not interfere with its
eight-year story of improved performance in English Language Arts and Math.
This despite the significant proportion of English Language Learners, high free lunch program
enrollment, and low levels of parent education seen in the student population.
Considering what we observed and
learned at Morrison, we would suggest
that an artsarts-inclusive school culture
supports academic achievement,
achievement
contributing to the conditions necessary
for school success.

To be sure, causality cannot be inferred.
Further research is needed, not just to establish
the veracity of causal relationships but also to
answer important questions about process and
mechanism. In the meantime, though, findings
such as these may be useful to calm the fears of
parents and principals that the arts are a
distraction from "real" learning.

About This Report
There are any number of problems with the kind of retrospective research, data review, and
reporting we have attempted here. Despite the quantity of electronic and paper records, we often
found ourselves wrestling with thinly sourced accounts, a shortage of connections to current
activities and projects, stale and/or "noisy" data, significant interim personnel changes, a lack of
institutional memory, non-standard data collection and management practices, and other issues.
In updating the original 2008/09 narrative report, our primary goal was not to "correct," but rather
to re-think the data and better align language, concepts, and theories with those commonly
referenced in the fields of K-12 education and educational psychology. The most significant of
these revisions were to the following terms and their underlying conceptual and theoretical frames:
•

Social-personal/personal-social/socio-personal learning/skills has been revised to and
discussed as social-emotional learning/skills

•

Formal Curriculum has been revised to and discussed as Content Acquisition
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•

Hidden Curriculum has been revised to and discussed as the Affective Domain

•

Meta-curriculum has been revised to and discussed as the Cognitive Domain

Other edits and formatting adjustments have been made throughout in support of clarity,
accuracy, readability, and consistency.
We have also chosen not to report on one rather substantial program activity: The student
assessment data collected using the Music and Language Literacy Skills Test (MLLST, Scripp,
2005). This was one of TMC's first attempts to collect pre- and post- student data on music
knowledge, skills, and understanding. Previous efforts were typically restricted to self-reports of
satisfaction, feelings of achievement, perceptions of growth and change, and the like.
Rater training, implementation, and data entry tasks consumed quite a lot of TMC resources in
2005/06 and 2006/07; however, threats to internal validity (i.e., attrition, maturation, interaction
effects, history, and priming/testing) do not appear to have been adequately controlled or
controlled for, nor was it always clear what the treatment included or if there was sufficient
consistency in delivery. And while we put considerable time into scrubbing and formatting the
data and running preliminary analyses using SPSS, we did not find them to be robust enough to
justify a more in-depth study. Measuring the aforementioned confounders and threats, along with
others such as selection bias, inadequate preoperational explication of constructs, and diffusion
of treatment, was beyond the scope of the current inquiry.

About The Music Center A leader at the cultural heart of Los Angeles County, The Music Center
brings to life one of the world's premier arts destinations by creating opportunities for arts
participation, enabling compelling programming and providing first-class venues and services.
The Music Center is one of the largest and most highly regarded performing arts centers in the
country, creating a cultural hub that is central to L.A.'s status as "the creative capital" of the world.
Celebrated for its illustrious dance presentations and home to four world-class resident companies,
The Music Center is the place to experience the most innovative and critically acclaimed performing
arts in the nation. Each year, over one million audience members delight in the excitement of live
performances on The Music Center's stages and enjoy free community arts events all year long across
its outdoor campus. Approximately 500 full-time, seasonal, and part-time staff members are
employees of The Center and contribute to its operation and success.
The Music Center was developed as an unprecedented public-private partnership with Los Angeles
County. Through the support of the Board of Supervisors, the County of Los Angeles plays an
invaluable role in the successful operation of The Music Center. This relationship has cemented the
importance of the arts to the cultural fabric of Los Angeles.
About Education at The Music Center As a national leader in arts education, The Music Center
believes the arts enrich the lives of all people and are crucial to the development of every child. Our
mission is two-fold:
•
•

To make quality arts education part of the core curriculum for all schools in L.A. County.
To establish The Music Center as a welcoming and inclusive venue for children, families, and
the larger community, where they come to develop deeper appreciation and understanding of
the arts.
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PART 1
The View from 2013
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F

rom 1999 through 2010, The Music Center developed and managed a multi-faceted arts
education partnership with Julia B. Morrison Elementary (http://bit.ly/YF8LRS), one of
17 elementary schools in the Norwalk-La Mirada Unified School District (NLMUSD)
(http://bit.ly/14wFauh). The partnership developed out
of a longer period of periodic, primarily funder-driven
Fifteen miles southeast of
programs TMC provided to a number of schools in
downtown Los Angeles, Norwalkthe district: Workshops, performances, coaching,
La Mirada Unified School District
training, etc. It was a grant from the Walt Disney
served 19,770 TKTK-12 students
Company in 1999, targeting Morrison, that opened the
during the 2012/13 school year.
door to a more organized and thoughtful partnership
strategy.

The Setting
Norwalk and La Mirada are incorporated cities in Los Angeles
County, tucked next to the border with Orange County and separated
by a thin branch of Santa Fe Springs (selected demographics in
Table 1). The two communities are significantly different on factors
correlated with academic achievement: SES (using median
household income as a proxy), highest level of education, and
prevalence of non-English speakers.
Table 1. NorwalkNorwalk-La MiradaMirada-LA County Comparison Data
Norwalk

La Mirada

LA County

105,549

48,527

9,818,605

3.9%

2.1%

8.3%

Asian

11.7%

17.6%

13.5%

Hispanic/Latino

70.1%

39.7%

47.7%

White

12.3%

38.0%

27.8%

2.0%

2.6%

2.7%

English

33.3%

61.1%

43.6%

Spanish

53.1%

23.7%

39.4%

Asian Languages

10.7%

12.7%

10.7%

2.9%

2.5%

6.3%

Median Household Income**

60,488

79,347

55,476

Bachelor's Degree or Above**

15.0%

27.5%

28.9%

Families Living in Poverty**

9.1%

3.0%

12.6%

Population*

•

Ethnicity*
African American

Other/Not Reported
Language Spoken at Home**

Other

•

•

•

In Comparison
Norwalk has a greater
proportion of Latino
residents than both the
County and La Mirada.
Predictably, Norwalk
leads in its share of
Spanish speakers, while
La Mirada surpasses the
County in English
speakers.
The two cities have
median household
incomes well above that
of the County.
Both La Mirada and the
County are better
educated than Norwalk;
however, the County has
a higher percentage of
families in poverty.

*U.S. Census Bureau Decennial Census, 2010
**American Community Survey 5-Year Estimates, 2006 - 2010
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Norwalk-La Mirada Unified School District:
An Arts For All Vanguard District
NLMUSD is an Arts For All "Vanguard
District" – one of the original 11 districts to join
Arts For All, the large-scale strategic planning
initiative launched by the Los Angeles County
Arts Commission in 2002. (Information on the
history and mission of the initiative can be
found at the Arts For All website at
http://bit.ly/14C0FZS /; case studies [Waldorf,
2009] on the Vanguard Districts can be
downloaded at http://bit.ly/XcMUdR.)
•

As of this report, NLMUSD includes seventeen elementary, six middle, and five high
schools, in addition to five district "sites": Two adult schools, a Regional Occupational
Program, a community day school, and a pre-school program.

Concurrent with joining Arts For All in 2003/04, NLMUSD was engaged in a district-wide push
to significantly improve literacy rates at all grade levels. Although there were a number of arts
education programs already in place (including residencies provided by TMC), most efforts
lacked cohesion and were spurred primarily by the interests of individual principals.
Expressing a desire to provide students with a more consistent arts education experience while at
the same time fulfilling the district's literacy imperative, then-superintendent Ginger Shattuck
asked her arts education team to look for cross-curricular treatments and partnerships. Enter
Morrison Elementary School principal Marsha Guerrero. "Guerrero talks about arts education
in terms of the assets it builds in students that will enable them to succeed in their lives:
self-esteem, perseverance, respect for others, the capacities to lead, collaborate, and selfcritique" (Hewlett Foundation Newsletter, 2007). As she noted in a 2007 interview:
When children are involved in learning music,
they also learn a lesson about focusing. You can't
play music if your attention is somewhere else.
You have to be 100 percent involved in the task at
hand. If we can teach this skill through the arts,
then we hopefully can transfer it to the children
when they're reading and doing other tasks.
Julia B. Morrison Elementary School
In 2012, the Morrison Tigers were designated a
California Distinguished School and named a 2012
Title 1 Academic Achievement Award School – for the
fifth year in a row. Since NCLB measures were
introduced, the school has consistently met or
exceeded its API and AYP targets, ranking in the 7th or
8th decile statewide and in the 10th compared with
similar schools.
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Morrison has a history of offering a variety of in- and out-of-school music programs – Steel Pan
Band instruction with the high school, dulcimer classes, and "story orchestras," to name just
three. By 2008, researchers reported that the school:
. . . offers an extensive music program and is a member of the Music in Education
National Consortium. The school is managed by a visionary principal [Marsha
Guerrero] who firmly believes that music instruction enhances academic
performance in other subjects. Her school is currently involved in a research
partnership with the New England Conservatory for Music [MEINC], which
provides funding for music instruction planning. (Waldorf, 2009, p. 100)
Student Population Profile
Located in the city of Norwalk, Morrison is a K-5 "community school" – as such, it serves
households from neighborhoods closest to the campus. Welcoming around 750 children each
year, the school has in the past also hosted a magnet program for 6th graders. Compared with the
district, Morrison students are more likely to be Hispanic/Latino (Figure 1); to have lesseducated parents (Figure 2); and to be English Learners and enrolled in the Federal Lunch
Program (Figure 3).
88.5%
78.5%

Figure. 1 Morrison Elementary:
Student Race/Ethnicity Compared with NLMUSD
Morrison 2005-2013 Average
NLMUSD 12/13 School Year

4.6%

Hispanic/Latino

10.0%

White

36%

36%
33%

2.7% 5.3%

3.0% 2.7%

Other/Not Reported African American

1.2% 3.6%

Asian

Figure 2. Morrison Elementary:
Parent Eduction Level Compared with NLMUSD
23%

Morrison 2005-2013 Average
NLMUSD 12/13 School Year

24%

20%
14%
6%

6%
3%

Not HS Graduate

HS Graduate

Some College

College Graduate

Graduate School
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Figure 3. Morrison Elementary:
ELL and FMP Compared with NLMUSD

78.2%

Morrison 2005-2013 Average

68.0%

NLMUSD 12/13 School Year

35.7%

16.3%

English Learners

Federal Meal Program

Academic Achievement
Morrison is one of NLMUSD's top-performing elementary schools. Its 2012/13 API of 868 put it
in the 80th percentile statewide, and exceeded the mean – 825 – for all 17 of the district's
elementary schools. Students have met required growth targets every year covered by this report,
and have shown nearly consistent year-over-year improvement (Figure 4).

2005/06
785

2006/07
797

2007/08
813

2008/09
818

2009/10
840

2010/11
856

2011/12
876

2012/13
868

Figure 4. Morrison Elementary:
API Growth Scores 20052005-2013

Considering the district-driven focus on literacy and language acquisition – as well as the
MIENC/LLSN's "teaching for transfer" outcome goal "wherein literacy in one discipline
leverages literacy in the other" (discussed in Part II) – a look at the school's English Language
Arts CST scores over the eight-year period indicates the same consistent achievement as seen in
the API (Table 2 and Figure 5).
Table 2. Morrison Elementary ELA CST: % Change in Students Scoring
Scoring Proficient and Above 20052005-2013
2013
Mean YOY Change 20052005-2012
Total Change 20052005-2012

Grade 2 Grade 3 Grade 4 Grade 5
3.6%
4.6%
2.4%
2.6%
25.0%
32.0%
17.0%
18.0%
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Figure 5. Morrison Elementary ELA CST:
Percentage of Students Scoring Proficient and Above 20052005-2013
Grade 2

Grade 3

Grade 4

Grade 5

90.0%
80.0%
70.0%
60.0%
50.0%
40.0%
30.0%
2005/06

2006/07

2007/08

2008/09

2009/10

2010/11

2011/12

2012/13

Likewise, with the school's math CSTs – while the growth is not as consistent, it is steady and
significant – the teachers and teaching teams at Morrison have successfully raised the
performance of their students on key measures of achievement (Table 3 and Figure 6).
Table 3. Morrison Elementary Math CST: % Change in Students Scoring Proficient
Proficient and Above 20052005-2013
2013
Mean YOY Change 20052005-2012
Total Change 20052005-2012

Grade 2 Grade 3 Grade 4 Grade 5
2.3%
2.3%
2.3%
3.6%
16.0%
16.0%
16.0%
25.0%

Figure 6. Morrison Elementary Math CST:
Percentage of Students Scoring Proficient and Above 20052005-2013
Grade 2

Grade 3

Grade 4

Grade 5

90.0%
80.0%
70.0%
60.0%
50.0%
40.0%
30.0%
2005/06

2006/07

2007/08

2008/09

2009/10

2010/11

2011/12

2012/13
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Looking Back: What We Learned
When I arrived at The Music Center in 2001, we were concluding a project at
Morrison supported by a grant from The Walt Disney Company Foundation.
[Principal] Marsha Guerrero saw the potential of music to help kids with literacy
skills, through connections such as keeping a steady beat while reading,
developing awareness of different sounds and what they can express, things like
that. I remember an early meeting with her where she said she "did not really
care" about music standards per se – she really wanted to keep the focus on
literacy. Over time, we developed a much deeper partnership and Marsha came
to see the power of integrating music in a more thoughtful and thorough way.
(Mark Slavkin, TMC Vice President of Education, 2012)
Over the ten years of our partnership with Morrison Elementary, TMC created and provided a
variety of discipline-based and arts integrated programs: Residencies, teacher professional
development, touring productions, and training for school and district leaders, among others. In
addition to these kinds of "direct" services for students and teachers, the ongoing dialogue and
rich reflections shared by Denise Grande (TMC's program lead), and Principal Guerrero were
essential to the success of the project. Such contacts helped the partnering agencies learn and
develop in ways that would not have been possible had time not been set aside for planning and
conversation. Part 2 of this report includes an in-depth examination of these "indirect" effects
during a particularly fruitful and busy period – 2008/09, the third year the partnership was a
member of the Music in Education National Consortium's Learning Laboratory Schools
Network.
Entrusting those stories to upcoming pages, our interest here is in examining noteworthy insights
and worthwhile knowledge we gained from the decade of work. In brief: What did we want to
learn . . .
• About how our work evolved because of the partnership? About how we have – or can or
should – integrated those changes into our present and future efforts?
•

About our role in the communities we serve? About the field's role in educational reform
and school change?

•

About principal leadership and the value of external networks?

•

About our pedagogical assumptions, practices, and policies? About curriculum resources
and assessment of student learning in the arts?

•

About shared delivery: Is it integral to our pedagogical model, and if so, what does it look
like in the classroom? What outcomes and benefits do we expect to observe and measure?

•

About what works to help classroom teachers sustain and extend student motivation and
learning between visits by teaching artists?

•

About how responsive to school- and district-level changes can – or should – a large
organization be over time? When does responsiveness become mission creep?

While questions such as "what is the role of . . . " and "what does it mean to . . . " are
fundamentally ill-defined and difficult to answer with any certitude, our retrospective assessment
of the program generally and of its many moving parts specifically has produced a catch-all of
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ideas, themes, priorities, and definitions we see reflected in our current work. Many could serve
as strategic recommendations that might be included in future planning; others as invitations to
more conversation, research, development, and experimentation. In brief: What we learned.
 The value of external networks. Our participation in the Music-in-Education National
Consortium (MIENC) was important for the professional learning of both TMC and
Morrison leaders. The Consortium provided us with a conceptual framework that served to
contextualize the work beyond our immediate needs and plans, while at the same time
helping us to build relationships with expert advisors and peers doing similar work.
 Music-In-Education National Consortium website: http://bit.ly/11IeerX
 Shared delivery model. The project explicitly explored a conceptual model for the delivery
of services that incorporates complementary roles for classroom teachers, arts specialists, and
teaching artists. Within the model, the design of a shared or co-taught curriculum is
predicated on the expectation that collaboration is crucial and should be ongoing: "Working
together" is not episodic. Classroom teachers have a vital role in music integration, but
should not nor cannot be seen as the whole program, any more than a visiting teaching artist
should be seen as replacement for a designated music specialist. Rather, a shared approach
allows each to focus on what they are trained to do and do best.
 More about shared delivery of arts education at Americans for the Arts:
http://bit.ly/14CGbA6
 Curriculum resources and "Leave-Behinds." We investigated the ways teaching artists
can and should promote greater participation by classroom teachers through providing
specific materials (songs, readings, etc.) for teachers to use between artist visits. We called
these "Leave-Behinds" (Appendix N), and included in them not only instructional strategies
and activities, but also formative assessments and reflection prompts. Leave-Behinds drew
on grade-level VAPA standards in music and other subjects, building and suggesting explicit
connections for teachers to use in class.
 Although remarkably simple in concept and execution, for visiting teaching artists
accustomed to working solo with 20-30 children whose teacher may or may not have
referred to the arts between visits, Leave-Behinds were a new and welcome addition to
their portfolio of strategies.
 Principal leadership. Prior to our work at Morrison, we had not made a strong commitment
to engaging principals and other system leaders. Like most of our organizational peers, we
sought the consent of principals to implement certain programs, but did not spend time
cultivating principals to better understand the work, to assume a leadership role, and to
advocate for inclusion of the arts in the core curriculum.
 Based on what we learned and were able to accomplish at Morrison, we helped
NLMUSD engage all its principals in thinking about arts education and designing
specific school site plans to address priorities for arts learning. The cultivation and
support of school and district leaders has since become an essential part of our approach
to building and maintaining partnerships.
 Assessment of student learning in the arts. Morrison afforded us the opportunity to collect
data on student learning in music knowledge and skills. A cadre of teaching artists was
trained to conduct the pre-post assessment, beyond those working at the school on a regular
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basis. This led to valuable internal conversations about expectations for student learning in
the arts and feasible approaches to assessment and evaluation. Furthermore, the process
reminded us that the development and measurement of discipline-based arts knowledge and
skills are just as important as developing and measuring learning in other content areas.
 More about assessing student learning in the arts at the National Endowment for the Arts:
http://1.usa.gov/14QlEcg
 At the California County Superintendents Educational Services Association Arts
Initiative: http://bit.ly/VHmJSl
 An evolving theory of arts learning. TMC's staff liaison for the project and Morrison's
principal spent considerable time discussing how students were benefitting or could benefit
from the different components of the partnership. They explored the possibility that music
programs represent a path for struggling students to become more engaged in school and in
learning, and that students reached through such programs develop a greater sense of efficacy
– benefits that might translate into improved outcomes in other priority areas.
 Such thinking led us to begin examine student engagement and school climate as
"constructs of interest" deserving of more consideration: Along with other constructs
situated in the affective domain, might these be pathways along which arts education can
contribute to student achievement and school success?
Side-by-side with learning-from-succeeding was learning-from-mistakes. "We did not do enough
. . ." in four critical areas: Focus, relationships, management, and internal communications.
 Focus: We did not do enough to select from
among an admittedly attractive array of
activities and approaches, to target our programs
based on the demonstrated needs of Morrison
and NLMUSD – we made it difficult to flush out
and understand the impact of any one aspect or
strategy.

Our framing of Morrison as a
laboratory school – essentially an
R&D perspective – led us to launch
many interesting trial-and-error
experiments. In the end, however,
we did not generate a consistent,
holistic
holistic set of pedagogical strategies
or program models that could be
implemented in other settings.
– Mark Slavkin, VP of Education, TMC

 Extending relationships: We did not do enough
to include and engage the arts coordinator for
the Norwalk District. The deep involvement and
close partnership between TMC and Morrison
may have prevented other district leaders from developing their own sense of ownership over
– or even interest in – the project.
 Program management: We did not do enough to collect data, document the ebb and flow of
activities and accomplishments, and report publicly on the program on a regular basis.
Concurrently, we delegated too much of evaluation planning and implementation to an
outside consultant/researcher.
 Internal communication: We did not do enough to share and apply the learning at Morrison
Elementary to other TMC staff, teaching artists, and programs. Periodic updates were
scheduled and the work was well thought of, but for many who were understandably
involved in their own tasks, the partnership may have felt worlds apart from the "regular”
work being done elsewhere.
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Looking Forward: Making Meaning
For much of the past two decades, arts educators have dedicated a tremendous amount of time
and effort to "proving" learning in the arts transfers to other curricular areas and helps students
achieve priority academic goals. Learning the piano improves math skills. Dance training
develops reading comprehension. A 10-week afterschool musical theatre program increases
graduation rates. Or more broadly: "Arts education raises test scores."
Unfortunately, however strongly adherents believe in such claims, there is scant scientific
evidence that far transfer of the kind described is happening. Near transfer, e.g., correlations
between practicing drawing and developing fine motor skills or between playwriting and English
Language Arts, is reasonable to expect and likely attainable (and measurable – see the REAP
study in Volume 34 of the Journal of Aesthetic Education [2000] for a careful review of the
literature on arts-to-academics connections). Nonetheless, sweeping generalizations about "the
arts raise test scores" are not supported by the data. This is not to say such effects are not
happening, just that we do not know they are happening. The confounding effects of multiple inand non-school variables – other programs, media, recreational choices, family activities and
relationships – make definitive cause-and-effect statements untenable.
Duration, content, fidelity to treatment,
design and delivery – there are any number
of barriers to the transfer of learning so
desired by many arts educators. Whatever
the obstacles, however, we would suggest
that the persistent focus on academic effects
has left the field with little to show for what
the arts actually do teach (apart from the arts
themselves, an achievement practitioners
should not be so wary of touting).

A great number of school leaders in
underserved communities are under intense
pressure to raise test scores.
scores They express a
real fear that an investment of time and
resources in the arts could distract students
and teachers and may even lower academic
achievement.
– Mark Slavkin, VP of Education, TMC

As the field matures and advocacy strategies evolve, it becomes ever more important to ground
the work in credible scientific evidence. At TMC, program staff and leadership have begun to
look at programs and outcomes through a contributory lens; that is, to ask:
•

How do the arts contribute to the conditions necessary for school achievement?

•

How might their inclusion affect academic engagement, school attachment, motivation,
self-regulation, self-efficacy– high-value constructs correlated with predictors and results
of school success such as attendance, grades, test scores, behavior, and others?

As illustrated by the test data discussed above, Morrison's commitment to "arts as core" at the
very least did not interfere with the school's eight-year story of improved performance in English
Language Arts and Math. This despite the significant proportion of English Language Learners,
high free lunch program enrollment, and low levels of parent education that characterize the
student population. It is not unreasonable to suggest that, based on the evidence, an artsinclusive school culture supports academic achievement. Further research is needed, not only
to establish the veracity of such relationships, but also to answer questions about process and
mechanism. Nevertheless, while causality cannot be inferred, being able to show that including
the arts in a well-rounded education leads neither to plummeting test scores nor to a population
of truant young illiterates should not be dismissed.
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PART 2
Morrison as a Music Learning Laboratory School:
School:
2008/09 Project Report
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T

he Music Center (TMC) has been providing arts education and teacher professional
development in Los Angeles County since 1979. Each year more than 300 schools
participate in Center programming, providing students with opportunities to "do and view"
the arts through classroom workshops, assembly performances at their school, and productions
and festivals at The Music Center's campus in downtown Los Angeles.
TMC's mission extends beyond introductory art experiences. Strategies are guided by a
commitment to supporting systemic change – change that leads to comprehensive, standardsbased arts education for all students (preK-12) throughout Los Angeles County. At the heart of
the Center's approach is the conviction that quality arts education is at its best when it includes
the regular participation of professional artists.
The partnership between Julia B. Morrison Elementary School and TMC began in 1999 with the
belief that integrating music into the core curriculum would serve as a catalyst for motivating
learning and improving overall student achievement. Motivated by the desire to better serve
Morrison students, the partnership set out to build a comprehensive, school-wide music
education program by developing and field testing music learning models.
•

Our primary endeavor was to discover, articulate, systematize, and institutionalize
strategies that position music as a core component of cross-curricular instructional
design – particularly for English Language Learners (ELL).
Addressing Needs

While not a low-performing school, nonetheless a non-trivial number of Morrison's students
were performing less than proficiently in Math and English Language Arts. Looking for a
solution, Principal Marsha Guerrero began to explore non-traditional approaches to improving
both academic performance and school engagement. Noting the emerging research on the
potential of arts-based instructional designs, Ms. Guerrero and her staff committed to integrating
music learning and teaching strategies into the school's core curriculum.
•

In 2005, the partnership between TMC and Morrison became part of the Music in
Education National Consortium (MIENC) Learning Laboratory Schools Network (LLSN)
in an effort to advance the work through collaboration and exchange with national
colleagues and experts.

The partnership's growing success soon allowed staff from both Morrison and TMC to play a key
role in both leading and informing district-wide efforts in arts education planning. Through 2009,
the project served as a research and development laboratory for the Norwalk-La Mirada School
District and TMC.
Priority Questions
Throughout its affiliation with LLSN, the Morrison /TMC partnership focused its activities and
outcome goals around three priorities.
1. Standards-Based Music Instruction
Question: In the absence of a dedicated, full-time music teacher who serves all students,
what support/tools do elementary schools need to deliver standards-based music
instruction to students? More specifically, what do schools need in terms of program
design, curriculum design, personnel, and teacher professional development?
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2. Building Classroom Teachers' Capacity to Teach Music
Question: What strategies are most effective in helping teachers gain the capacity to teach
standards-based music lessons? What are the greatest barriers?
3. Teaching for Transfer
Question: How can teaching and assessment be structured to reveal explicit connections
between the two different disciplines of music and language arts, wherein literacy in one
discipline leverages literacy in the other, and vice versa?
Ongoing efforts to align these three strands of investigation prompted a series of secondary
questions: In establishing music instruction as a component of comprehensive education,
•

what should be taught, and why?

•

what personnel are needed, and what are their roles?

•

what are practical strategies for artist-led music instruction and which can be used
across the curriculum?

• how can these strategies be implemented effectively at the elementary level?
Consistent focus on the development of an authentic integrated curriculum pushed the work
beyond initial attempts at using music as a means for deepening and/or demonstrating students'
understanding of content from other subject areas.
What do we mean by an "integrated curriculum"? We define it as a deliberate
correlation between music and other content areas, learning processes, and socialemotional skills. We would also assert that, in order to have the greatest impact on
student learning, integrated instruction needs to be intentional, strategic and explicit.
An Inquiry Model
The 2008/09 school year marked a turning point in the partnership's ability to leverage our own
learning. For the first time, we consciously focused implementation around a single inquiry that
would build on prior learning, develop the deeper understanding needed to our priority questions,
and inform refinement of future goals and implementation efforts. While revisiting a hypothesis
first formulated as part of project planning in 2005 (and which continued to guide our thinking),
we were able to forge links across many levels of our work.
•

•

Hypothesis: Cognitive development increases when explicit connections are made
between the fundamental concepts and processes shared between music and language,
math, social-emotional development, and learning processes.

•

Inquiry: To what extent can an instructional program intentionally designed to engage
Content Acquisition (music, language, and math), the Affective Domain (socialemotional development), and higher order thinking skills in the Cognitive Domain
(metacognitive and learning processes) support increased student learning and academic
performance?

•

Supporting Inquiry: Can competency in basic musical timing1 and pitch sensitivity
increase students' reading fluency and comprehension?

1
"Basic musical timing" consists of beat awareness (the ability to exhibit the musical beat with a body part while sitting) and
beat competency (being able to move the whole body with weight transfer, i.e. walking to the beat) Phyllis S. Weikart, Somatic
Educator.
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CONCEPTUAL FRAMEWORK

T

he partnership was grounded in the conviction that quality arts education is at its best
when it includes the regular participation of professional artists. MIENC supports
research that focuses on the impact of Music PLUS Music Integration (M+MI) programs
in schools where music instruction is delivered by teaching artists. In this project, teaching artists
participated in the design, implementation, documentation, and assessment of M+MI practices.
As major regional center for the arts, TMC is engaged in arts education in all four arts disciplines
– dance, music, theatre and visual arts. However, the organization has dedicated substantial
resources to research focused exclusively in music, recognizing its value as a means for
discovering and developing effective implementation strategies that will lead to improved
learning in all art forms. The rationale for using music as a medium and a model for improving
student learning lies in the fact that – as compared with other arts disciplines – music has a great
deal of established infrastructure in the education system. Where arts instruction does exist
within a California school or a district, a music component is nearly always included.
As TMC ventures into the arena of investigative arts education, there is a clear advantage in
being able to call upon existing research, previously developed resources, and outside experts
that can guide, support, and advance the work.
It has always been TMC's intention to examine strategies defined and developed in music for
their application to other arts disciplines; however, it wasn't until 2008/09, after three years of
participation in LLSN, that we were ready to address question of:
How can the thinking and best practices espoused by MIENC inform and improve the
Music Center's overall work with other partner schools and teachers?
To this end, TMC staff began drafting a comprehensive outline of strategies for disseminating
LLSN practices throughout our broader arts education efforts (Appendices A and B).
DESIGN AND METHODS
As a first step in applying LLSN practices to TMC's overall programming, 2008/09 efforts
focused on building institutional knowledge and capacity.
•

TMC introduced a second, veteran teaching artist to research-based practice at Morrison
Elementary School. Although Rob Bowers had been a teaching artist at the school for
several years (and participated in the 2006/07 MLLST assessment project), this was his
first foray into learning and applying LLSN research practices in his own work. Denise
Grande, participant in the 2008 Music Learning Leadership Institute, guided the
involvement and work of this new team member.

•

The three TMC team members (two artists and one staff member) were expected to
engage in consistent, personal reflection as part of day-to-day project activities. This
served as the organization's first attempt at applying ongoing reflective practice as a
strategy for documenting project learning.

•

Center staff worked in partnership with New England Conservatory's Research Center for
Learning Through Music to complete data analysis and interpretation of assessment
efforts undertaken in 2006/07 (including both the Music Language Literacy Skills Test
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and LQCPR reflection methods). Findings from these initial efforts were considered
essential to the organization's growing understanding and application of school-based
research and assessment.
•

TMC consulted with David Dik, Managing Director of the Metropolitan Opera Guild, to
discuss both organizations' shift from serving as arts education providers to serving as
arts education partners working with schools to build comprehensive and sustainable arts
programs. Topics included such things as school partner identification and selection,
teacher professional development, teaching artist training and support, embedded
research practices, student assessment,
project documentation, building staff
capacity, allocation of resources, etc.
Meanwhile, efforts to identify strategies
that leverage learning for students across
all subject areas continued at Morrison.
In 2008/09 this involved two music
teaching artists (one new to LLSN
research practices) and ten classroom
teachers (seven of whom were new to
direct classroom application of LLSN
research practices) in the collaborative
planning and coordinated delivery of
music instruction to students.2
Strategic Paths and Constructs of Interest

The 2008/09 Morrison School Project, while not an entirely new partnership, nonetheless
required us to map a somewhat different strategic path and adopt better-defined constructs to
guide our planning than we'd used during the first three years of our participation in the LLSN.

2

•

To explore the essential role of music in education as a distinct discipline and as a
resource or model for optimizing teaching and learning in other disciplines – specifically,
to develop and pilot music instruction focused on:
o Content Acquisition (music, language, and math);
o the Affective Domain (social-emotional development);
o and higher order thinking skills in the Cognitive Domain (metacognition and
learning processes).

•

To clarify roles and responsibilities of classroom teachers, music specialists, and teaching
artists working in partnership to deliver standards-based music instruction.

•

To explore the viability of state-adopted music textbooks as an instructional resource for
general classroom teachers.

The partnership aimed at developing a shared delivery model of music instruction, wherein some aspects of instruction are
provided by a teaching artist, other aspects of instruction are provided by the classroom teacher when the artist is not present,
and still other aspects of instruction are provided by a district music teacher/ music specialist. Delineating specific roles and
responsibilities of each of the partners in the model requires dedicated time for planning between artists and teachers.
Therefore, implementation of this approach is described as Collaborative Planning/Coordinated Teaching.
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Participants
Seven classrooms, grades 1-5, were involved in investigative residency projects led by a teaching
artist that spanned four to six months. Residencies comprised weekly, hour-long music
instruction for students and their classroom teacher. Three K-1 classes also participated in an
eight-week series of hour-long music lessons.
Furthermore, two district music specialists partnered with a classroom teacher to use music as an
intervention for one grade 4/5 class of 25 ELL students (20 boys and 5 girls) who had scored less
than proficient on state standardized tests in English Language Arts. All students received
ongoing music instruction in drumline and choral music (led by a district music specialist) and
musical theatre (led by a TMC teaching artist).
Selected students also participated in weekly music instruction as members of the Norwalk High
School/ Morrison Elementary School Steel Pan Ensemble.
Assessment
The primary goal of project assessment in 2008/09 was to determine if the partnership's
hypothesis and research questions were appropriate, measurable, and significant. The intention
was to correlate data from instruments designed to measure 1) student achievement in music,
language arts, and math concepts and skills; 2) development of student social-emotional skills;
and 3) development of student cognitive and learning processes. It was expected that analysis of
this data would indicate whether our hypothesis and approach might warrant further investigation
by offering evidence of its potential impact on student learning.
While measures for music and academic achievement were in place (i.e., statewide standardized
tests in Math and English Language Arts and LLSN's Music and Language Literacy Skills Test),
instruments for quantifying student growth in social-emotional and metacognitive skills needed
to be developed. Although not realized in 2009, the partnership intended to review and adapt
measures for social-emotional development previously created and piloted by other LLSN sites.
Instead, assessment efforts were directed toward experimentation with different strategies for
gathering evidence of student metacognitive growth.
•

Measures of Content Acquisition
o Student data from the California Standardized Test (CST) was available and could be
used as a measure of student achievement in English/ Language Arts.
o MIENC's Music and Language Literacy Skills Test (MLLST) could be used as a
measure of students' music literacy skills, as well as their transfer to language
literacy3.

•

Measures in the Affective Domain
o While other LLSN sites have designed measures to assess social-emotional
development in students, none of these instruments offered simple application to the
work at Morrison. Project leaders met with the school psychologist to review existing
behavioral measures used with special education students in the district, which

3

The partnership administered the MLLST to 82 K-6 students in 2006-2007 to increase its understanding of the challenges and
value of implementing a music assessment school-wide. No new MLLST data was collected in 2008/09, pending analysis,
findings and recommendations from the 06-07 assessment.
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seemed to offer a promising direction. But because the work in 2008/09 focused
heavily on experimentation with assessment strategies for documenting student
growth in metacognition, development of a social-emotional measure was tabled.
•

Measures in the Cognitive Domain
o From work in 2006/07, the partnership knew that instruments that rely primarily on
written reflection from students to measure metacognitive understanding reveal only
part of the story. At the elementary school level, students' ability to convey
understanding is limited by their drawing skills (especially for kindergarten, first and
second graders), and/or their English writing skills.
Tools and Frameworks

After years of investigating strategies for leveraging student learning across content areas and
learning domains, the partnership's understanding of "integrated instruction" is that it should be
intentional, strategic, and explicit across subject areas, learning processes, and social-emotional
development.
•

Challenges: How can our theoretical thinking be connected to classroom practice and to
standards-based instruction? What systems, models, and frameworks need to be
developed to support our endeavors?

In our early years with LLSN, we experimented using charts to map the interplay between
Content Acquisition and the Affective and Cognitive Domains (Appendices C and D). By 2008,
though, we needed a more refined tool that would support a richer planning conversation
between classroom teachers and teaching artists. This new tool should also act as a link between
theory and content.
Our initial approach was to categorize and chart the California Music and English/ Language
Arts Standards (grades K-6) according to domain; i.e., to identify which key standards at each
grade level would advance knowledge and understanding of our constructs of interest.
This approach, however, proved too simple. In some cases, teachers told us we had selected
"token" standards, missing the essence of a particular grade-level focus. In others, we were not
confident that we had placed a standard within its appropriate domain. Furthermore, the chart
that evolved still lacked specifics as to how teaching and learning across domains would look
and be described in practice (Appendix E).
We realized that if we hoped to develop a tool that would help plan and track cross-domain,
standards-based instruction, we needed to be more articulate about the teaching and learning that
we expected to take place. And we needed specific examples: What content would be addressed
within each domain?
With the new chart (Appendix F), we felt we made significant progress in 1) defining teaching
and learning within each of the domains; 2) guiding the organization of grade-level standards and
corresponding student assessments within each domain; and 3) offering specific examples of
concepts, skills and processes within each domain. In 2008/09, we used this map as an entry
point for curriculum design, enabling teachers and artists to intentionally correlate concepts,
skills, and processes across domains. Teaching artist Andrew Grueschow reported:
The chart provided an interesting lens for planning and teaching this year. It was
introduced as a guide for organizing and mapping program content, and for
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strategically addressing specific standards in a way that might leverage learning
across domains. Since this was the first year that we used it, the chart served as a
planning tool to provoke discussion, and was viewed as a work-in-progress to be
better understood by working with it.
Although there is still much for me to
explore in terms of maximizing the
potential of this document, it did provide
many insights into my own teaching and
content choices. I noticed that I and
other teaching artists were immediately
drawn to the [Affective Domain] as a
natural point of entry for integration. For
me, this had to do with the fact that
many of the concepts and skills listed
here are inherent in creating and
performing music (focus, collaboration,
perseverance, etc.) Recognizing this
made me aware that developing
integrated curriculum would be less about adjusting my content, and more about
adjusting the delivery and presentation of my content.
The column detailing the [Cognitive Domain] (fundamental learning processes)
provided a natural point of entry for engaging students in metacognition. These
learning processes are tools we want students to become aware of, practice, and apply
in new learning. Likewise, the concepts detailed within the Interdisciplinary
Curriculum also provided guidance for making connections, an important aspect of
metacognition.
This year the chart was most helpful in allowing me to maximize each standard I
selected by keeping me aware of the different areas I was trying to develop in
students. For example, when engaging the 2nd grade California VAPA Music
Standard 2.3, Play rhythmic ostinatos on classroom instruments, I was sure to follow
the activity with a discussion about learning processes used to accomplish this task.
While this allowed students to engage metacognitively, it is not something I would
normally include in a lesson focused on ostinatos. Being consistently reminded that
metacognition is a key element of integrated teaching and learning allowed me to
consciously and intentionally look for ways to incorporate it into all of my lessons.
Teaching artist Rob Bowers also noted the impact of this planning tool on his work. Its
distillation of the discrete and interrelated aspects of music learning (particularly those lying
within the affective and higher order cognitive domains) allowed him to more clearly articulate
his own approach for teaching music theatre to young people. He developed new insight and
understanding of his work in relation to the California Visual and Performing Arts Framework
and Standards (Appendices H and I), and experimented with new strategies for linking arts
content, social-emotional skills and metacognition in the classroom (Appendix J). Furthermore,
he took note of the cross-discipline concepts inherent in music theatre, and began expansion of
the planning tool to include theatre and dance (Appendix K).
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In summary, what began as an exercise to identify specific content that could focus instruction
for each grade level, evolved into a thorough articulation of deeper concepts and essential skills
relevant across all grades, providing teachers and artists with new pathways into authentic and
meaningful integration and transfer.
Higher Order Thinking Skills in the Cognitive Domain
Over the years, the work at Morrison has paid particular attention to developing music
knowledge and social-emotional abilities, with less emphasis placed on students' higher order
thinking skills. Early efforts in this arena fell short, and left us somewhat unsure about how to
proceed. Encouraged by the development of the Guide for Organizing Grade-Level Standards
and Assessments Across Curricula (Appendix F), in 2008/09 the team collectively turned its
investigative eye toward learning strategies and metacognition. Teaching artists Andrew
Grueschow and Rob Bowers tasked themselves to consistently engage students metacognitively,
and to find ways to document students' use of "thinking about thinking" strategies. Both artists
reported difficulties and successes with their venture into metacognition (Appendices L and M),
and while we still have much to learn, our efforts suggest that explicit instruction in higher order
thinking can and should be a part of comprehensive music learning.
DISCUSSION
We now understand that to truly measure the viability of our hypothesis, we need to have
effective measures in all three domains, and the ability to correlate the data collected. While we
did not accomplish our goal of affirming (or discounting) our hypothesis this year, we are several
steps ahead in this effort. Participation in the analysis and reporting of our 2006/07 assessment
efforts4 taught us a great deal about assessment protocol and analysis, including pre-post data
collection and analysis, correlation and causation, probability, and frequency distributions that
provide context for understanding observed scores. This deeper understanding of data analysis
will inform and improve future data design and collection efforts.
Next Steps
•

Identify and adapt measures for assessing students' social-emotional development.

•

Continue investigation and development of viable strategies for assessing students'
metacognitive development.

•

Develop a protocol for ongoing personal reflection by project participants.
o In 2008/09, all three Music Center team members (two artists and one staff member)
were expected to engage in consistent, personal reflection as part their regular work
on the project. This served as the organization's first effort at applying ongoing
reflective practice as a strategy for documenting project learning. A consistently
applied, systemized reflection protocol would leverage project learning across Music
Center projects and schools, and serve to quickly advance teaching artists', staff, and
partnering teachers' understanding and application of research-based practices.

4

2008/09 assessment efforts included correlation of student data from California Standardized Tests and the
MLLST (formal curriculum measures), as well as analysis of LQCPR reflections methods (meta-curriculum
measures).
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•

This year's work to further distill and define our constructs of interest advanced the
partnership's understanding of the different domains of learning. It has become clear that
our early attempt to visually represent a Music-Integrated Teaching and Learning
Framework (Appendix D) needs to be reworked to reflect our deeper and more specific
understanding of the cognitive processes involved in comprehensive, integrated music
teaching and learning. Terms should be clarified through more explicit/transparent
terminology, and a short annotation should be added so the visual map can be more easily
understood and more effectively engaged as a dissemination tool.
Teaching Artists: Revelation and Understanding

Rob Bowers
•

Investigating the various aspects of the curriculum constructs and working to establish
the best way to share instructional delivery has triggered a realignment of my processing
and has created an entirely new scaffolding for my work.

•

Music is not bricklaying, it's emotional. But it takes a lot of brick-and-mortar thinking.

•

Any art is bigger than its standards.

•

Nobody wants to learn the skills required to become an artist until there is a delight, an
appreciation, and a need to be involved in a particular art form.

•

The most important element in really learning an art form is having a passion for it.

•

Not everyone is going to be an artist. Not everyone is going to be an Olympic swimmer
or a brain surgeon either. Some youngsters are happy to be involved at a basic,
participatory level. But for those who might compose, or write, or perform, I think that by
pointedly making the art – dare I say "for its own sake" – the defined beginning, we
encourage passion in young artists who just might be waiting to bloom.

Andrew Grueschow
•

What emerged as more important than the topic used to engage metacognition, were the
kinds of questions I asked, and how I framed the discussion for each topic. Rather than
simply asking "What is focus?" and "Why do we need it to play good music?" we
discussed why we lose focus, and how we can maintain focus. These lines of questioning
sent students digging into their own minds, rather than workshop content.

•

It was difficult to stay away from using the chart and examples [Appendix F] as a
menu of options, rather than as a guide to make planning more intentional. I am still
exploring the various relationships between all of the columns, and their correlation
with the California Music Standards. I did notice that many music standards can
apply across most columns of the chart, depending on the approach of the instruction.
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Appendices
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• APPENDIX C: Hypothesis
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• APPENDIX F: Organizing Grade-Level Standards and Assessments Across Curricula
• APPENDIX G: Organizing Concepts, Skills, and Processes Across Curricula
• APPENDIX H: A Refined Approach to Standards-Based Instruction
• APPENDIX I: Shared Delivery of Standards-Based Instruction
• APPENDIX J: A Practical Strategy for Leveraging Student Learning
• APPENDIX K: Examples of Concepts, Skills, and Processes
• APPENDIX L: Engaging Students in Metacognition
• APPENDIX M: Collecting Evidence of Metacognitive Understanding
• APPENDIX N: "Leave-Behind" Template and Examples
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APPENDIX A
Application of LLSN Learning to Music Center Work in Schools
Questions to Guide Dissemination
Essential Questions
1. How has The Music Center benefited from their involvement in LLSN?
2. How can the thinking and best practices espoused by MIENC inform and improve TMC's
overall work with all partner schools and teachers?
3. How can the components of Music Learning Leadership contribute to ongoing learning
for the Music Center?
4. How can the Music Learning Leadership work of MIENC inform TMC efforts toward
building sustainable partnerships with schools?
Music + Music Integration
1. What are key elements of authentic, comprehensive Music + Music Integration
curriculum and practices?
2. How can LLSN lesson plan formats inform current TMC lesson plan documentation?
3. What is an effective scope and sequence for K-5 music instruction (built independently of
specific site-based resources)?
Documentation, Assessment, Research
1. What combination of individual student artifacts might best reveal evidence of student
learning over the course of a semester?
•

How can these student artifacts be used as an ongoing tool to inform instruction?

2. How can the creation and viewing of LLSN digital portfolios inform TMC's
understanding and practice in project documentation, student documentation, and adult
reflective learning?
•

How might the use of digital portfolio technology apply to TMC staff learning, artist
training and teacher professional development programs?

•

Can the work of TMC become more visible via the use of digital portfolio
technology?

3. How do we simultaneously assess the validity of our hypotheses, as well as the
effectiveness of our practice?
4. How can we measure social-emotional development in students and its
correlation to both learning in music and learning in other subject areas?
5. What have we learned from our 2006/07 pilot of the Music Language Literacy Skills
Test?
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•

Does this test serve as a valid measure for assessing students’ overall musical
development?

•

What does the data reveal about student learning in music?

•

What does the data reveal about correlations between music learning and learning in
other subject areas?

•

How can the methodology, protocol, training, and implementation of this test inform
our future work in assessment (both in music and other arts disciplines)?
Professional Development

1. Assuming that teachers will be provided with ongoing, consistent professional
development over time, how do we move forward with differentiated instruction for
teachers – based on their prior knowledge, skill level and desire?
2. What are some effective assessment strategies for providing evidence of teacher growth
over time?
3. How can personal reflection be used as an assessment strategy? Could the i.wpp or
digital portfolio strategies be useful? Can these be scored?
4. How can we embed ongoing, professional learning into day-to-day project activities of
artists and teachers?
5. What resources have been developed that can support teacher professional development
and classroom application?
6. What strategies are most effective in helping teachers gain the capacity to contribute to
the teaching of standards-based music lessons?
7. What have we learned from efforts at creating meaningful Leave Behinds for teachers?
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APPENDIX B
Planning Outline: Disseminating MIENC/LLSN
MIENC/LLSN Practices

Prepared by: Denise Grande and Andrew Grueschow
Date:

July-September, 2008

Directive
Draft a plan for disseminating relevant LLSN processes into more of our work in order to inform
other education programs of the Music Center
•

Develop a year-long project tied to Morrison and MIENC that builds on the lessons
learned and allows for initial "scale-out" across all relevant Music Center school
programs.

Opportunities
•

to advance the growth and work of other Music Center artists

•

to pursue strategies for shared delivery of arts instruction among artists and teachers

•

to apply action research in a context that embeds professional learning in the "regular"
work of artists and teachers

•

to begin to introduce the LLSN methodology to other interested schools

•

to discern how the model of the Maryland summer institute might inform statewide (CA)
efforts in advancing arts education (certification, research-based practices,
documentation, etc)

Areas of Inquiry
•

Essential Questions

•

Music + Music Integration

•

Documentation, Assessment, Research

•

Professional Development
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APPENDIX C
Hypothesis: Cognitive development occurs when explicit connections are made between
fundamental concepts and processes shared by music and . . .

Content Acquisition
(Music)

Content Acquisition
(ELA)

Affective Domain
(Social-emotional skills)

Cognitive Domain
(Metacognitive skills)

•

measurement

•

character

•

self-discipline

•

memorization

•

proportion

•

theme

•

self-esteem

•

problem finding

•

patterns

•

voice

•

tenacity

•

problem solving

•

logical thinking

•

decoding

•

empathy

•

divergent thinking

•

hierarchies

•

inference

•

self-assessment

•

self-reflection

•

computation

•

syntax

•

cooperation

•

decision making

•

fractions

•

writing

•

collaboration

•

critical thinking

•

sums

•

setting

•

motivation

•

creative thinking

•

intervals

•

sequence

•

focus

•

self-regulation

(Building on work done by The New England Conservatory, 2000)
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APPENDIX D
MusicMusic-Integrated Teaching and Learning Framework
Exploring the essential role of music in education as a discipline to itself and as a resource or model for
optimizing teaching and learning in other disciplines.

(color, line, texture, expressivity, etc.)

VISUAL/PERFORMING ARTS

SCIENCE

(observe, measure, categorize. etc.)

HISTORY

(timeline, context, events, culture, etc.)

MATH

(number, proportion, order, duration, etc.)

LANGUAGE ARTS

(syntax, character, diction, phonemes, etc.)

Understanding Fundamental
Concepts and Skills1 Shared
Between Music and Other
Disciplines2:

SOCIAL-PERSONAL DEVELOPMENT

(self-esteem, perseverance, respect for others,
ability to lead, collaborate, self-critique, etc.)

1

As described in national or district content and skill standards and as measured by national, state, and local forms of assessment in music and other disciplines.
There is a special focus on teaching and learning musical literacy skill development in a way that bridges both language and math literacy skills; this triangulation of music-math-language development constitutes a deeper and
broader understanding of general symbolic literacy that can be applied in any domain. Other concepts that cut across more than two disciplines such as pattern recognition, order, or perseverance can be approached similarly.

2
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APPENDIX E
Mapping California Music Standards to Constructs of Interest – DRAFT

Grade

K

Teaching for Transfer

Content Acquisition
(ELA)

Content Acquisition
(Music)

4.2 Identify, talk about,
sing, or play music written
for specific purposes (e.g.
work song, lullaby).

ELA 3.2 Identify types of
everyday print materials
(e.g., storybooks, poems,
newspaper, signs, labels).

2.3 Play instruments and
move or verbalize to
demonstrate awareness of
beat, tempo, dynamics,
and melodic direction.

4.2 Describe how ideas or
moods are communicated
through music.

ELA 3.2 Describe the
roles of authors and
illustrators and their
contributions to print
materials.

1.1 Read, write, and
perform simple patterns of
rhythm and pitch, using
beat, rest, and divided beat
(two sounds on one beat).
2.4 Improvise simple
rhythmic accompaniments,
using body percussion or
classroom instruments.

5.2 Describe how
performance of songs and
dances improves after
practice and rehearsal.

2.2 Sing age-appropriate
songs from memory.

ELA 3.3 Compare and
contrast different versions
of the same stories that
reflect different cultures.

1.1 Read, write, and
perform simple patterns of
rhythm and pitch, using
beat, rest, and divided beat
(two sounds on one beat).
2.4 Improvise simple
rhythmic accompaniments,
using body percussion or
classroom instruments.

1.5 Identify visually and
aurally individual wind,
string, brass, and
percussion instruments
used in a variety of music.

2.2 Sing age-appropriate
songs from memory.

1

5.1 Identify similar themes
in stories, songs, and art
forms (e.g., patterns,
texture).
2

Affective Domain
(Social-emotional skills)

Cognitive Domain
(Metacognitive skills)
2.2 Sing age-appropriate
songs from memory.
5.2 Identify and talk about
the reasons artists have for
creating dances, music,
theatre pieces, and works
of visual art.

5.2 Describe how
performance of songs and
dances improves after
practice and rehearsal.
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APPENDIX F
Organizing GradeGrade-Level Standards and Assessments Across Curricula

Teaching for Transfer

Content Acquisition
(ELA)

Content Acquisition
(Math)

Developing a
comprehensive
understanding of music as a
medium and a model for
integration that addresses
concepts, symbols, and
historical/cultural contexts
shared across disciplines

Developing a
comprehensive
understanding of language
arts and its basic literacy
skills

Developing a
comprehensive
understanding of
mathematics and its basic
numeracy skills

The study of fundamental
concepts shared across
two or more subject
areas.

The study of ageappropriate literary forms
in developing language
literacy (reading/
writing/comprehension)
skills.

The age-appropriate
study of quantitative
reasoning (number
awareness, computation)
in developing problemsolving skills.

Assessment:
Students demonstrate
understanding of music
concepts and their
application to (or
enhancement by)
understanding of one or
more other subject areas

Assessment:
Students demonstrate
understanding of English
language arts concepts
and skills (at various
levels of complexity) and
their application to life
circumstances

Assessment:
Students demonstrate
understanding of
mathematical concepts
and skills (at various
levels of complexity) and
their application to life
circumstances

Content Acquisition
(Music)

Cognitive Domain
(Metacognitive skills)

Affective Domain
(Social-emotional skills)

Developing a
comprehensive
understanding of music and
its basic literacy skills

Developing a
comprehensive
understanding of music as a
medium and model for
fundamental learning
processes shared across
disciplines

Developing a
comprehensive
understanding of music as a
medium and a model for
social-emotional
development across
disciplines

The study of ageappropriate musical
literature (for voice,
instruments, and sonic
devices) in developing
music literacy (reading/
writing/comprehension)
skills.)

Participation in ageappropriate activities that
provide opportunities for
understanding and
developing skills and
capacity in:
1. Inquiry-Based
Learning Processes
2. Perception-Based
Learning Processes
3. Creativity-Based
Learning Processes
4. Performance-Based
Learning Processes
5. Reflection-Based
Learning Processes

Participation in ageappropriate activities that
provide opportunities for
understanding and
developing social,
emotional, and personal
skills.

Assessment:
Students demonstrate
understanding of music
concepts and skills (at
various levels of
complexity) and their
application to life
circumstances

Assessment:
Students demonstrate
understanding of
fundamental learning
processes in music and
their application to other
subject areas and life
circumstances

Assessment:
Students demonstrate
understanding of socialpersonal concepts and
skills and their
application to music,
other subject areas, and
life circumstances
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APPENDIX G
Organizing Concepts, Skills, and Processes Across Curricula

Teaching for Transfer

Content Acquisition
(ELA)

Content Acquisition
(Math)

Developing a
comprehensive
understanding of music as a
medium and a model for
integration that addresses
concepts, symbols, and
historical/cultural contexts
shared across disciplines

Developing a
comprehensive
understanding of language
arts and its basic literacy
skills

Developing a
comprehensive
understanding of
mathematics and its basic
numeracy skills

Fundamental Concepts
shared across Music and:
Math:
 Pattern
 Sequence
 Order
 Number
 Duration
 Proportion
 Ratio
 Algorithm
English/ Language Arts:
 Auditory
Discrimination
 Story
 Illustration
 Dramatization
 History/ Cultural
Context
 Syntax
 Prosody (patterns of
rhythm and sound used
in language)
 Nuance/ expressivity

Content Acquisition
(Music)

Cognitive Domain
(Metacognitive skills)

Affective Domain
(Social-emotional skills)

Developing a
comprehensive
understanding of music and
its basic literacy skills

Developing a
comprehensive
understanding of music as a
medium and model for
fundamental learning
processes shared across
disciplines

Developing a
comprehensive
understanding of music as a
medium and a model for
social-emotional
development across
disciplines

Learning Processes:

Concepts and Skills
within the domain:

Standards-Based
Concepts and Skills
within the domain:

Standards-Based
Concepts and Skills
within the domain:

Standards-Based
Concepts and Skills
within the domain:

 Phonemic Awareness
 Rhymes
 Auditory
Discrimination
 Word Segmentation
 Sight Words
 Phonetics (sounding
out)
 Letters
 Spelling
 Word Fluency
 Vocabulary (word
comprehension)
 Syntax
 Sentence Construction
and Comprehension
 Main Idea and
Supporting Details
 Storytelling
 Dialogue
 Descriptive Language
 Paragraph









































Quantification
Number Awareness
Order
Counting
Sequence
Unit and Pattern
Measurement/ Scale
Proportion
Ratio
Fraction
Identity
Commutation
Number Sentences
Computation
Grouping
Reversibility
Coordinates and
Mapping
Estimation
Hypothesis Testing
Theorem
Angle/ Degree






Rhythm
Duration
Pattern
Phrasing
Proportion
Ratio
Pitch
Scale
Interval
Melody
Contour
Call and Response
Theme and Variation
Staff and Scale
Meter and Measures
Melody/ Polyphony/
Harmony
Articulation
Dynamic Contrast
Tuning
Hierarchical Tonal
System

1. Inquiry-Based
Learning Processes
 Questioning
 Problem Finding
 Hypothesis Forming
 Lines of Inquiry
 Investigation
 Analysis
 Hypothesis Testing
 Problem Solving
 Discovery
 Next steps
2. Perception-Based
Learning Processes
 Observation (seeing,
listening)
 Discrimination and
description of
elements and patterns
 Identification and
comparison among
elements and patterns




















Personal Engagement
Self Motivation
Focus
Self-Awareness
Self-Discipline
Self Esteem
Risk-Taking
Adaptability
Cooperation
Collaboration
Leading and
Following Others
Respect for Self/Others
Empathy
Independent Learning
Offering and
Accepting
Constructive Criticism
Perseverance
Dealing with
Frustration
Striving to do Your
Best
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Teaching for Transfer

Content Acquisition
(ELA)

Content Acquisition
(Math)

Developing a
comprehensive
understanding of music as a
medium and a model for
integration that addresses
concepts, symbols, and
historical/cultural contexts
shared across disciplines

Developing a
comprehensive
understanding of language
arts and its basic literacy
skills

Developing a
comprehensive
understanding of
mathematics and its basic
numeracy skills








Interpretation
Elaboration
Theme
Character
Aesthetic Experience
Etc.











Construction and
Comprehension
Character and Setting
Genre
Plot/Plot Prediction
Grammatical
Concepts
Punctuation
Personal Writing Style
Dramatic Reading
Decoding Processes
Reading for Meaning






Symmetry
Algorithm/ Formulas
Assigned Variables
Axiom &
Suppositions
 Equations and
Conditional Variables
 Etc.

Content Acquisition
(Music)

Cognitive Domain
(Metacognitive skills)

Affective Domain
(Social-emotional skills)

Developing a
comprehensive
understanding of music and
its basic literacy skills

Developing a
comprehensive
understanding of music as a
medium and model for
fundamental learning
processes shared across
disciplines

Developing a
comprehensive
understanding of music as a
medium and a model for
social-emotional
development across
disciplines

3. Creativity-Based
Learning Processes
 Imagination
 Elaboration
 Invention
 Composition
 Improvisation
[Using representational
systems to organize,
illustrate, elaborate on
musical/subject ideas
according to musical/
subject elements]

 A Love for Learning
 Etc.

 Tempo and Beat
 Accent
 Setting Words to
Music, Music to
Words
 Composition
 Improvisation
 Groove
 Intonation
 Etc.

4. Performance-Based
Learning Processes
 Demonstration
 Execution
 Recitation
Interpretation
5. Reflection-Based
Learning Processes
 retrospection and
critical review
 self and group critique
 reflective writing
practice and review of
subjective and objective
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Teaching for Transfer

Content Acquisition
(ELA)

Content Acquisition
(Math)

Developing a
comprehensive
understanding of music as a
medium and a model for
integration that addresses
concepts, symbols, and
historical/cultural contexts
shared across disciplines

Developing a
comprehensive
understanding of language
arts and its basic literacy
skills

Developing a
comprehensive
understanding of
mathematics and its basic
numeracy skills

Content Acquisition
(Music)

Cognitive Domain
(Metacognitive skills)

Affective Domain
(Social-emotional skills)

Developing a
comprehensive
understanding of music and
its basic literacy skills

Developing a
comprehensive
understanding of music as a
medium and model for
fundamental learning
processes shared across
disciplines

Developing a
comprehensive
understanding of music as a
medium and a model for
social-emotional
development across
disciplines

understanding
 finding new
connections, drawing
on the work of others
 self, group evaluation
 determining new levels
of reflective awareness
and reflective
understanding of
learning processes
within and across
domains.
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APPENDIX H
A Refined Approach to StandardsStandards-Based Instruction
Rob Bowers, Teaching Artist (2009)
In the State of California Visual and Performing Arts Framework and Standards, five distinct
"strands" of music learning are categorized thusly:
1.0

Artistic Perception – Processing, Analyzing, and Responding to Sensory
Information Through the Language and Skills Unique to Music
Students read, notate, listen to, analyze, and describe music and other aural information,
using the terminology of music.

2.0

Creative Expression – Creating, Performing, and Participating in Music
Students apply vocal and instrumental musical skills in performing a varied repertoire
of music. They compose and arrange music and improvise melodies, variations, and
accompaniments, using digital/electronic technology when appropriate.

3.0

Historical and Cultural Context – Understanding the Historical Contributions and
Cultural Dimensions of Music
Students analyze the role of music in past and present cultures throughout the world,
noting cultural diversity as it relates to music, musicians, and composers.

4.0

Aesthetic Valuing – Responding to, Analyzing, and Making Judgments About
Works of Music
Students critically assess and derive meaning from works of music and the performance
of musicians according to the elements of music, aesthetic qualities, and human
responses.

5.0

Connections, Relationships, Applications – Connecting and Applying What is
Learned in Music to Learning in Other Art Forms and Subject Areas and to
Careers
Students apply what they learn in music across subject areas. They develop
competencies and creative skills in problem solving, communication, and management
of time and resources that contribute to lifelong learning and career skills. They also
learn about careers in and related to music.

No big surprise here; everything has to have some sort of order. However, in processing this
ordering, I began to sense that something was not quite on-task in terms of how one might
access, assess, and use these disparate elements.
While in theory all of the standards are equally important, I noted that in all the discussions I’d had
about them, everyone seemed to begin with the first Strand and work down. The technical aspects
of 1.0 Artistic Perception in music are the hard line "Read and Notate Music" and "Listen to,
Analyze, and Describe Music" elements. Music teachers love these, of course. Very specific,
requiring constant instruction and practice. But by the time the discussion gets to 4.0 Aesthetic
Valuing or 5.0 Connections, Relationships, Applications, there is often the sense that these are addons of arts learning which can be forgotten. I now realize that in planning various lessons over
many years, I too had done the same thing.

Tate_CompiledMorrisonReport_2013.FINAL4.docx

Page 36

And yet I discovered through this project that by taking any sequence as a "pecking order" there
was a huge risk in missing the most effective way to reach a student, to grab them and make
music essential and vital to them. In my opinion, that is approaching it backwards.
Since I present myself to my classes first as an artist, I went back to my own sensibilities as to
how and why I got involved with music and theatre and what it was that made me want to learn
the more technical aspects of the forms. I was lucky. I heard all sorts of music as a kid. My dad
sang live for us at home. I sang. I played all kinds of records. I went crazy for a show on TV with
zany instruments or funny dancing. I had seen it. I had heard it. I could bang out notes on my
Grandmother’s old piano (a blonde Chickering, for the record). And because it was all so
wonderful, I wanted to know more. I had to, or I could never do it myself.
Yes, I had a gift. I started "playing" piano at five, with lessons beginning at seven. I could carry a
tune and make them up. But first, I was exposed to it.
Consequently, I began rethinking my strategies with this in mind:
Nobody wants to learn the skills required to become an artist until there is a
delight, an appreciation, and a need to be involved in a particular art form.
If I can grab a student with a wonderful piece of music, a great song, or a wonderfully stagedand-performed musical number, then I can get them excited. Perhaps I could begin by having
them think about what they heard that made them thrill, or laugh, or bounce up and down. Or by
having them relate how themes in the work they saw or heard are a part of other stories they like;
connect how the still-undiscovered elements of music already took their imaginations by storm;
consider the kinds of people who like to compose, choreograph, or perform; ask questions about
the choices they think were made to achieve the artist's goals . . . just for the sake of having them
become excited about the art form! This might be a better way to provide something for them.
Something they might actually want to do.
So, in that sense, I realized I was beginning my "standards" focus with the last two of the lot. In
reality, I think I have always taught this way. I want my students to sense the need for music and
theatre. I believe that the most important element in really learning an art form is having a
passion for it.
Certainly, one can incorporate all the standards overlapping at once. But somewhere a decision
has to be made as to a starting point. The more I have been able to bring the 4.0 and 5.0 strands
into play as a springboard to share the form, the easier it seems to be to get students to wonder
just how it can be done, and how they can participate. We start to set up a sense of what we like,
but also consider what makes for a good sound or feeling. They may not know the technical
terms yet – or want to – but it's a start.
This is why I show as many DVD clips as possible . . . or something goofy such as "Toot,
Whistle, Plunk, and Boom!" . . . or play recordings of Big Bands jazzing it up. How can they like
what they've never heard or seen?
I particularly love sharing the Historical and Cultural Context of material with kids. (That would
be Strand 3.0 in California.) Whether it's the tale of the composer or lyricist, the background of
the song or piece in an era of different musical styles or instruments, or wandering through the
lyrics for secrets of an emotional state or story, students' imaginations seem to be fired-up by the
reality behind what they are hearing. Classroom teachers, too, connect on this level. I ask them
questions like: "What kind of music do you like the best?" "Do you think you could help the kids
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with fun dance moves? – just one per kid . . . we’ll string them together later." "Why not tell the
class your favorite story about performing?" Music is not bricklaying, it's emotional. But it takes
a lot of brick-and-mortar thinking.
Then, as we continue singing or dancing along, the class has a greater chance of using Creative
Expression (that would be 2.0), since they have an informed sense of what would be fun or
interesting to do. Memorizing songs is easier when the words have a background, when the
idioms are explored in their proper context, when the musical community is created by
participation.
And while we have not neglected the fact that there are lots of technical elements of music to
learn and share, I have found that this approach sparks a "need to know" motivation for learning.
We can all sing or dance together, but when we want to "Get Good," it’s important to have
Artistic Perception (1.0) of things like 8th and 16th notes, of even/uneven rhythm patterns, of
finding that the form of a song can help it make more sense or help us choose movements based
on its shape, and – even if we don't have instruments to play ourselves – of being able to discern
different sound properties (and become mesmerized at how they're shaped).
I am certain that there are many better teachers than I who have always done this. But during this
project, by investigating our [constructs of interest] and working to establish the best way to
share delivery of the curriculum, this realignment of my processing has created an entirely new
scaffolding for my work.
I do not expect that most of my students will learn all the standard skills from me. There is not
time, and I am not really here to be that horse of the troika. So I am happy, as an artist, to find a
way to create that excitement in a student which might provoke the need to develop skills to be
able to do whatever their imagination might tell them to do.
Not everyone is going to be an artist. Not everyone is going to be an Olympic swimmer or a
brain surgeon either. Some youngsters are happy to be involved at a basic, participatory level.
But for those who might compose, or write, or perform, I think that by pointedly making the art –
dare I say, for its own sake – the defined beginning, we encourage passion in young artists who
just might be waiting to bloom.
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APPENDIX I
Shared Delivery of StandardsStandards-Based Instruction
Rob Bowers, Teaching Artist (2009)
In California, the Visual and Performing Arts Content Standards and Component Strands have
become the point of departure for many arts education projects and initiatives. For me and many
other artists, these standards are not the cornerstone of our craft, but a representation of what
many individuals settled on as the important elements needed for well-rounded education in
various art forms. The Music Standards, particularly, are far more technical than those in other
art forms, and in that sense are tremendously difficult for any general classroom teacher to
present. Between the daily schedule of subjects considered more academic, the lack of training
most new teachers have in general music, and an emphasis on teaching-for-the-test (which
doesn't include a music component), the standards become monolithic.
As an artist who has been teaching for over thirty years, I have seen so many new concepts come
and go that at certain points I felt I was losing focus on what I could best bring to a classroom.
After observing students achieve a great deal of success, hearing teachers explain the growth
they had seen in particular kids, and seeing performances which were far above grade-levelexpectations, I reached the conclusion that I needed to trust what I believed, what I actually
knew, what actually had worked. Change it up with new and better methods of sharing my art?
Certainly. Lose its integrity based on an educational trend? No.
Part of the Morrison Partnership agenda was to investigate a shared delivery approach to music
instruction, which called for separating elements of the instruction so that different teachers
could engage particular standards best suited to their expertise, and allow students to build skills
in as many of these standards as possible. The music specialist was to focus on the more
technical elements in music; the classroom teacher was to follow up by practicing those elements
with students, as well as address the historical, cultural, and cross-curricular aspects of music
instruction; and the teaching artist was to provide an in-depth experience that engages standards
across multiple strands, as applicable in their particular art form or genre.
If all the standards are of equal importance, and are to be parsed-out to the various members of
the shared delivery team, then I needed to begin by identifying which standards are addressed
by engaging in music theatre. Of course, my work would also need to be informed by standards
in theatre and dance. The Chinese menu approach.
The classroom teachers and I subsequently met to analyze what students were being asked to
learn, standard-by-standard, and it was possible to connect some important dots. I focused on the
Component Strands Creative Expression, Aesthetic Valuing, and Connections/Relationships/
Applications, presenting to students what I have learned, used, and celebrated in my work as a
musician, singer, actor, director, musical director, and human being. The classroom teachers –
experts in the full scope of grade-level curriculum across content areas – engaged students in the
latter two strands, as well as in Historical and Cultural Context, through analysis of music and
lyrics and by connecting music learning to other subjects. While I would also touch on selected
aspects of Artistic Perception – by far the most technical of the Component Strands – most
standards in this arena were thought best suited to the teaching expertise of a music specialist.
In my humble opinion, the music standards are overwhelmingly technical. If music be the food
of love, play on. If music be the only art form being taught, play on. If music be just a part of the
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arts program, hold your instruments in the ready position. The time required for a music
specialist and an astonishingly gifted classroom teacher to cover all the reading, writing,
composing, and solfege-ing standards within music alone simply does not exist.
If the mandate to involve authentically all students in more than one art form is to be achieved,
choice in how all of the art forms are to be presented must be allowed. If music is to be part of
the arts picture – and not the whole eggroll – then there is wonderful value in "Less is More:"
thoughtful selection of fewer standards that connect and interact with one another in deep,
meaningful ways. As a music/ theatre professional I can offer valid recommendations on how to
successfully address many elements using a multi-disciplinary art form. But any art is bigger
than its standards. For my part, I chose to address specific standards that could be combined
through the lens of quality presentation of emotional, character-driven, and interestingly-staged
work.
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APPENDIX J
A Practical Strategy for Leveraging Student Learning:
Linking Content, SocialSocial-Emotional Skills, Metacognition
Rob Bowers, Teaching Artist (2009)
Recalling the many charts, maps, lists, and pictures I have seen posted on classroom walls over
many years, I began thinking that a constant visual reminder might help students hold on to
important elements of musical theatre we were exploring. But rather than some colorful display
of instruments or music notation, I wanted students to be able to quickly access a list of bulletpoint responses to the question, "What is quality?"
The idea was to have students create a list of elements that they identified and agreed were
important for high-level accomplishment within the art form. The hope was that their repeated
use and growing understanding of these elements would help them become better audiences and
performers. I also imagined this strategy could serve as a concrete point of reference for
examining the 4.0 Aesthetic Valuing Strand of the California Visual and Performing Arts
Framework, which asks students to "Respond to, Analyze, and Make Judgments About Works of
Music/Theatre/Dance."
I called these concepts "Quality Points", or "Q-Points". We started the chart during our first
workshop session, where I offered some initial buzzwords and ideas like Listening Well and
Singing Together. As time went along, the class added their own ideas to the chart, using music,
theatre, or dance vocabulary. I made certain that new concepts of importance like Staying in
Tempo, Steady Beat, Correct Dynamics, and Memorization were added, and always with the
understanding that these were not simply words on a page, but elements we needed to use, and
which would enable a higher quality of performance.
The hidden goal was to gather the many concepts we were addressing in one place, to encourage
student ownership of each principle, and to have these elements of the art form become secondnature to students. Since we were eventually going to perform for an audience, the Q-Points
became an easy way to connect students to specific criteria for analyzing the effectiveness of
their work. In rehearsal, we could stop and check the chart if something wasn't working for us:
"Are we actually staying together? Are we listening to each other, or over-singing? Have we
memorized the lyrics, or are we guessing? What on Earth happened to the tempo?!!!"
Some classroom teachers found success in using the chart as a tool for review before we met
each week. Additionally, classes referred to the Q-Points when reflecting on a performance they
had seen on DVD, or music they'd listened to. Their mandate was to note which elements of
quality they recognized as they considered the work of other, professional artists. This gave the
students a clear point of view for understanding how they might become as skilled as the
professionals they were watching, and also informed their ability to make personal choices when
creating their own physical characters and choreography. The Q-Points enabled students to break
down what they'd seen into useable terms and ideas, and work towards smarter creative
processes.
I can say that after using this Q-Point strategy in more than forty classes, and in considering the
quality of work and the growth of students, it is huge addition to my work. The chart serves as a
visual support for me, as well as for the students. In reflecting on my own teaching, I have
noticed that having the chart as a constant point of reference has helped me to more easily
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observe and connect what might be lacking in my teaching – drawing attention to a particular
point I hadn't been emphasizing enough, or a concept that was missing from the kid's work
altogether. If the classroom teacher mentioned that students were having particular difficulty
working together, we might find our list included Take the Work Seriously or Respect Others
First, Respect Yourself Last. When reinforced through follow-up by the classroom teacher, the
result was that many of the concepts did become second-nature to the students.
This was quite apparent in watching them in rehearsal. Better listening promoted better
teamwork and more accurate musicality. Knowing that they had to use Projection, Breathing,
Diction and Articulation skills enabled students to move into stronger work at a more rapid
pace. Memorizing a lyric correctly enabled the group to move more quickly and creatively into
staging a song and interpreting it effectively. Their understanding that other wonderful artists
used the same concepts that they were using provided a larger, more life-affirming view of the
self discipline and self awareness required in the art form.
Mostly I was reminded that, in the long run, the value of using the chart all comes down to the
classroom teacher. They truly are the Partner-In-Charge here, as they are with so many elements
of an ongoing project based on the shared delivery model of instruction. When the points were
not used in follow-up, were ignored, or were hidden away, it was easy to see that the students
didn't bring an awareness or expectation of their own potential for performing with quality to the
sessions. Their work was slower, far less artistically solid, had little interpretation, and did not
often connect with the language of any art form.
On the day before our last rehearsal, I asked each student to reflect on: "What are ways they can
really bring Q-Point-centered work to the rehearsals from now on?"
The commentary in my own weekly reflection included:
This rehearsal was where the "Skill Hits the Fan"
The Q-Point elements were helpful to students whose work had been centered on the QPoints all along. The development of their ability to connect each number to the bigger
picture of the "show" was moving forward at a good pace. They seemed to realize that
their work in class was essential to being ready for the next step in rehearsal.
One class never grasped the importance of the Q-Points, nor worked with them on their
own, and their performances and rehearsals were very scattered. Practice had been
taking place during class time, certainly, but, when students hadn't done their homework
(to learn any lyric about which they were unclear, to verify that the melodies were
accurately sung, to connect the song to the staging, to connect important elements to
their physical and vocal work) the result was that we weren't really rehearsing, we were
spinning our wheels and returning to square one on each number.
Most kids are not often challenged on as many levels as they are in Music Theatre processes, and
my expectations are high. So it was fun to hear their reflections regarding their own
appropriation of quality (including their mistakes). In our final reflection conversations a week
after the performance, it was interesting how many students had discovered they had learned
more than they thought.
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When we began, some didn't realize they could actually memorize a song by repetition – even
though they can memorize complicated rap tunes. Some had no idea how to rehearse anything in
a systematic, step-by-step approach. Taking some of the Q-Points as a guide for how to learn
something new was helpful. Additionally, the "go-change-grow" rehearsal process could be
easily connected and applied to other classroom work such as rewriting a paragraph, evaluating a
proof or math problem, looking for meaning behind words, and so on.
But none of this clever positioning of concepts would have worked if the kids hadn't cared about
the material they were learning, creating dances for, and characterizing in acting their songs.
Using the Q-Points was only a part of their success as learners. The emotional and storytelling
ideas of the songs' melodies and lyrics had to be paramount.
As Lehman Engel (Tony-winning conductor, theatre musicologist, and one of my favorite
songwriting teachers) once said: "In everything – feelings first."
The Q-Point Chart
"Q" stands for "Quality", both in what a student does and what he or she sees in others. It is a
series of buzzwords and concepts developed collaboratively from initial ideas that I present, and
additional input and discoveries contributed by the teachers and students as we go along. Written
on an oversized chart posted in the classroom and brought to the musical theatre session each
week, these ideas/goals become second nature to the students as they work.
Importantly, the Q-Points are relevant whether students are evaluating their own performance, or
the performance of their group. They help to establish guidelines (as in a rubric) so that each
group can also consider the quality of each other's' work.
•
•
•
•
•

•
•
•
•
•
•
•
•
•
•
•
•

The unexpected makes it interesting.
Practice makes perfect.
Rehearse it wrong and you'll DO it wrong!
What do I need to do to be ready for the next step?
KNOW
o The Tempo
o Staying together (LISTEN to each other)
o Meter-Steady Beat-Rhythm
o Dynamics
o Patterns/Phrases
o Different STYLES of music: different histories, ways of singing them, energy
variations, vocabulary, "idioms"
NO FOOLING AROUND!!!
Personal Energy: Centered/Released
Breathe-Support-Project (B-S-P)
FOCUS (look at the person speaking/singing)
Share the stage – look at the person(s) your character is communicating with
Articulation-Good Diction-Correct Pronunciation
Memorization (lyrics, lines, melody)
Know staging/choreography = muscle memory
"PLACES" – STOP what you're doing and go to YOUR location
Knowing CUES
Teamwork: "Respect Yourself Last and Others First"
Make each movement count – precise, clear: "Definite, Economic, Telling"
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APPENDIX K
Examples of Concepts, Skills, and Processes Engaged in Grade 3/4/5 Music Theatre Curricula (Bowers, 2009)
Content Acquisition
(ELA)

Content Acquisition
(Math)

Content Acquisition
(Music)

Content Acquisition
(Theatre)

Content Acquisition
(Dance)

Developing a comprehensive
understanding of language arts
and its basic literacy skills

Developing a comprehensive
understanding of
mathematics and its basic
numeracy skills

Developing a comprehensive
understanding of music and
its basic literacy skills

Developing a comprehensive
understanding of theatre and
its basic literacy skills

Developing a comprehensive
understanding of dance and
its basic literacy skills

Standards-Based Concepts
and Skills within the domain
 Rhythm
 Duration
 Pattern
 Phrasing
 Pitch
 Melody
 Contour
 Call and Response
 Theme and Variation
 Meter and Measures
 Melody/ Polyphony/
Harmony
 Articulation
 Dynamic Contrast
 Tempo and Beat
 Accent
 Setting Words to Music,
Music to Words
 Improvisation
 Singing: choosing
interpretation based on
musical elements;
rethinking, re-doing
 Quality: defining,
recognizing, appreciating,
achieving quality

Standards-Based Concepts
and Skills within the domain
 Plot
 Conflict
 Character: behavior,
motivation
 Voice Work: to develop
character/intent; to present
self well (pronunciation,
diction, projection); tone
 Gesture
 Action
 Storytelling: theatre as a
storytelling tradition
 Staging/ Acting: making
choices, rethinking for intent
and clarity; re-staging
 Quality: defining,
recognizing, appreciating,
achieving quality

Standards-Based Concepts
and Skills within the domain
 Centered/ Released
Energy:
pulse/accents, melt/collapse,
stand/freeze
 Physical Control and
Concentration
 Shape
 Axial/Locomotor
Movement
 Non-Verbal
Communication:
feelings, staging story ideas
 Partnering
 Group Dance Skills
 Gesture
 Choreography: creating,
rethinking, restaging,
choosing the best
movements
 Quality: defining,
recognizing, appreciating,
achieving quality

Standards-Based Concepts and Skills within
the domain
 Rhymes: in song lyrics, as signposts for
ideas and memorization skill
 Auditory Discrimination: hearing the
difference in wordplay, in melody, in rhythm
 Word Segmentation: pronouncing lyrics
according to segmentation with notes
 Phonetics: sounding out words
 Verbal Fluency: lyrics
 Vocabulary: elements of music/theatre, lyrics
 Syntax: considering dialogue and lyric
 Sentence Structure and Comprehension:
ideas in dialogue and lyrics
 Main Ideas/Supporting Details: songs
supporting concepts in lyric and story
 Storytelling: theatre and musical concepts as
a means of telling tales
 Dialogue: particularly as something separate
from a song lyric
 Descriptive Language: songs use all manner
of description, realistic and fantastic
 Character and Setting: story and songs are
based on both
 Genre: various styles of music within a
larger musical concept
 Plot and Plot Prediction: using songs to
connect ideas in an ongoing story
 Grammatical Concepts: observation of
grammar in lyric and/or dialogue
 Personal Writing Style: finding ways to
express ideas through written reflections
 Dramatic Reading: adding dramatic intent
to reading aloud
 Reading (and Performing) for Meaning:
using both character and melody

Standards-Based Concepts
and Skills within the domain
 Order: patterning of
melodic lines, keeping
material in sequence
 Counting: counting both
beats and repeated phrases
 Sequence: hearing
consistent patterns followed
by new material, and
recreating them
 Unit and Pattern: hearing
individual elements in
melody/ rhythm and finding
patterns
 Fraction: within measures,
duration of notes/ rests as a
fraction of the whole
 Grouping: steady beat vs.
rhythm; even melody line
vs. syncopated beats
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APPENDIX L
Engaging Students in Metacognition
Andrew Grueschow, Teaching Artist (2009)
My teaching at Morrison Elementary School throughout the 2008/09 academic year was based in
music and dance from Ghana, West Africa. Along with teaching music and dance skills, I was
interested in effectively engaging students in meta-cognition, and in integrating social-personal
skills with music learning. I worked with three 2nd grade classes, and one 1st grade class. Our 15week residency culminated with the students performing traditional music and dance from
Ghana, and was followed by a final day of reflection.
Metacognition: Learning about Learning, Thinking about Thinking
There are many ways of defining metacognition. I have heard it described as an "awareness of
the process of learning," or "knowing about knowing." I have introduced it to students as
"learning about learning itself." The goal of engaging students in metacognition is to allow them
to think about thinking, and to enable them to apply this cognitive awareness while learning new
things, thereby maximizing their potential as learners. Students make informed choices about
how best to use particular strategies for learning or problem solving. As these strategies become
learning tools independent of content and context, they can be effectively applied to new
learning. Students become more aware of their strengths as learners, and use this information
when deciding how to achieve a new goal.5 With this context in mind, I made efforts to help
students connect their music learning with other aspects of their learning.
The complexity of these ideas was challenging, particularly in attempting to apply them to first
and second grade instruction. Students were being asked to engage in analysis of their own
thought processes, and then draw conclusions about their findings. They were dealing with new
vocabulary and being asked to think in a new way. I was aiming for high level thinking and for
students to make that thinking transparent by finding the right words to explain their ideas. I was
attempting to elicit a transparent stream of consciousness about learning itself.
Previous Work That Informed Current Practice
In past years I focused on LQCPR (listen, question, create, perform, reflect) processes as a way
of engaging students in metacognition. In one project, students were asked to complete a LQCPR
response each week, immediately following their music session. Lower graders often drew
pictures, and upper graders wrote short reflections about how each LQCPR process aided their
music learning. Although many, many student artifacts were generated, containing large amounts
of informative data, this assessment strategy was challenging on many levels.
First, it was difficult for me to recognize evidence of metacognition in student drawings. After
listening to Dr. Scripp analyze and interpret some of these drawings, it was clear that this
approach did allow students to demonstrate various levels of understanding and organization of
their music learning according to these five processes. However, the drawings were limited in
their ability to capture the stream of consciousness that happens within a student's mind while
engaging in metacognition. And I was limited in my ability to decode the full spectrum of
information the pictures provided.

5

John W. Santrock, Information Processing, 2008
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Written responses by upper grade students also produced untenable evidence of student
metacognition. For example, students often stated that they engaged "listening" to play music
better, but without a follow-up inquiry to elicit further explanation and reflection, this fell short
of revealing true metacognition. After several weeks of completing the LQCPR form, some
students began to submit the same short, rote response each week. As I periodically reviewed the
students' writing, I also began to question how deeply they understood each of the terms they
were being asked to connect to their learning. We had discussed each term when I first
introduced the assessment process to them, but I never asked students to define the terms as part
of their written response. If students were considering ways that "reflecting" helped them learn
during their music lesson, then it seemed essential for me to know what "reflecting" meant to
them. Finally, due to the large amount of documentation generated, it was difficult to make this
assessment strategy interactive. Students were producing written documentation each week, but
no process had been established for collection and review of their work, and I did not have a way
to loop back with them about their insights and discoveries. The result was that students were
completing this activity because I asked them to, and not because they recognized how it
connected or added value to their ongoing music learning.
As my work at Morrison and with LLSN continued, I began to experiment with trying to engage
students in metacognition throughout all of my teaching. I realized that what I wanted to capture
was the stream of consciousness that allows students to dig through their own thinking process.
While listening and discussing classical music with students at another school, I realized that I
was most effective in engaging students in metacognition through conversation. Conversation
allowed me to ask follow-up questions, and allowed the whole class to benefit from others
"thinking out loud." When students gave correct answers, I could ask: "How did you know that?"
When students were not on the right track, my questions were able to guide them back toward
the kind of thinking I was looking for.
A New Approach
With prior failings and small successes in mind, I decided to try a new approach in 2009. I began
recording group discussion at the end of each workshop centered on a particular idea. I would
then transcribe the discussion, and bring the strongest student responses back the following week
so that all classes would benefit from each other's thinking.
I began these weekly discussions around the idea of community, hoping to open the door to
social-personal development as well as metacognition. We addressed several aspects of a
community (teamwork, common goal, roles, and responsibilities), focusing on one idea each
week. We defined the word, discussed how it applies to successful music making, and how it
applies in other aspects of students' lives. Each workshop would close with a recorded discussion
about the topic, during which I would ask questions such as:
• Is teamwork important when we play music from Ghana? Why?
• How do you use teamwork when you are drumming or dancing?
• Would our music sound the same without teamwork? Why?
By recording the discussion, students were free to express themselves verbally (rather than by
writing or drawing) and – most importantly – I was able to ask follow-up questions.
The teachers and I decided that students would engage in written reflection at specifically
targeted times throughout the residency, and we would use these occasions to synthesize
elements from previous discussions. On the days students were asked to journal, we reviewed
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definitions of the terms we were using, and reminded students of their thinking in prior
discussions. I created four journal prompts (one about each aspect of community), and the
classroom teacher discussed these ideas with students to prepare them for their journaling.
Students were also asked to define community, and each aspect of community we had discussed,
as part of their written reflection.
While second grade students prepared individual written responses, the first grade class used
shared-writing to document their thinking (shared writing is a process of distilling group
discussion into a single written document).
Following our first written reflection, the teachers and I decided to sustain focus on just one idea
over several lessons, and to ask students to journal about that single idea, rather than to pull
several ideas together under the broader concept of community.
Lessons Learned
1) It was initially difficult to hear students on the recording (I was using an iPOD), but this
seemed to improve as I became more aware of moving closer to students and asking them
to speak up.
2) When students are asked to write, they are all held accountable for engaging the
information. During discussion it's easy for vocal students to dominate, and shy students
to check out or let others answer. I tried to be aware of asking for comments from less
vocal students, and let them all know that I would be regularly calling on students who
were not volunteering a response.
3) In looking for an appropriate point of entry for engaging students in metacognition, my
initial plan was to start discussions around community (I thought it would be an easier
concept for young students to grasp), and to eventually work my way to learning
processes like LQCPR and focus. Although some students were successful with the
community topic, many stayed within the realm of "making connections" rather than
metacognition. However, I believe this was the result of my line of questioning, rather
than their ability to engage the topic on both levels. I thought the idea of focus would be
more challenging for students, but was surprised that this immediately had us engaged in
discussions about how our minds work. In retrospect, it makes perfect sense that focus
would lead more easily to the inner workings of our minds than would more "external"
topics like community and teamwork.
4) I do believe that with correct questioning, any topic can engage metacognition. I also
believe that some topics, particularly learning processes, make it easier to step through
the door. Making connections remained a part of our discussions, as it seems essential
when engaging students in metacognition, especially since the goal is for them to transfer
their cognitive awareness to new learning. Students' understanding of how they learn
becomes a tool that can then be applied to any subject matter.
5) What emerged as more important than the topic used to engage metacognition were the
kinds of questions I asked, and how I framed the discussion for each topic. Rather than
simply asking "What is focus?" and "Why do we need it to play good music?" we also
discussed why we lose focus, and how we can maintain focus. These lines of questioning
sent students digging into their own minds, rather than into workshop content.
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6) I was challenged by the ominous task of crafting a journal prompt that was digestible for
lower elementary students, and would elicit independent reflective writing about their
meta-cognitive awareness. However, I do believe that once students are accustomed to
this way of thinking, and I'm smarter about crafting appropriate prompts, greater use of
written reflection will be possible at some grade levels.
7) Although the initial plan was for the teachers to facilitate and record students' verbal
reflection back in the classroom, it became clear that I needed more practice at modeling
the process before I could hand it over. I was uncomfortable trying to craft written
prompts for teachers that would clearly communicate what I was looking for, when I was
struggling with the questions myself.
What Worked
1) Verbal reflections allowed me to guide the students toward the kind of thinking I was
asking them to engage. Discussion allowed for essential probing and follow-up, enabled
students to ask their own questions while finding their way into metacognition, and
provided an opportunity for them to model their thinking process for each other.
2) The project was designed with time designated (weekly) for me to review and chart
student responses. I was therefore able to engage their good thinking as part of interactive
learning, pointing out their smart responses as a way of modeling the kind of thinking I
was looking for. Consistently revisiting students' own thinking thus became a regular part
of our work, and all classes got to learn from each other.
3) Since 1st and 2nd grade students have limited writing skills, engaging in discussion gave
them more freedom to express their thoughts. Next year I would like to include more
opportunities for peer-sharing and facilitated discussions between students, depending on
grade level.
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APPENDIX M
Collecting Evidence of Metacognitive Understanding
Rob Bowers, Teaching Artist (2009)
Since this project was based on combining music with theatre techniques, keeping abreast of the
students' progress was not a simple matter of testing them for a by-the-numbers series of skills. If
a child was learning the words to a song, clearly they were successful. If the group was singing
together, but a few were out-of-synch or off-pitch, that was relatively easy to spot and work to
correct. The complex staging of both the musical numbers and dances allowed for individuals to
present themselves in the proper patterning, emotional shapes, and physical images. In addition,
the transitional sequences (going from one place to another between the musical numbers) were
staged and rehearsed so that anyone could tell who was or was not in the right place. After
staging over 100 shows and countless student performances, this is rather second nature to me.
And the project's focus on partnership with the classroom teacher encouraged "partneredrehearsals" which allowed the teachers to also be aware of how well students were executing
staged movements and dance elements.
But in addition to developing what would be a very public display of student understanding, we
became interested in how students were connecting with various musical and theatrical concepts
on a more personal level.
Importantly, this would not
be a test, but a chance for the
kids to stop and think about
what they were learning, and
how they felt the information
was affecting what they were
trying to achieve. As the
weekly queries and reflection
prompts grew more directly
related to each student's
specific songs and character,
the classroom teachers and I
were able to refocus our own
work with the students, to
congratulate them on their
discoveries, and to
communicate the importance
of their being able to express
in words what they were
feeling within themselves.
After our first few weeks
together, we asked the
students to address questions
about why human beings use
experiences from their own
lives to create art: music,
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dance, stories, poems. This was a way to consider not only where their thinking started, but to
see if some of the precepts of storytelling-in-music and other art-centric concepts we'd been
sharing were beginning to take hold. We also asked them to share something from their own life
which might be adaptable into a work of art – preferably a dance, song, or story.
A bit later, the questions were
tilted towards having students
communicate their
understanding of musical terms
and the use of them (tempo,
rhythm, steady beat,
remembering staging/actions,
dynamics, meter, etc.)
However, it was up to the
students to bring up the
elements they found most fun
and/or helpful in learning and
memorizing their material.
Questions for the third graders
were more direct, asking which
music "possessed" them, which
song had their favorite rhythm,
melody, tempo or dynamics.
Once the classes selected
particular character songs to
perform, they were asked to
explain how the music and its
elements were going to
influence their theatrical
choices in playing the part of
"puppies" in a song called "I
Am Puppy, Hear Me Yap!"
Since particular students would
be selected to recite short "pup" poems, written reflections allowed the teacher and I to determine
which students really grasped the connections between music, lyric, and character action.
The Grade 4 students were asked to devise a dramatic scenario to precede their character song in
the show. They did not have to write dialogue, but rather come up with a basic "plot" as
introduction. One group took "N.Y.C." from Annie, and the other a song sung by crazy birds, "In
the Blue" from Tale of the Kite. Some of the students went absolutely berserk with huge plots
and multi-character situations. But at the core of this work was a sense of the way the music and
lyrics dictated the kind of action that might be going on. For "N.Y.C." the students conceived of
tourists, gangsters, helpful cops, lost kids, families extolling the wonders of the Big Apple, and
produced drawings of their scenic ideas. For "In The Blue", many students took the highlysyncopated melody and took it to the Old West, while others portrayed sarcastic birds on a wire –
both of which were appropriate for the song.
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The Grade 4/5 class had been
split into three groups, and were
each singing a different comic
"National Anthem" about "their
land" – one Blue (a CountryWestern song), one Green (a
light-classical operetta piece),
and one Yellow (50's Rock and
Roll). This class was lagging
behind, and in fact many
students were very unfocused
despite the rather simple lyrics.
Some seemed to take the matter
more seriously, and did their
best to communicate their ideas
about how the music would
make them move, what it
sounded like, etc. The
individual writing skills (both
conceptually and technically) of
students in this class were rather low, so putting thoughts on paper was not their strongest suit. It
is worth noting that at the end of the year, this class (which was being carefully monitored across
many learning areas) was shown to have achieved great gains in proficiency across several
subjects.
The final reflection was held on our last day together, a session for regrouping and re-performing
songs from our end-of-year performance, answering questions, and sharing reactions to prompts
such as:
• Why do you think Morrison wants you to have music?
• What was a moment when you felt you had succeeded?
• What were situations you found difficult onstage?
These sessions were recorded on CD and were later transcribed in script form. Interestingly, even
those students who were not shy onstage became quiet and a bit hesitant to verbalize their
feelings in front of each other. Nevertheless, it was a conversation which not only celebrated the
successes of their work in performance, but allowed them to use musical and theatrical terms to
converse intelligently about what they'd done. Some of the student responses are here:
• My school wants me to have music so we can get smarter and more creative with music.
• I think we have music [in school] because without music, our History wouldn't go on.
• The school wants us to have music because you could learn more. Like, say you can't
sing? But you could learn more about music.
• They want us to have music because you get to show your emotions.
• My favorite moment was when I memorized ALLLLLL of the songs I was learning.
• Now I know what it takes to memorize things, and to practice.
• If we don't know the words to a song, we can like keep practicing it, and we'll remember
the words that way.
• I liked learning new synonyms for the songs' words. It just sounded . . . easier.
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•
•
•
•
•
•
•
•
•
•
•
•
•

Now I like to feel the rhythm.
My favorite moment was 'At the Hop', because I feel like I really expressed myself.
I can believe in myself . . . and have more confidence.
I was confident because when YOU play the music, WE kinda go right to attention. And
we feel like we're gonna be controlled by the music.
When I was singing that song, I was confused . . . but I looked at Edgar, because he was
conducting . . . and I got it right.
I had trouble in one song when we were moving backwards, I was just staring and out of
focus.
We were good because like in 'At the Hop', we stayed on track . . . on the beat.
In music, we focus like we're doing work . . . like somewhere else – like in Math.
Learning music helps us, because like if we do speeches for other people, it helps us to
Breathe-Support-Project.
I like to know Breathe-Support-Project because it's gonna make me speak louder.
I like to know how to Center Your Energy and say your part.
Now I know that when you go out on the stage, that you shouldn't be frightened by all the
people because you're able to perform in front of them.
Now I can kind of like stage myself when I am having a performance.

For me, seeing the development of the students as they went from barely being seekers to
becoming performers who knew what they were sharing was delightful. Even more than that,
hearing them struggle through shy, stammered phrases to voice what they'd experienced was
truly important.
I like this bit-by-bit Q&A, prompting, write-a-story/plot, and group discussion style of reflection.
I am not one for constant pulse-taking. I believe that music and theatre both take a certain
amount of gestation to become part of what a student does based on what he or she knows. The
results seen on stage, even with the mess-ups here and there, were a smart, naked and courageous
outpouring of personal commitment to the work at hand. I felt that our reflection techniques
simply allowed the students to constantly consider how many new and different things they were
learning, and to apply new and different ways to express those elements.
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APPENDIX N
"Leave"Leave-Behind" Template and Examples
Andrew Grueschow, Teaching Artist (2009)
Artist Name
Genre
Lesson #[ ]
OVERALL LESSON CONCEPT/ TITLE
This should be the same or similar to the “Concept” identified on your 15-session Working
Draft
PART I

Task

Again, this should be the same as, or the first part of, the “Task” identified on your
15-session Working Draft
Example: Lead students in clapping a steady beat.

Criteria This should be special instructions for the teacher to consider and/or remember in
leading the lesson

Example:
•
•
•

Maintain a steady tempo
Start pulse with: one, two, ready, go!
Count from 1 to 4 repeatedly while clapping

Progression of steps What the teacher does to lead the students through the lesson
Example:
•
•
•
•
•

Discuss examples of steady beat found in everyday life. (dripping water faucet,
heartbeat)
Clap a steady beat, asking students to listen rather than join. Accompany your
clapping by counting from 1 to 4 repeatedly.
Create a signal to stop the steady beat.
Start the steady beat by counting: one, two, ready, go!
Stop the steady beat with your ending signal.

Student Assessment Criteria
•

How the teacher will know if the students are performing the task correctly

VAPA Content Standards addressed
•

[Grade Level]
o [Number, Text of Standard]
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PART II [EXAMPLE]

Task

Lead students in clapping a rhythmic pattern with words.

Criteria
•
•
•

Pattern must be four beats long
Maintain a steady tempo
Say the words while clapping pattern

Progression of steps
•
•
•
•
•
•
•

Create a rhythmic pattern, which you can duplicate with words.
o "Let’s-all-play-to-ge-ther!"
Clap selected rhythmic pattern for students, asking them to listen rather than join.
Start saying the words to accompany your clapping.
Create a signal to stop the rhythmic pattern.
Ask students to say the words to accompany their clapping. (With lower grades it’s
often best to start just chanting the words, and then add the clapping.)
Start the group by clapping the rhythmic pattern once while saying the words.
Stop the group with your ending signal.

Student Assessment Criteria
•

How the teacher will know if the students are performing the task correctly

VAPA Content Standards addressed
•

Grade 2
2.3 (Creative Expression) Play rhythmic ostinatos on classroom instruments.

PART III [EXAMPLE]

Task

Lead students in playing Duet/Tutti

Criteria
•
•
•
•

Pattern must be four beats long
Clearly identify students for duets
Maintain a steady tempo
Start activity with: one, two, ready, go!

Progression of steps
•
•
•

•
•

Select a familiar rhythmic pattern from a previous musical game.
Practice the rhythmic pattern as a group using start and stop signals.
The rhythmic pattern will be played twice by the whole group (Tutti), and then twice
by you and any student you select. This cycle repeats until you give the ending
signal.
Create a signal to stop the game.
Start the rhythmic pattern by counting: one, two, ready, go!
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•

•

While the group is playing the rhythmic pattern twice, step directly in front of the
student you have selected for the first duet. Then play the rhythmic pattern twice
with that student. Then everyone joins again, and the cycle repeats.
Continue this cycle until you give the ending signal.

Student Assessment Criteria
•

How the teacher will know if the students are performing the task correctly

VAPA Content Standards addressed
•

Grade 4
2.2 (Creative Expression) Use classroom instruments to play melodies and
accompaniments from varied repertoire of music from diverse cultures,
including rounds, descants, and ostinatos, by oneself and with others.

OVERALL LESSON VOCABULARY
• List the music vocabulary presented in all parts of the lesson
STUDENT REFLECTION
• A worksheet, drawing activity, small group discussion with prompts, etc.
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