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ABSTRACT

CLAYTON LANE JOLLEY
CONDUCTING THE CHORUS OF CURRICULUM: PREPARING PRE-SERVICE 
MUSIC TEACHERS FOR CULTURALLY RESPONSIVE CLASSROOMS 
Under the Direction of DR. THEODOREA REGINA BERRY, Ed.D.

The purpose of this ethnographic phenomenological study was to understand the 

significance of the inclusion of multicultural music education for pre-service music 

teachers in teacher preparation programs. In this research, multicultural music education 

for pre-service teachers was defined as the music education programs, which includes 

music from the European musical tradition and other cultures and music typically 

described as American for the sake of building appropriate music curricula for primary 

and secondary teaching with regard to multicultural music education.

The main problem being studied in this research was that pre-service music 

teachers were not adequately prepared to create a culturally responsive classroom by 

building multicultural music education curricula. Many pre-service music teacher 

programs were not as culturally responsive as they could be in order to reflect the 

expectations of music teachers in their classrooms.

To investigate this problem, interviews were conducted with three participants 

who represented teaching at three different levels: pre-service, in-service, and teacher

xiv



preparation faculty. Data were analyzed and interpreted using the experiential learning 

theory of Maxine Greene. The methodological approach could be retained or revised 

depending on a future researcher’s perspectives about ethnography and phenomenology. 

However, the conclusion for this study showed that this methodology was appropriately 

designed, yielding experiential outcomes based on culture and social change and 

providing a level o f validity and trustworthiness as these tenets aligned to one another 

within the context of teacher capacity.

Data analyses revealed that the participants’ experiences, along with the 

experience of the researcher, showed that espoused beliefs about multiculturalism in 

music education at the pre-service level were different from that at the in-service level. 

The findings posit that pre-service music teachers are not prepared thoroughly enough to 

meet the expectations of in-service teachers trying to meet the required standards. These 

implications can provide the basis for further study and research and can be applicable to 

other content areas besides music. It was recommended that the results o f this study be 

taken into consideration when designing curricula for pre-service music teachers and 

other content area teachers as well.

xv



CHAPTER 1 

INTRODUCTION TO THE STUDY 

Background

As the world seems to shrink due to globalization, the importance of expanding 

curricula to accommodate these ideals, notions, and issues related to inclusivity and the 

elimination of bias has grown increasingly important as a part o f a complete education 

(Greene, 2000). This would mean that teachers would need to be prepared to teach to 

these accommodations. However, my personal experience as a music teacher and my 

experience with student teachers has been that we were not as prepared as we needed to 

be in order to meet the need for appropriate multiculturalism in the in-service music 

classroom. Therefore, music teachers are coming into their in-service teaching positions 

with a need for professional development regarding multicultural music education even 

as newly prepared teachers. As a part o f the Georgia Performance Standards (GPS), the 

demand for multicultural music education in our public schools is driving the need for 

music education reform in colleges and universities in music teacher education programs 

(GPS, 2009).

According to GPS, music teachers are expected to make connections to real-world 

situations and scenarios. This would be a reflection o f the music teacher's experiences as 

well as the experiences o f the students. Furthermore, there are expectations with regard to 

cultural and historical moments within the context of music and across the curriculum.
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According to the standards, the music classroom could server as the perfect vehicle for 

providing a multicultural education within the context o f music while making 

connections to other content areas. This relationship between music and culture is a 

reflection of experience and social significance. The following standard exemplifies what 

is expected as part o f the culturally responsive music classroom:

MHSBC.9 - Understanding music in relation to history and culture

a. Discuss how music relates to personal development and enjoyment of 

life.

b. Identify distinguishing characteristics o f repertoire representing various 

periods, composers, cultures, styles, and genres. (GPS, 2009)

The need for adequate curricula at the college level in music teacher preparation 

programs needs to be addressed as a capacity issue (Grant & Agosto, 2008). Some 

colleges and universities, like Florida State University, describe in their programs of 

study how they have integrated multiculturalism into the music teacher education 

program to help prepare teachers for these demands in the classrooms (Florida State 

University, 2012). However, many colleges and universities still only use standard, 

classical music repertoire in their music teacher preparation programs that need 

multicultural education added and could benefit pre-service music teacher capacity. 

Another example o f this mismatch would include the researcher’s personal experience as 

a student at Mercer University and as a mentor teacher for Clayton State University pre

service teachers, as the catalog descriptions o f the programs of study seem to be more 

performance-based; that is, preparing teachers primarily as performers rather than music
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teachers for a culturally diverse student population (Clayton State University, 2012; 

Mercer University, 2012).

The investigation of how this influence has affected college music education 

curricula may be keen in discerning ways in which to improve pre-service music educator 

preparation programs. In this study, the practice and pedagogy o f teaching music within 

the context of a culturally responsive curriculum that is also reflective o f the learner’s 

cultural identity is how I defined multicultural music education. 1 arrived at this 

definition based on my experiences and the research that I have read relevant to this study 

(Banks, 1994; Campbell, 2004; Cochran-Smith, 2004; Greene, 1978; Lundquist, 1987; 

Soto, Lum, & Campbell, 2009).

The focus on multiculturalism in music education since being a pre-service music 

teacher at Mercer University in the 1990s and mentoring student teachers since then from 

several schools in the southeastern part o f the United State has been an intriguing 

perspective for recognizing the need for change in pre-service teacher preparation 

programs. Even though it is noticed that some content within the primary and secondary 

music education programs do meet the needs for multicultural music education, they may 

not be as thorough as necessary to ensure the appropriate teacher capacity for addressing 

the GPS.

Based on personal experience and the experiences o f colleagues and student 

teachers thus far in this research, it seems that most college music curricula for pre

service music teachers are lacking with regard to meeting these expectations or demands. 

Furthermore, there is thought with regard to rectifying the current trend in music



education teacher preparation programs, and there is also research in this field indicative 

of that trend from researchers like Campbell (2004) and Lundquist (1987). Campbell 

(2004) has focused a great deal o f her study on how multicultural education with regard 

to globalization and the blending of cultures has affected music education and how this 

can help create culturally responsive curricula that meet the multicultural standards in 

GPS. Moreover, multicultural education as an interdisciplinary experience has become 

the impetus for integrating music and the arts into other content areas to create 

multicultural learning experiences (Lundquist, 1987).

My personal experience was that I was prepared as a singer first in my music 

teacher preparation program that included very few education courses, none of which 

addressed multicultural education. This has also been true for student teachers that I have 

worked with during my in-service tenure. As a result, I have had to spend extra time 

seeking professional development to accommodate the multicultural educational 

expectations required by GPS. Furthermore, it would seem that new teachers are also 

entering the classroom unprepared based on the student teachers that I have encountered.

This is to say that many teachers, like me, have not been given a complete 

understanding of culture in their pre-service music educator programs. Most notably, the 

understanding of multiculturalism as it is defined in this study is not limited to minority 

groups and race. Teachers should be gaining knowledge o f how to teach music 

representative of their culture, the culture o f their students, and the culture o f the 

community in which they live. This would include, but is not limited to, race, religion, 

language, customs, heritage, ethnicity, and socio-economic status.
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Multiculturalism is a direct result o f integration of schools, the ongoing effects of 

the Civil Rights Movement of 1964, and the progressive education reform of the 1980s to 

reflect these changes and charges from special interest groups (Gorski, 1995). 

Furthermore, the signing o f the National King Holiday by President Reagan on 

November 3, 1983 and the support for the arts from the Reagan administration (in 1984 

President Reagan signed legislation establishing The National Medal o f the Arts as 

support for the National Endowment o f the Arts) fostered and encouraged multicultural 

education in music and the arts (Bauerlein & Grantham, 2009; The King Center, 2012). 

Since these reforms and initiatives, there has been some inclusion o f multicultural 

education for pre-service music teacher curricula as indicated in the aforementioned 

programs of study. However, there could be more attention given to supporting 

multiculturalism in music education so that teachers would have the necessary capacity to 

begin their in-service teaching without being in need o f professional development to fill 

in the gaps where their preparation programs were lacking.

As a residual effect o f No Child Left Behind (NCLB, 2002), primary and 

secondary schools are expected and required to meet the standards with regard to 

multiculturalism in their curriculum and instruction in order to pacify what makes a 

standards-based classroom and how teachers are evaluated by their principals (Ravitch, 

2010; Spring, 2005). The curriculum from school to school is aligned to the state- 

mandated standards regarding culturally responsive teaching. Therefore, new in-service 

teachers are coming into their classrooms deficient and in need o f appropriate staff 

development to meet the standards imposed on their curricula.
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Conceptual Underpinnings for the Study 

The initial impetus for the research in this study was designed to show how 

college music education curricula are affected by the expectations o f the standards for 

multiculturalism in primary and secondary schools’ music education programs (GPS, 

2009). In other countries (i.e. Bahamas, Chile, Argentina, Italy, and Australia), and even 

in some instances in the United States, nationalism and the local folk music weigh 

importantly in the education of the students and play an important role in the music 

teacher preparation programs. However, based on my personal experience and my 

experience with student teachers and new in-service music teachers, music representative 

o f American culture is rarely included in pre-service music teacher preparation.

I have been fortunate to have the opportunity to work as a musician and teacher in 

a variety of countries outside of the United States. Some of these countries allowed me 

to investigate the learning schema of the various districts where I was working. All in all, 

I discovered many unique things about these different cultures that I would have missed 

had I not turned to their educational systems. I specifically looked at how the various 

school systems valued fine arts education, stressed the importance o f culture and 

multiculturalism, and addressed multiculturalism in the curricula used to teach music.

In the Bahamas and Australia, the school systems closely resemble that of 

England where students have general music lessons in the primary grade levels, more 

specific music education and various performance ensemble opportunities at secondary 

grade level, specialized fine arts classes in college (equivalent to senior high school 

education), and the opportunity to pursue a university level education in the major music
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area of choice. However, these music lessons were most typically centered upon the 

cultural music o f the country as it was reflected in the song and dance of the typical folk 

music tradition. The musical tradition o f the Bahamas is largely influenced by African 

music, Arawak traditions and dances, and the English music o f early colonization of the 

islands. The musical tradition of Australia was similar in that it was based on the 

Aboriginal tradition of the indigenous people, African and Pan-Asian music, as well as 

English music.

The emphasis upon teaching these types o f music in general music education and 

continuing their instruction throughout the university level expressed the importance 

placed on the preservation and celebration o f culture. Furthermore, it was described as 

multicultural to include these types of music. Experiencing the musical traditions of other 

cultures represented in these communities o f learning was enlightening as well (Haitian, 

Japanese, Chinese, Italian, English, Cuban, Trinidadian, Barbadian, and so forth).

I was also involved in an educational cultural exchange through the Fulbright 

Commission. My Fulbright appointment to Chile and Argentina afforded me the 

opportunity to work as a guest teacher in several local private and public schools. During 

my time working in these countries, I also did some exploration o f the music and culture 

in education in Brazil simply as an interested scholar. However, my real work and 

research with this appointment was only in Chile and Argentina. I visited many different 

schools and universities and again discovered the importance of celebrating the local 

culture, which was usually greatly influenced by other cultures and colonization.



8

The musical tradition of Chile and Argentina was greatly influenced by European 

settlement; however, the influence of the First Nations people was very prominent as 

well. It is often overlooked due to the adoption of European language and religion, but 

many of the unique nuances that define their music as Chilean and Argentinian were very 

easily related to the First Nations people. This was also true for Brazil. The music 

education programs focused on the traditional classical music tradition from a theoretical 

standpoint but used the multicultural music indicative o f their students to do so.

Italy is often times referred to as the birthplace of art and music as we know it. 

However, the music education o f the typical Italian music student is not limited to the 

great Italian composers o f the Rococo Period. Just as the music o f these other cultures 

has progressed through the influence o f other countries, so has that o f the current culture 

in Italian music education. Of course, my education and teaching experience here was 

not complete without the inclusion of Italian opera, yet it still included music of the 

surrounding cultures and even the United States. These cultures were represented by the 

students and the music teachers saw the importance o f including them in their curricula.

In fact, one very poignant moment in my teacher experience here was working 

with a Catholic school choir that had prepared a very familiar tune to me that was 

undetectable at first because it was being performed in Italian. I later realized that it was 

a Negro Spiritual that had been translated into Italian. This blending o f cultures left a 

distinct impression on me as a student, artist, and teacher. I knew that this was the kind 

of multicultural experience I needed to recreate for my students in the United States. 

Personal Journey
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My experience as a pre-service music teacher and subsequent experiences in the 

classroom introduced the concept o f multicultural education in the arts, particularly 

music. Post-graduate study and experiences brought me to the realization that music is a 

part of culture, and it is equally affected by language, customs, traditions, and religion. 

The relationship between music and culture is especially apparent to me as a musician 

and teacher in that I use music to reach my students culturally while also teaching them 

about music, which I would now say is teaching them about culture. As I have grown as 

a music educator, I prefer to think of myself as a culturally-proficient educator. Teaching 

music is simply my way to share culture, learn culture, and affect culture.

Initially, I entered the classroom with great expectations o f creating an artistic 

situation where each of my students was eager to learn how to read music, learn all things 

classical music, and sing in Italian. My first week, I was told that I had to show how I 

was going to incorporate “multiculturalism” into my classroom’s appearance as well as in 

my lessons. It was at this moment that I realized that I was less than prepared to meet 

these demands. I acquired the state standards at that time and studied them diligently. I 

had never seen this as a part o f my teacher preparation. I knew that I needed to augment 

my capacity as a classical music singer in order to be the culturally-proficient teacher that 

I was expected to be.

As a part o f my personal cultural revolution, I decided to take advantage of 

cultural opportunities enhanced by music and the arts. Through these experiences, I 

knew that I needed to affect curriculum in order to be a culturally-proficient music 

educator and meet the demands and expectations o f in-service music teachers. I also
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realized that multiculturalism was not solely about exposing students to other cultures, 

but also about celebrating their cultures and their experiences. 1 realized that celebrating 

the cultures of my students became a multicultural experience in and of itself.

Furthermore, my experience as a guest artist and teacher in the Bahamas 

reiterated my realization that celebrating local culture can be a multicultural and 

culturally-proficient exercise. It was at this point that I became aware of the pre-service 

curriculum for their music education students. It was heavily steeped in the music and 

culture of the Bahamas in order to ensure in-service teachers were prepared to create 

curricula reflecting its inclusion. This realization led to the conceptualization o f this 

study and how pre-service music teachers are prepared to be multicultural educators in 

the current state of public education and the standards-based classroom.

Music and Culture

Music is a common part o f culture, heritage, and history all over the world. 

Therefore, primary and secondary music curricula could reflect this by including 

elements to teach the importance o f multicultural education (Lundquist, 1987). Colleges 

and universities are expected to incorporate the standards into their curricula, per the 

National Council for Accreditation of Teacher Education (NCATE), which would include 

multicultural education for all pre-service teachers. However, that may not necessarily be 

true for pre-service music teachers as they are often not associated with general education 

courses and training and are often simply an extension o f schools o f education within 

music departments and schools (NCATE, 2010; Norman, 1999).
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Pre-service music teachers are in need of appropriate training and education so 

they can meet the demands of the state standards with regard to multicultural music 

education. This is often sufficed by saying that western classical music stems from a 

European school of thought, but those ideas are processes for composing music and are 

typically American at this juncture in our history (Soto, Lum, & Campbell, 2009). For 

example, one would not say that incorporating multicultural education into a curriculum 

taught students about potatoes, which came from Europe. That is anglophile in nature but 

considered to be American history. However, teaching music students about jazz, Negro 

Spirituals, African Freedom Songs, popular contemporary music, and the vast majority of 

folk music from around the world that has influenced the aforementioned would certainly 

be indicative o f real inclusion o f multicultural education into the music classroom 

(Campbell, 2005). As Lundquist (1986) states,

Music is a way of knowing about life; o f being human, and of communicating that 

humanity, in addition to being a competence, possibly even an intelligence. So, in 

light o f these assumptions, an ideal for socio-musical research would include 

combined cross-disciplinary and multi-level analysis o f music phenomena that are 

cross-culturally replicated, focusing on problems that have implications not only 

for understanding music, but for informing about the transmission of music in 

different cultures, (p. 90)

A complete music education would ideally include the music performed by 

classically trained musicians as well as multiculturally-enhanced concepts, skills, and 

musical offerings according to the current standards and musical education expectations.
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Unfortunately, teaching non-classical music is still very much a taboo in the world of 

music and music education. As a result, pre-service teachers have to start their in-service 

jobs in need of staff development in order to teach the required curricula that most 

primary and secondary public schools are utilizing in their schools. How are colleges and 

universities making appropriate adjustments in their curricula to meet these demands and 

needs?

The influence of multicultural education in music education is one that is present 

at every level of education from primary and secondary levels to collegiate and post

graduate studies. However, success in these areas with regard to successfully integrating 

multicultural education into their programs is typically defined by teachers being 

proactive and expanding their education to supplement what they learned in their teacher 

preparation programs. This is due largely in part to the fact that these teacher preparation 

programs are lacking with regard to appropriate inclusion of multicultural music as a 

basis for their pre-service training (Irvine, 2003).

Many music education students preparing to become teachers at the collegiate 

level in the United States will learn that classical music is the basis by which they teach 

music (Campbell, 2004). Ideally, this would simply be a base for building a lengthy 

repertoire list that is inclusive of types o f culturally responsive music and resources to 

support their teaching. Unfortunately, this is not always the case as many pre-service 

teachers are often told that “serious” musicians should solely teach music classes via the 

classical repertoire (Belz, 2006). However, American music is rarely regarded as one 

that is associated with classical music (Campbell, 2010; Clark, 2005). This is an example
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as classical music is generally associated with European composers for the sake of music 

theory and music history which are integral parts o f  the pre-service music teacher’s 

education (Campbell, 2004).

However, jazz, country and western music, pop music, spirituals, gospel music, 

and the American musical comedy are all very valid forms o f music that vary and are 

often eliminated from college music education teacher preparation curricula as they are 

not part o f what is considered valid music a music teacher should teach (Wang & 

Humphreys, 2009). Furthermore, all of these styles o f music use the same compositional 

theory. The unique difference is that each o f these styles o f music is heavily influenced 

by the various cultures and heritages that make up the American culture. O f course, the 

most common influence among these musical styles and genres outside o f classical music 

repertoire would be that of the African diaspora (Banks, 2006).

This influence, in and of itself, can basically connect every culture within the 

United States as well as in many of the other countries of the world. The fact is that 

American culture is a cross section of many cultures, hence the term multicultural 

(Gorski, 1995). Therefore, it would only make sense that the content being taught and 

the teachers who are teaching it should be aware and sensitive to this blending of 

cultures. The largest cultures affecting multicultural education in the United States are 

African American, Hispanic, and Asian (Villegas & Lucas, 2002).

Beyond these minority groups, it is imperative to remember that gender issues, 

special education, non-English speaking Whites and Blacks, English speaking ethnic 

groups, socio-economic classes, and many other areas of contention are important when
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considering what minority means and how it defines cultural diversity. Multicultural 

education in music classrooms in the United States is not simply the idea of a White 

teacher sampling “Black music” in his or her classroom. That would not be appropriate 

or an accurate model of inclusion (Marshall, 2002).

In other countries o f the world, like the Bahamas, for example, it is understood 

that the music of their local culture is the basis for music education. That is, as part o f 

their education, the students are exposed to, and expected to, have an understanding of 

the idea of goombay, rake-n-scrape, and junkanoo music as the indigenous folk music of 

the islands of the Bahamas. It is used as the basis for preparing pre-service music 

teachers to teach their future students about music in general as well as a means to 

celebrate and preserve their own culture (S. Pierre, personal communication, April,

2009). That does not mean that there is a lack o f Bach, Beethoven, and Brahms as well 

as many English composers in the music education curricula, due mainly to British 

colonization and the traditional, Euro-centric classical music training tradition. This, too, 

is a part of the culture of who the Bahamians are as a people. Multicultural education in 

music education is an important aspect o f the Bahamian music education curricula.

In addition, Bahamian music students are exposed to the aforementioned 

American musical genres, and they are incorporated into the music classroom curricula. 

Unfortunately, over the past few years, an initiative to fully legitimize collegiate learning 

with an emphasis towards university learning and preparedness has led to decreased 

emphasis upon multicultural musical opportunities and experiences in the curriculum of 

the music teacher preparatory program (C. Lee, personal communication, March 20,
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2011). This is perhaps due to the fact that the country’s collegiate system is trying to 

align itself more with American universities to allow students to continue their educations 

outside o f the Bahamas (C. Justilien, personal communication, April, 2009).

Research Questions 

How has the demand for multicultural education in grades K-12 influenced 

college curricula for music education teacher preparation programs? This question 

became apparent after noticing that music teachers coming from preparation programs 

were seemingly ill-prepared to implement the standards for multicultural education in 

their music classrooms. In addition to this observation, I began to learn about the 

research in this area. I was especially drawn to the theoretical work of Maxine Greene 

(1988) and the research o f multiculturalism in music education o f Sarah Campbell (2004) 

and Barbara Lundquist (1986). Collectively, they address multicultural education as an 

experiential way in which to learn and affect social change through the arts (Campbell, 

2004; Greene, 1988; Lundquist, 1986). This phenomenon mimicked my personal 

experience as a student and a teacher. However, there are some undergraduate programs 

that are addressing these multicultural standards as indicated in the review of the 

literature. The research reflects that there is praxis reflective o f preparation in this area 

and provides the premise for the discussion in the review of the literature in Chapter 2 

(Lum & Campbell, 2007). Lastly, the demand for multicultural education in grades K-12 

raises additional questions about what multiculturalism is, how music is multicultural, 

and what makes a music classroom culturally responsive (Ladson-Billings, 1992).
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The basic need for multiculturalism in music is not only to meet the need of the 

standards, but to afford students the opportunity to leam more music and more about 

music that reaches beyond the standard Euro-centric approach to learning and teaching 

music (Soto, Lum, & Campbell, 2009). The contention is that a Euro-centric approach to 

music education is European in nature, but that does not make it multicultural in nature 

(Lundquist, 1986). However, if  musical genres that are uniquely American were 

included in music education, it could indeed pacify an aspect o f multiculturalism 

(Johnson, 2004). Therefore, my aforementioned definition about what multiculturalism 

is and how it pertains to music education is essential.

Considering these issues and how multicultural music education is defined 

provides a background and premise for the research that contributes to this study. The 

research discussed in Chapter 2 expounds on the premises o f multiculturalism and 

cultural responsiveness in the music classroom. Furthermore, there is precedence about 

multiculturalism in education and its importance (Banks, 1994; Cochran-Smith, 2003). 

Therefore, education and music curricula have to rise to the occasion to meet the 

demands of the standards regarding multiculturalism. However, simply meeting the 

standards does not make a culturally responsive music classroom and is indicative o f why 

multicultural music education for pre-service music educators should be an essential part 

o f their preparation curricula.

Cochran-Smith (2004) explains in Walking the Road: Race, Diversity, and Social 

Justice in Teacher Education how some educators create culturally responsive 

classrooms by realizing “participatory education as an instrument for social change” (p.
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xvii). Creating curricula in any discipline without that realization might be perceived as 

irresponsible. Therefore, affording pre-service teachers, specifically pre-service music 

teachers, the opportunities to come to this realization o f social change in education is 

imperative (Greene, 1988).

Teachers and Multicultural Education 

It has been said that multicultural education has been a basic part o f public 

education since the Brown v. Board of Education decision o f the Supreme Court in 1954 

(Gorski, 1995). However, it was not formerly referred to as multiculturalism at that time 

as this case was centered upon race and racism. As integration occurred and the idea of 

culture reaching beyond the notion of race was acknowledged, the idea of 

multiculturalism and the terminology surrounding this phenomenon became more present 

(Banks, 2006). The main focus at that time was a civil rights issue between Blacks and 

Whites.

Today, multicultural education encompasses much more than race relations and 

public school integration. This decision did however serve as the impetus for what we 

consider as multicultural education today (Gorski, 1995). More importantly, this decision 

lead to the realization that teachers needed to be prepared to teach children of color as 

White teachers had only taught White students up until this time (Cochran-Smith, 

Feiman-Nemser, & McIntyre, 2008). It was just as much of an adjustment for White 

music teachers to be prepared to teach their new Black students as it was for these 

students to adjust to having White music teachers and White classmates, although many
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schools still kept Black and White students separate within the schools even after 

integration (Villegas, 2002).

Over the years, it became more and more apparent that music teachers o f color, 

as well as students o f color, affected the way that White music educators were prepared 

in pre-service teacher programs in an effort to address multiculturalism as part o f the 

changing curricula. Furthermore, very appropriate staff development needed to be put in 

place for the in-service teachers who were making these adjustments (Villegas, 2008).

The teachers who had been teaching only White students for their entire careers had to 

leam to have the same expectations and standards for their new students. The idea, o f 

course, was that they would not be able to “handle” the White curriculum. Teachers 

needed to be educated themselves and leam that their Black students were clearly as 

capable as any other students that they taught (Villegas, 2008). Furthermore, all teachers 

had to have the same expectations from their Black students that they had from their 

White students (Villegas, 2008). Some staff development was provided, but most 

teachers, especially music teachers, were left to their own devices (Campbell, 2004; 

Villegas & Lucas, 2002). This has created a gap that has continued to plague students in 

serious and adverse ways since desegregation (Banks, 2006; Villegas, 2002).

Teachers, Law, and Education

After the Civil Rights Act o f 1964, segregation became unlawful in the United 

States (Urban & Wagner, 2008). Furthermore, the act made it unlawful for Blacks and 

women to be treated unequally from men and Whites. This paved the way for great 

progress in society and especially in public education (Wilson, 2011). As previously
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mentioned, White teachers were allowed to teach Black students in integrated schools, 

but Black teachers were not allowed to teach in formerly all-white schools (Villegas, 

2008). This led to a huge decline in teachers o f color between 1954 and 1964 (Villegas, 

2008). As music is deeply rooted in culture and especially as it pertains to racial identity, 

it is fathomable that this would have been especially difficult for music teachers (Banks, 

2006; Campbell, 2004; Gorski, 1995; Villegas & Lucas, 2002). However, following the 

Civil Rights Act of 1964, it became more common for teachers o f color to re-enter 

teacher preparation programs (Villegas, 2008). There was a push to recruit Black 

teachers and other teachers of color, but it was just as much of an issue to not only 

prepare them for their jobs but to retain them in the in-service positions once they were 

appointed to classrooms (Villegas, 2008). Now, there are teachers o f all races and ethnic 

backgrounds teaching children of all races and backgrounds in America, although the 

profession is still dominated by White teachers (Simon, 2005). These issues of race and 

culture have led to the notions o f culturally responsive curricula and pedagogy (Banks,

1994).

It was during this time that teacher preparation programs actually began to 

embrace the idea of the multicultural classroom with the understanding that 

multiculturalism was more than race relations in public schools (Banks, 1994). The idea 

was that teachers would go out into the work force and help change the mind-sets and 

perceptions of the public and the special interest groups that were dictating the climate of 

schools even at that time (Banks, 2006; Villegas, 2008). It did seem to make some 

progress in the public schools in that issues o f race and segregation and desegregation
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were now included in discussions about education (Banks, 2006). O f course, the idea of 

the multicultural classroom did not sweep across the country. The South was slower to 

change than the rest of the country because o f the deep-seeded racial tension that existed 

as a part o f the culture o f the South (Banks, 1994). Over the next decade, there was great 

change in many places in the country (Cochran-Smith, 2004).

Multiculturalism and Curriculum

Multicultural elements became part of many curricula, and states began to include 

multicultural education in their standards as well (Gorski, 1995). Unfortunately, this was 

mainly limited to academic subjects, and mostly to language and history classes, as many 

of the initial curricula addressing multiculturalism were in these content areas rather than 

in the arts (Banks, 2006; Urban & Wagner, 2008; Villegas, 2008). It was not common 

for fine arts classes to be taught as regular subjects, let alone have richly defined curricula 

with multiculturally responsive components. Furthermore, teachers in the content areas 

o f language and history generally used very limited texts and resources with regard to 

multiculturalism (Gay, 2000).

In 1979, the NCATE (National Council for Accreditation of Teacher Education) 

added the multicultural education standard as part o f the accreditation process for 

colleges and universities with teacher preparation programs. As music teacher education 

programs generally have language requirements and classical music is a Euro-centric 

study, it was perceived that the idea of multiculturalism was pacified (Lundquist, 1987). 

This was a major component in setting the precedent for the major reforms of the 1980s. 

Further reforms and revisions made in 2000 to the NCATE standards provided more
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support for the initial standards o f 1979 and have been updated since 2000 as well 

(NCATE, 2010).

During the decade of the 80s, the actual term “multicultural education” became an 

important part of public education (Gorski, 1995). The conservative nature o f the Reagan 

administration led to many socially liberal special interest groups rallying to form 

organizations and factions that supported the equal rights o f all human beings 

everywhere, particularly in the classroom (Spring, 2005). Global issues in education 

surrounding math and science due to the Cold War and the continued efforts o f the Civil 

Rights Movement and its influence on education affected these changes as well as the 

National Organization of Women, Hispanic immigration to the United States, and the 

Human Rights Campaign (Urban & Wagner, 2008). These issues also affected music 

teacher education as they affected culture and the music representative o f culture during 

this time period (Campbell, 2004).

Multiculturalism and Music Education

During this very influential decade for multicultural education in public schools, 

the National King Holiday honoring Martin Luther King, Jr. was established. On 

November 2, 1983, President Ronald Reagan signed the legislation to make Martin 

Luther King, Jr. Day a national holiday. It was officially honored for the first time on 

January 20, 1986. The recognition of this important figure in American History led to the 

acceptance and importance o f the necessary development of education for students and 

teachers to be properly educated in multicultural education (Banks, 2006; Gorski, 1995). 

Although the establishment o f Black History month and Women’s History month had
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happened long before the official declaration o f the King Holiday, their importance came 

to the forefront o f many curricula following the King Holiday (Gorski, 1995).

Additional efforts and initiatives from professional music education organizations like the 

National Association for Music Educators and the American Choral Directors 

Association have been made to embrace other cultures and events of cultural importance 

in music education since this time, and progress is being made.

During the Reagan Administration, the honor o f the National Medal for the Arts 

was established. This was important for two significant reasons. First, a social and 

politically-conservative president and his administration that initially supported cutting 

for funding in the arts, established this high honor (Bauerlein & Grantham, 2009). This 

could be considered pertinent because President Reagan himself was an actor prior to 

entering politics. Secondly, one o f the first people to be honored with this award was 

Leontyne Price, a black female opera singer (Bauerlein & Grantham, 2009). At this time 

in history, there is the convergence o f multiculturalism, the arts, and politics on a scale of 

major significance (Bauerlein & Grantham, 2009). Consequently, Leontyne Price used 

her celebrity and recognition from this award to support music education in public 

schools, and she even wrote a children’s book about music and opera to support music 

curricula and multicultural education in music (Bauerlein & Grantham, 2009; Price,

1997; Williams, 1992).

It has been my lived experience that pre-service music teachers, including 

myself, learned how to become teachers, first by being trained as performers and then as 

teachers. Unfortunately, this has left little room for securing a solid grasp over the
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demand for multicultural education in music (Lundquist, 1989). It was still left to the 

regular classroom teacher, and, unfortunately, still prominently taught as part o f the 

language and history curricula (Campbell, 2005, 2010; Lunquist, 1987). However, since 

the 1980s and the demand for more multicultural education in public schools, there has 

been the demand to also incorporate it into the arts and particularly in music (Campbell, 

2004, 2005,2010; Gorski, 1995; Lundquist, 1987).

Figure 1 is a concept map giving a guide how the ideas were developed for this

study.

spiritual

p rc -itrv ic t  music

fx p rH n tii l burning 
Theory (Groom . 2000)

music

primary and 
secondary music 

education curricula

Figure 1. Dissertation Concept Map (Maxwell, 2005)

At the center o f the map is pre-service music educator programs and surrounding it are 

the various indicators affecting the idea for this study. The indicators highlight the ideas 

of multiculturalism in music education and how they can impact teacher capacity.
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Moreover, the experiential learning theory o f Maxine Greene (2000) has a great impact 

on teacher preparation with regard to experience, culture, and social change and justice

Statement o f  the Problem 

Pre-service music teachers are not adequately prepared to create a culturally 

responsive classroom by building multicultural music education curricula. Thus, many 

colleges and universities with pre-service music teacher programs are not as culturally 

responsive as they could be in order to reflect the expectations o f music teachers in their 

classrooms. The research of Cochran-Smith (2003) and Banks (1994) has set a precedent 

for valuing multicultural education in schools and curricula. This is not limited to the 

academic disciplines, but should also be apparent in the arts and throughout an 

interdisciplinary education (Lundquist, 1986). With regard to the arts and specifically to 

music, Campbell (2004) and Lundquist (1986) are prolific in the research in this area. 

Their research is reflective of the multi-ethnic importance in education that is evident in 

Banks’ (1994) research and the cultural responsiveness in Cochran-Smith’s (2003) 

research.

Purpose o f the Study 

The purpose of this ethnographic phenomenological study is to understand the 

significance of the inclusion of multicultural music education for pre-service music 

teachers in teacher preparation programs. In this research, multicultural music education 

for pre-service teachers is defined as the music education programs, which includes 

music from the European musical tradition, as well as music from African and Asian 

cultures and music which is typically described as American (spirituals, gospel, jazz,
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blues, American musical theater, and pop music). This definition was constructed for the 

sake of building appropriate music curricula for primary and secondary teaching with 

regard to multicultural music education.

Research Questions 

The main research question used to conduct this research was as follows: How 

are college curricula for pre-service music teachers preparing K-12 music teachers to 

create culturally responsive music curricula in southeastern primary and secondary 

schools?

This question led to three sub-questions that were used to support the research and 

provide the basis for the study:

1. What makes a culturally responsive music classroom?

2. What makes music multicultural?

3. Why is it important to include specific preparation regarding multicultural 

music learning in the classroom?

Rationale and Significance 

The purpose o f this study is to investigate the preparation o f pre-service music 

teachers with regard to multicultural music education. In doing so, the participants were 

asked to consider several ideas about multiculturalism, how it is related to music 

education, and how that ultimately affected the curricula they built in accordance with the 

Common Core Learning Standards (2012). Furthermore, this investigation o f the data 

could supply information for affecting the curricula in pre-service music education 

programs and how they are culturally responsive. This information could lead to further
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study and investigation regarding the capacity o f music educators as well as the 

experiential learning opportunities they create for their students. The significance of this 

study could extend the research o f Campbell (2004) and other music educators who are 

advocates for multicultural education in music education.

Methodology

The methodology used for gathering data in this study included phenomenological 

and ethnographic processes (Mertens, 2009). This process included a semi-structured 

interview protocol and three participants. The participants were purposefully selected to 

represent three different phases o f music teacher service: pre-service preparation, in- 

service teaching, and pre-service facilitation by a higher education faculty member. In 

addition to interviewing the participants, the researcher also conducted observations in 

various situations involving teaching, rehearsals, and performances. Field notes were 

collected from these observations.

The interview transcripts and field notes were used in the document collection of 

syllabi, lesson plans, and programs that reflected the teaching, rehearsals, and 

performances observed. These documents were analyzed for any emerging or initial 

themes that could be used to further analyze specific framing questions (Grant & Agosto, 

2008) and a conceptual framework (Mercer University, 2006) o f teacher capacity and 

experiential learning theory (Greene, 2000). Turning to these tenets as the theoretical 

framework provided the methodology in which the collected data was analyzed and 

interpreted (Wolcott, 1994).
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Limitations

Some of the emerging limitations, which could change significantly with further 

research and study, dealt mostly with the concise definition o f terms and the clear 

perspectives by which certain definitions were perceived. Furthermore, the question of 

who was being affected by multiculturalism as it pertained to this study was definitely a 

limitation. Finally, the experiential approach through which this research was conducted 

does allow for a limited perspective. However, Dewey suggested that learning through 

discovery and experience, although subjective, is valid knowledge (1997).

As this is a phenomenological ethnographic study, the lived experiences of the 

researcher and other participants as well as field study research played a significant role 

in the methodological approach and research design. This was largely in part because of 

the fact that my personal experience as a pre-service music teacher and mentor teacher 

for other pre-service music teachers has affected my perspective on multiculturalism in 

the music classroom. Furthermore, it was imperative to address these standards related to 

multiculturalism in the P-12 music classroom with regard to teacher capacity as they 

were being prepared (GPS, 2009). The significance of this study helped to bring these 

issues to light as colleges and universities are continuing to prepare music teachers who 

should be able to meet the demands of the standards upon entering the classroom.

Defining multiculturalism from the perspective o f music teacher preparation was 

imperative when considering this research. Proficiency and responsiveness with regard 

to multicultural music education is specific to music teacher training. This is not to say 

that exposing music students to a traditional musical education that is Euro-centric is not
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going to be diverse for the students. However, it is important to realize that the same 

musical concepts and theoretical standards can be taught using inclusive cultural genres 

that are relevant and specific to the students, rather than solely using the music teacher’s 

less inclusive classical music training (Soto, Lum, & Campbell, 2009).

Therefore, the issue of multiculturalism and the notion of cultural proficiency 

were directly related to the music teachers and their pre-service training, rather than to 

the content that they are providing to the students. Proper music teacher training would 

ensure that the music teachers could develop culturally relevant curricula for their 

students no matter what the specific demographic is o f the student body. Villegas and 

Lucas (2002) suggest that students leam concepts best within the context of their culture; 

however, it is the teacher’s responsibility to be able to provide those concepts within a 

relevant cultural context.

This study deals specifically with multiculturalism education for music teachers 

so that they can reach the varying cultural needs o f their students, despite the fact that 

exposing their students to a Euro-centric music education may indeed be diverse for the 

students. In this study, multiculturalism was limited to that o f the teachers and how they 

were prepared in their pre-service programs to meet the multicultural needs of their 

students. This does not only mean exposure to new or different cultures, but is meant to 

include the cultures o f the students which are likely to be different from the classical 

music perspective. That is to say that many music teachers are prepared to teach music 

from a tradition steeped heavily in classical music. The phenomena is that they can teach
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the same skills, practices, and musical theory using music that is diverse as well as 

inclusive of the students’ own cultural music perspectives.

Another important limitation to consider in this study was that it came directly 

from a personal perspective based on experiences. This aspect o f ethnographic study 

maintains that the subjective elements associated with this type o f study provide a valid 

perspective because it came out of real experience, but that in and o f itself creates a 

limited view. However, recognizing this as a limitation made it clear that the experience, 

although a limited perspective, is valid.

Definition o f Key Terms

Considering the aforementioned limitations, it is necessary to clearly define the 

terms and phraseological perspectives that shape the study and issues that are recognized 

within this research.

Culture centers around the scientific study of the development o f human cultures 

based on ethnologic, ethnographic, linguistic, social, and psychological data and methods 

of analysis (Farlex, 2011). However, it is also important to realize that culture is affected 

by certain ethnological venues that enhance meaning, like beliefs, rituals, fine arts, 

ceremonies, gossip, story-telling, and daily procedural endeavors (Keesing, 1974). 

Culture, for the sake o f this paper, is to be defined in part by the music o f a particular 

people group.

Cultural diversity refers to one’s knowledge o f their own cultural backgrounds 

and initiation in the studies of the differing cultural backgrounds o f the other people in
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their daily lives as well as in society. Often times, this is also referred to as “cultural 

excellence” (Banks, 2006).

Cultural proficiency is used in lieu of the term “cultural diversity” to incorporate 

the notion of a shared understanding and appreciation for cultures and heritage beyond 

that which is personal. It is meant to be fully inclusive with regard to culture; that is, 

race, religion, ethnicity, and people groups as well as all minority groups, social classes, 

differently abled persons, and the traits and characteristics that define them become a part 

of a culturally proficient society and community. This would also be inclusive of a 

culture or people’s practices and celebrations. Therefore, music and the arts would be an 

essential element in creating a culturally proficient curriculum, for example.

Culturally responsive is used in with regard to teaching and refers to making 

culture a central part of the teaching and the learning that is taking place in any given 

content area. Generally speaking, the idea of a culturally responsive classroom is 

paramount in learning. Ladson-Billings (1992) says that culturally responsive teaching 

“empowers students intellectually, socially, emotionally, and politically by using cultural 

referents to impart knowledge, skills and attitudes” (p. 18).

Curriculum, for the sake of this dissertation, is defined as the expert theoretical 

base for informing pedagogy and practice in the classroom. It is ultimately designed by 

teachers for students with informed knowledge o f the discipline it pertains too and is the 

product of serious collaborative conversation. Curriculum should be reflective or culture, 

language, art, and social justice as means to inform appropriate praxis (Pinar, 1998).
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Ethnomusicology is “a subdivision of musicology concerned primarily with the 

comparative study of musics o f the world, music as an aspect o f culture, and the music of 

oral tradition” (Randel, 1986).

Folk music can be defined in many ways. The original meaning o f the term 

referred to the music of a people group that were classified as peasants and was generally 

passed on from generation to generation anonymously. Since that time, folk music can 

also refer to any indigenous music associated to a people or even a sub-genre o f pop 

music. Because it has always been identified as a representation o f a people or people 

group, its roots are in culture. It can be studied as part o f one’s culture in 

ethnomusicological research (Forcucci, 1984).

Minority typically refers to a group of people rather than an individual. However, 

an individual could describe himself as a minority meaning that he belongs to a particular 

minority group. A minority is a sociological term used in education to describe a specific 

aspect of a school or college’s demographic. For example, the demographic o f this 

college is made up three minority groups: Hmong-Americans, First Nations, and 

Hispanic.

Multiculturalism is “the doctrine that several different cultures (rather than one 

national culture) can coexist peacefully and equitably in a single country” (WordNet,

2011). This doctrine can also be applied to education and curriculum building per the 

research of Banks (1994) and Campbell (2005).

Multicultural education is the most basic and central part o f educating students 

with the ultimate goal being that the students will affect social change (Banks, 1994;
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Greene, 1987). Every student, at every level has an identity that is shaped by his or her 

own culture, which is multi-faceted. The idea of embracing that culture fully and 

embodying the ability to respect that realization in others is paramount. Considering this 

understanding of multiculturalism as the basis for learning as well as the vehicle for 

continued learning within the context o f schools is o f utmost importance and relevance.

Multicultural music at its most basic concept is the idea o f  one particular culture 

experiencing another culture through music. Music as culture can be representative 

through language, rhythm, performance practice, style, and aesthetic. Being able to 

experience music through a lens by which one leams about another culture, or is exposed 

to something different as far as culture is concerned, is the embodiment o f multicultural 

music (Campbell, 2004).

Multicultural music education is the practice and pedagogy of teaching music 

within the context o f a culturally responsive curriculum that is also reflective o f the 

learner’s cultural identity.

Music education is the formal education of a student based on the premise o f 

music. It is to be interdisciplinary, yet the emphasis is to be on musical theory and the 

performance and practice of music. Music education must also be inclusive of 

appreciation. That is, the music in education should be diverse, varied, and 

representative o f the students so that it is experienced and acknowledged in a way that is 

academic as well as artistic. In many ways the learning and teaching o f music is like the 

learning and teaching of a language (Lundquist, 1987).
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Teacher capacity is defined in this study as the combined expertise o f teacher 

knowledge, skill, and disposition. It is intended for no one area to be greater than the 

other, and the teacher should make a concerted effort to reflect on this capacity and 

consider those questions that guide what it is that makes up their entire, complete 

capacity as a professional educator: 1) What do teachers need to know?; 2) What do 

teachers need to be able to do?; and 3) What do teachers need to care about? (Grant,

2008)

Summary

The aim of this study was to address the questions related to multicultural music 

education for pre-service music teachers and how that affects their curricula in in-service 

teaching. Realizing what multiculturalism is in music and why it is important helped 

diffuse some of these topics regarding the notion o f teachers being properly prepared in 

their pre-service programs.

The purpose and problem o f this research was inspired by the aforementioned 

notion, as well as the fact that there is research to support that some programs are 

successfully addressing these issues of multiculturalism in music education (Campbell, 

2004). Research regarding all o f these issues will be addressed in the review of the 

literature in Chapter 2.

Using the research and literature of Campbell (2004,2005, 2010a, 2010b), 

Lundquist (1986, 1987), Banks (1994, 2006), and Cochran-Smith (2003, 2004), this study 

shows how some music teachers are not fully prepared to meet the growing demand for 

multiculturalism in music education as prescribed by the standards. Conversely, some of



the research shows that some programs are meeting this demand. The discovery and 

exploration of how music teachers are prepared was done by using ethnography and 

phenomenology as the methodologies to conduct this qualitative study.

The prospectus of this dissertation is intended to provide research and literary 

references to support the purpose of this research. Although there are limitations, the 

bulk of the research provides evidence that in-service music teachers are in need of more 

appropriate multicultural music education in their pre-service training programs.



CHAPTER 2 

REVIEW OF RELATED LITERATURE 

As the purpose of this study is to investigate the notion o f music teacher 

preparation with regard to multiculturally responsive programs o f study, it is imperative 

to turn to the literature. As a trained music educator, it is sufficient to say that music 

teacher preparation programs are lacking in multicultural music education with regard to 

my own personal experience. However, my training and education is antiquated 

compared to recent programs of study. Therefore, it was necessary to review the 

literature and the strides made to either refute or uphold this notion of unpreparedness in 

music education pre-service studies.

The general standards for music in Georgia require that each music teacher 

address a series of standards that reflect cultural responsiveness, yet the standards are 

vague and unclear as to what actually constitutes multiculturalism and if  certain types of 

music that are typically reflective o f American and/or Southern culture are inclusive with 

regard to multiculturalism (GPS, 2009). As a general rule, music education consists o f an 

appreciation of various forms and styles of music associated with the western European 

classical music tradition. However, music is more multicultural than that and can be 

used to teach students through a multicultural lens.

The literature review helps clarify and justify what exactly is to be expected with 

regard to cultural responsiveness in the classroom, what makes music multicultural, and

35
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why it is important to include specific preparation regarding multicultural music learning 

in the classroom. Each of the topics were covered in this chapter while considering the 

literature in such a way that it is analytical as well as informative with regard to the focus 

of what researchers, experts, and theorists have already reported on the subject o f 

multicultural music teacher education preparation. Although the literature is vast with 

regard to multiculturalism in education, the literature specifically geared toward music 

and multiculturalism in music education is not as expansive. As a result, some of the 

most salient resources for this review are current studies and books as well as the journal 

articles that accompany them.

What Makes a Culturally Responsive Music Classroom?

The idea of multiculturalism in the classroom is relatively new as the history of 

public education has shown that many o f the schools leading up to our current 

educational system were culture-specific (Urban & Wagoner, 2008). That is, the schools 

catered to and designed curricula representative o f the very limited demographic that they 

served. That is not to say that schools were just specifically geared towards White 

students because early schools were not just specifically for White students or Black 

students, but there were also schools that were language centered and ethnically centered 

(Urban & Wagoner, 2008). There were several schools that catered solely to Hispanic 

students or Asian students and other minorities (Urban & Wagoner, 2008). This was 

typical and actually preferred so as to preserve the varying cultures between the races and 

ethnic groups (Urban & Wagoner, 2008). It was not until much later that integration 

became an issue (Cochran-Smith, 2004).
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Public education began to concern itself with cultural awareness and proficiency 

during the late 1950s and especially after the Civil Rights Movement (Brown v. Board of 

Education, 1958). During this time, it became more prevalent for special interest groups 

and individual leaders to champion this notion o f multiculturalism as a part o f a student’s 

typical path through the K-12 educational system and the curricula therein (Gorski,

1995). From this, certain educational professionals began to consider the importance and 

validity o f a multicultural education, which was intended to expound on integration and 

the recognition of various minorities (Banks, 2006). Therefore, it had to be determined 

as to what would be worth knowing and therefore taught.

In addition to this new facet in education, many schools began to offer fine arts 

curricula. In addition to music (band, chorus, and orchestra), students were offered 

classes in art and dance as well. Now it had to be determined as to what would be 

included in fine arts curricula to meet a standard of education that was generalizable and 

yet thorough enough to provide understanding and interest at a level beyond that of the 

K-12 educational system. Moreover, how would multiculturalism be reflected in these 

curricula?

The idea o f culture and multiculturalism is one that occurs naturally in music and 

the arts. The fine arts exist because o f the influence o f language, religion, and the 

multitude of affectations in the arts. However, it is not enough to simply acknowledge 

that it exists without highlighting and teaching to these various affectations and realizing 

how they exist within culture (Campbell, 2004). Furthermore, it is imperative to link 

these ideas of culture and how it affects music to the cultures represented in one’s
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classroom as well as to the culture that is created in the classroom. Without that 

acknowledgement, there is no culturally responsive classroom (Cochran-Smith, 2004). 

Therefore, recognizing and identifying the multiculturalism o f the students and allowing 

that to dictate how it is to be mirrored in the music curriculum for an individual 

classroom is the best way to create a culturally responsive multicultural music curriculum 

and classroom (Lundquist, 1987). O f course, this is the basis for providing quality 

experiential learning and teaching (Greene, 1988).

As music education began to grow and become more specialized, it was apparent 

that this could be a venue for promoting culture and cultural awareness in addition to the 

inclusion of multicultural education across the regular education curricula. However, this 

meant that the teachers providing music education for their K-12 students needed to be 

prepared to meet this growing demand for multicultural education within the context of 

music education and as a compliment to the academic content areas. Music teachers 

needed to be prepared to teach their specific skills while overlaying multicultural 

education (Campbell, 2004). That meant that it was imperative for music teachers to 

expand their expertise and knowledge base beyond that o f simply performing on their 

major instrument and that meant that it had to include cultural awareness (Banks, 1994).

It also meant that teachers were to have an idea about repertoire that went beyond that of 

typical classical music from the various musical periods throughout music history.

Many pre-service music teachers are prepared to teach only what they have 

learned as a performer, not as a teacher that is expected to meet the needs o f the curricula 

and more importantly, their multicultural classroom (Gay, 2000). This is not culturally
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inclusive with regard to the music classroom in a K-12 setting and certainly not within 

the context of a culturally responsive classroom (Jacobo, 1997). Therefore, it is 

imperative for pre-service music teachers to understand how they are going to create and 

maintain a classroom that is reflective o f the varying cultures that their students may or 

may not encounter but for which they should have an appreciation. It also means that 

they should prepare their students with music that is relevant to their own culture.

Simply providing students the opportunity to learn about and perform only classical 

music from a European tradition does not a culturally responsive classroom make despite 

the claim that western music is steeped in a European tradition and indicative of 

European cultures. The fact o f the matter is that traditional western classical music is 

typically very anglophile or representative o f a language and culture that is foreign to 

most o f the students in the music education classroom in many public schools (Wang & 

Humphreys, 2009).

In order to create a culturally responsive music classroom, music teachers must 

first consider their own cultural experience and richness and how it can add or subtract to 

the dynamic of their classroom (Cochran-Smith, 2004). Teachers are often times their 

own best resource. They can teach through their background, heritage, experiences, and 

traditions. Furthermore, this can help create and foster relationships between the teacher 

and the students that are invaluable (Greene, 1988).

There are programs that are beginning to focus mainly on contemporary music, 

meaning popular culture music, better known as pop music, with emphases in jazz, music 

theatre, and technological music as well as the technology of music within the United
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States and internationally (Metro-Roland, 2010). Although, the impetus for preparing 

“serious” music educators continues to emphasize classical music on a large scale as it is 

the norm and typically what is to be expected for students leaving secondary music 

programs and going to college with the intentions o f studying music education (Joseph & 

Southcott, 2010). If the student is not prepared at this level with an emphasis on 

appreciating classical music, they will be considered deficient (Frederickson, 2010). This 

is unfortunate as the majority o f people who listen to, like, and enjoy music have a 

broader appreciation of music beyond classical music (Elliott, 1990).

Students preparing to become music educators should consider the fact that 

primary and secondary music education programs are deemed successful and 

extraordinary because of their recognition of the many cultures that affect music and 

include these in their curricula in order to pacify the standards and requirements 

regarding multicultural education, cultural diversity, and cultural proficiency (Klocko, 

1989). With that being said, it would behoove a student seeking higher education in the 

field of music education to seek out programs in colleges, universities, and conservatories 

that can meet the growing demand for this in the primary and secondary curricula 

(Cosenza, 2005). Otherwise, new teachers will be going into the classroom as deficient 

teachers and the notion of being a deficient college student because of trying to uphold a 

“serious music” standard will seem ridiculous and regretful (Gay, 2000).

It is compulsory that pre-service music educator programs embrace this paradigm 

of multicultural education as an important facet within the context o f creating college 

level curricula that are relevant to the globalization o f culture in music, specifically, but
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in education in general so as to meet the expectations o f cultural responsiveness in 

classrooms and in the creation of curricula (Colbert, 2010). Considering the 

ramifications on a global spectrum with regard to education in general is paramount 

(Freire, 2008). However, focusing on music as it is an important part of every culture 

and all classes of people as the conduit for massive multicultural education would make 

sense as music reaches all people in some form or fashion in every walk of life (Belz, 

2006).

This may also mean that the teacher will have to consider his/her own biases and 

how he/she allows those biases to manage his/her way of teaching and interacting with 

the students. Teachers are human and therefore not without bias. They should also 

realize that their students will also have their biases. How the teacher decides to address 

these issues of bias and difference in the classroom will determine if  the classroom is 

culturally responsive (Villegas & Lucas, 2002).

The second thing that music teachers should consider when trying to create a 

culturally responsive music classroom is the demographic that they are going to be 

teaching. Unfortunately, students don’t always get to have a teacher that looks like them, 

so it is the responsibility o f the teacher to bridge that gap (Villegas & Lucas, 2002).

The research suggests that students actually learn better from teachers that have as 

much in common with them as possible (Cochran-Smith, Feiman-Nemser, & McIntyre,

2008). Therefore, if a student has a cultural connection to their teacher it is more likely 

that they will be more successful. However, it is unfathomable to suggest that every 

student should have a teacher exactly like them. Teachers should have an understanding
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of the cultural diversity in their classroom (Colbert, 2010). This will not only help them 

understand their students and teach them better, but it will provide opportunity for the 

students to understand and learn about each other (Dewey, 1997). If the teacher can 

celebrate the differences between their students, they will help to foster a level of 

proficiency and understanding that is invaluable as well as culturally responsive 

(Cochran-Smith, 2003).

Multiculturalism in the classroom will bring relevance to difference (Cochran- 

Smith, 2003). If music teachers celebrate this, it will create a community o f learning that 

is inclusive and responsive. Furthermore, music teachers have a responsibility to prepare 

their students for multicultural exchanges that their students will encounter in subsequent 

experiences in and out of the music classroom (Cruz-Jansen & Taylor, 2004). Music 

teachers are not necessarily prepared for this type of responsibility, yet the artistic 

classroom, venue, and endeavor is wrought with multicultural experiences and a 

multitude of opportunities to experience languages and cultures in ways that are not as 

vast in the regular academic classes (Tong & Cheung, 2011). Therefore, it is fortuitous 

that each music education professional be prepared to provide these opportunities and 

experiences for their students so as to properly provide them with the ability to grow 

artistically beyond that o f the K-12 educational system should the student decide to aspire 

to that goal (Camp & Oesterreich, 2010). Regardless, students will have nothing less 

than an appreciation for the varying cultures that they may encounter under any 

circumstance beyond their K-12 education (Colon-Muniz, Brady, & Soo Hoo, 2010).
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With a culturally responsive classroom the teacher has provided a catalyst for life

long learning, social awareness, and cultural proficiency (Cruz-Jansen & Taylor, 2004). 

The music education classroom is no exception to this preparation. The issue is to ensure 

that the music education professionals are able to actually create a culturally responsive 

classroom and prepare their students in such a way as to provide them with a culturally 

proficient music education that resonates beyond that o f the chorus room or band room 

and even beyond their K-12 education (Belz, 2006).

What Makes Music Multicultural?

Within the context of music education at the college level, students are typically 

asked to pacify criterion centered around music theory and history that is based on the 

development o f western music through a classical music lens. That is, the students focus 

their learning on music from early or medieval European times to the music of the 

twentieth century (Abril, 2006). However, culture, as we know it, is very much 

influenced by traditions o f African, Asian, European, Hispanic, and First Nations 

cultures, and various blends of these cultures (Irvine, 2003).

The culture of a people or ethnic group is partially, if  not wholly, defined by 

language and art, which would include music and dance (Keesing, 1974). Therefore, it is 

understandable how one can learn about other cultures and people groups through their 

musical traditions (Lundquist, 1987). Furthermore, understanding some of these other 

cultural traditions with regard to music can help us better understand some of our own 

cultural practices and musical traditions and how they came into being (Lundquist, 1987).



Considering what makes a culturally responsive classroom and how music can fit 

into that will help to better understand the challenges o f culture in the classroom and 

creating a classroom culture that is inclusive (Metcalf-Tumer, 2009). In addition, it is 

important to understand what makes music multicultural. Music, as previously 

mentioned, has a symbiotic connection to culture. Music affects culture and culture 

affects music. Therefore, all of the facets o f a particular culture are also going to be 

present in its music. For the purposes o f this study, the focus on multicultural music will 

include, but is not limited to, language, religion, and ethnicity or race (Klocko, 1989).

Beginning with race and ethnicity as a major condition for multicultural music 

will help to explain the importance of how language and religion affect it as well. If there 

were a way to categorize music as it relates to ethnicity or race, it would be easy to see 

how what is considered specific to a race or ethnic group overlaps from one to the other 

(Keesing, 1974). There is no musical genre that is “purely” indicative of a single 

heritage. However, specific genres are heavily influenced by these heritages and 

generally represent a culture that is specific to these traditions (Lundquist, 1987).

For example, American Musical Theatre can be traced to its Anglo-classical 

music roots (Forcucci, 1984; Randel, 1986). However, over the years it has been 

influenced by Black culture and heritage within the United States and abroad creating a 

very different form of American Musical Theatre today. Furthermore, the genres o f 

music that have come out of musical theatre are even more heavily influenced by race 

and ethnicity, like rock-n-roll music. Rock-n-roll music, o f course, covers a multitude of 

styles and is indicative o f many, many heritages. (Wang & Humphreys, 2009)
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Moreover, when you consider Black culture in the United States you have to 

consider that it is steeped in specific African traditions (Metro-Roland, 2010). A 

European tradition introduced an African tradition into American culture thereby creating 

an amalgamation of cultures and traditions that have influenced and dictated a specific 

style o f music that is uniquely American, although not purely American (Keesing, 1974). 

It is quite rich and continues to change and influence further.

Perhaps it is easier to consider that most rhythms mimic some form of dance. 

These dances are indicative o f some form o f cultural exchange from social gatherings 

like weddings, funerals, or parties to forms of communication, courtship, or conflict 

(Joseph, 2005). These rhythmic dances are unique to Africa, Asia, Europe, and even 

America. As European colonization occurred, these rhythms managed to find their way 

into European music (Joseph, 2005). The music o f Europe was brought to later 

settlements in the United States. First Nations people influenced that music which was 

already influenced by African and Asian music. American music is thick with a 

multitude of traditions and heritages representative o f centuries old ethnic groups and 

races from around the world. Now, one can see how “new” American music has 

influenced music in other places in the world, making a full circle back to traditional 

roots (Joseph, 2005).

It is easy to see how race and ethnicity has had an influence on music as music is 

a part of culture and the aforementioned cultures are rich in musical traditions (Forcucci,

1984). Music was part o f a social function in many of these cultures and not merely 

entertainment. That is not to say that American music is purely entertainment, but it
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could be, as well as music could be in most cultures today (Winter, 2004). However, 

music still has a place in defining culture. Music is a part o f many cultural celebratory 

practices. This would surely mimic the role o f music in earlier cultures. That is, it is 

used to celebrate life and death ritualistic practices, ceremonious practices, artistic 

expression, communication, and, o f course, learning (Elliott, 1990). Teaching through 

music is an ancient and ongoing practice (Dunn, 1995). Therefore, integrating 

multiculturalism into music education is an imperative practice (Johnson, 2004). It is 

paramount with regard to preparing pre-service music teachers for their own classrooms 

(Schmidt, 1989).

This helps to show how music is multicultural with regard to race and heritage. 

Understanding music as a means of expression and communication would mean that it 

clearly has a connection and relationship to language (Tong & Cheung, 2011). In fact, 

music might even be considered a form o f language because of its ability to express 

meaning and understanding (Campbell, 2005). Music is multicultural because of 

language and the function of language as a means to express and communicate with 

others. Therefore, language makes music multicultural. Listening to and appreciating 

music does not mean that you have to understand the lyrics and text to the music 

(Campbell, 2005). In fact, understanding music does not mean that there has to even be 

words. Singing text as a part o f music has not always been a pre-requisite. As mentioned 

before, a great deal o f music exists and communicates stories and texts through 

harmonizations, rhythms, and instrumentation (Lundquist, 1986).
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However, simply considering music as a metaphorical language is not the only 

way to consider how language makes music multicultural (Tong & Cheung, 2011). It is 

not uncommon for songs, lieder, arias, and theatrical songs to use spoken language as a 

meaningful part o f the music. Italian opera, German lieder, French chanson, and 

America Musical Theatre are all examples of using language in music. However, it is 

also important to understand that these musical art forms are specific to a certain 

language. It is difficult to understand and appreciate these musical art forms without 

understanding the languages that accompany them and the culture or cultures they 

represent (Weidknecht, 2010). O f course, it is not uncommon to experience these forms 

of music in translation, but it is imperative as part o f the learning process in one’s music 

education to understand the importance o f the languages that influenced the music (Soto, 

Lum, & Campbell, 2009).

In the case where language is sung as part o f the music, it is important to 

understand that the language dictates the melody. The inflection of the language and how 

it is spoken syllabically is an important consideration when the composer penned the 

music for the lyrics in a specific text. This is also important when teaching music as the 

music loses some of its importance with regard to language when it is in translation. This 

reiterates how language is important when it comes to music and how music is 

multicultural. (Campbell, 2004; Tong & Cheung, 2011)

The language of a people or people group is one of its most important identifiers 

when it comes to recognizing a culture (Tong & Cheung, 2011). What language is 

spoken in France? What language is spoken in Spain? What language is spoken in
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England? Understanding the dissemination o f culture and language throughout the world 

helps to link the cultural significance in these various global cultural constructs (Morrier, 

Irving, Dandy, Dmitriyev, & Ukeje, 2007). Therefore, music as a part o f culture is 

certainly influenced by the languages that accompany these cultures. It also demonstrates 

how the marriage of these cultures and languages affect the music (Campbell, 2004).

Within the traditional classical music tradition and education, the greatest 

examples o f these cross-cultural experiences in language and music can be seen in the 

works of Georg Frederic Handel and Wolfgang Amadeus Mozart. Both of these musical 

masters composed beautifully for the voice. They were both German yet both well- 

traveled and educated musicians. Although they composed music for German texts, they 

also composed music to be sung in Italian and English. In fact, Handel is most known 

for his English compositions. They tended to compose in the language o f the culture or 

court for whom they were working. If the paying audience spoke Italian or appreciated 

only Italian opera, that would certainly affect what language was going to be used in their 

compositions. (Palisca, 1996)

In current musical compositions the same holds true. Pop music in America at 

this time is heavily influenced by the languages o f English and Spanish as Hispanic 

culture has become more and more prevalent in the United States (Winter, 2004). 

Language has an important place in music, music history, and musical culture. Just as 

language has influenced culture, it has also influenced music as a part o f culture. This is 

apparent from very early musical styles and genres to current music today (Wang & 

Humphreys, 2009). Along with the globalization of cultures and languages came the
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influence that it had on music, thus language helps to make music multicultural 

(Campbell, 2004).

Using language as a part of a multicultural music classroom helps to show the 

integration of cultures in the classroom with regard to creating an experience for students 

that is relevant and meaningful (Olsen, 1990). This sort o f appreciation o f culture through 

language and music education is also indicative o f the cultural responsiveness that 

Cochran-Smith (2003) and Ladson-Billings (1992) advocate. Creating these sorts of 

social experiences for students is the responsibility o f the teacher and using fine arts to do 

so is lasting (Greene, 1988).

Exhibiting how music is multicultural through race and ethnicity and language 

indicates the importance o f heritage and traditions in a culturally responsive music 

education (Campbell, 2004; Campbell, 2005; Lundquist, 1987). It also shows how the 

music teacher needs to be ready to meet the challenges o f culture in music and in creating 

curricula that meets these challenges (Lundquist, 1986). However, language and 

ethnicity are generally introduced into new cultures along with religion or because o f 

religion (Gay, 2000). Therefore, it is equally as important to consider religion as a major 

component of what makes music multicultural.

As culture is typically accompanied by language, it is also important to realize 

that languages as well as music were taken throughout the world because of religious 

crusades (Randel, 1986). Music quickly became a part o f  the Judeo-Christian practices 

and as Christianity spread to other cultures and areas o f the world so did its practices with 

regard to the fine arts (Seaton, 1991). The Medici supported art and music within the
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realm o f the Christian church as well as beyond (Palisca, 1996). O f course* the Italian 

language that accompanied it came from Latin, which was the language of the Roman 

Catholic Church. It is in this vein that we see how music is affected multiculturally 

through ethnicity, language, and religion. Ergo, the triangulation o f what makes music 

multicultural (Klocko, 1989) stems from this notion o f what makes culture (Irvine, 2003).

The Orthodox Jewish tradition insists that music be sung in Hebrew (Palisca, 

1996). It is from these melodies and performance practices that we have some very 

beautiful classical music from the eighteenth century, although they would have been 

composed out o f Christian patronage (Seaton, 1991). Music was the perfect blend o f 

ethnicity, language, and religion. Music is the perfect blend of these components.

In the more recent American music tradition from the nineteenth century to the 

present, the music, particularly songs, is influenced by religion (Forcucci, 1984; Seaton, 

1991). After settlement and during the time when slavery was a major part of the 

American economy, slave owners found that it was important for their slaves to be 

stripped of the languages o f their native Africa and forced to practice Christianity. 

However, their English was affected by their earlier language traditions and the way they 

practiced Christianity was also affected by their previous traditions. As a result, the 

music o f the Black church became a genre unto itself. From the Negro Spiritual to 

hymns to gospel music, the influence o f African culture can be found. (Winter, 2004)

Current popular musical styles would not exist without the influence of the Black 

church (Southern, 1997). This style and genre o f music defined Rock-n-Roll and was 

even known as Black music sung by White people (Winter, 2004). O f course, as we
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know from American history, this too became segregated, yet it was separated from its 

religious influence. Other cultures in other countries have experienced similar musical 

histories. Whether it was Christianity in European countries, Judaism in Middle Eastern 

Countries, or Hinduism in Asian countries, the practice and spread of religion throughout 

the world has taken its music with it only to affect secular culture and music as well 

(Campbell, 2004). Religion has been and continues to be a main influence in 

multicultural music (Johnson, 2004). It cannot be separated from culture or from music 

as a part of culture. Religion represents race, ethnicity, tradition, heritage, and lifestyle 

(Johnson, 2004). Religion is often associated with specific language and language 

practices that are also tied to ethnicity. This trifecta o f language, race, and religion 

clearly define music as a multicultural entity (Campbell, 2004). To leave any part o f it 

out of music education would diminish teaching and learning (Joseph & Southcott, 2010).

Why is It Important to Include Specific Preparation 

Regarding Multicultural Music Learning in the Classroom?

As many music educators will report, they are typically trained as performers in 

their pre-service music teacher education programs (Conway, 2002). As a result, they 

will also report that they did not receive enough preparation regarding multicultural 

music education to meet the demands o f multicultural education in the music standards 

(Belz, 2006). Therefore, they are entering the classroom in need of immediate staff 

development in order to meet these requirements (Klocko, 1989). They are not prepared 

to discuss or create experiences centered around the diverse cultures that they will surely 

encounter from the students in their classrooms (Villegas & Lucas, 2002). Furthermore,
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their students will not be prepared to appreciate the multitude o f cultures that they will 

certainly encounter if  they are not prepared to do so from the teaching and experiences 

they have in their classrooms (Trent, Kea, & Oh, 2008).

The music classroom is a perfect arena for teaching across the cultural divide as 

music inherently bridges the gaps between these cultures (Soto, Lum, & Campbell,

2009). However, if the teachers are not aware o f this because o f a lack o f preparation in 

their pre-service programs, their students will be sure to suffer (Ambe, 2006). They will 

also lack the knowledge to draw from experience and create experiences for their 

students that clarify culture and multiculturalism (Quezada & Romo, 2004). Music 

should be a conduit for this and not a divisive tool for perpetuating sterile, non- 

responsive classrooms with regard to multiculturalism.

The importance of multicultural music education should be included in pre

service music education programs (Joseph & Southcott, 2010). Unfortunately, many of 

them are lacking for several reasons. One reason is that many programs produce music 

teachers under the guise of multiculturalism because their musical training is classical 

and typically Euro-centric (Norman, 1999). Therefore, the importance of language 

becomes a major factor in their performance and pre-service music teacher education. 

However, this does not make their ability to teach music multicultural in nature. It may 

very well be new and different for a student to learn a song in Italian, but it does not have 

cultural relevance if the teacher cannot connect it to some experience that would make it 

multicultural (Neumann, 2010). This would make it important and meaningful to the
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student as truly a multicultural experience rather than simply novel or trivial (Clark, 

2005).

Multicultural music education cannot simply be defined by European roots, 

although it is an important part o f music and music history and certainly does have 

cultural meaning. However, understanding how Western music is what it is because of 

multiculturalism and not solely because o f good classical music training is keen with 

regard to creating a music classroom and curriculum that is culturally responsive. (Wang 

& Humphreys, 2009)

The major piece to this idea is to include a clear understanding to pre-service 

music teachers how their Euro-centric classical music training became a part of American 

music and how American music is what it is because o f cultural blending (Norman 1999). 

With that sort o f understanding, along with their performance training, the pre-service 

music teachers would be able to provide a music education that was multicultural and 

meaningful to their students (Campbell, 2009). This notion o f being able to provide good 

multicultural music education as a result o f proper pre-service training is important 

because the teachers need to be able to use their experiences as performers as well as 

teachers to create experiences for their students (Klocko, 1989).

Another reason why pre-service music educator programs are lacking in 

multicultural education is that music education programs in colleges are typically divided 

into two pieces: music training and education (Schmidt, 1989). The music training piece, 

which is typically performance oriented, is generally the bulk o f the education that pre

service music teachers receive (Frederickson, 2010). They are required to meet the same
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performance standards as performance majors. Although this is important with regard to 

becoming a good music teacher, it is not the most important. The other piece is the 

education training that the pre-service music teachers get. It is usually limited and sparse. 

As a result, the pre-service music teachers are learning how to teach private voice lessons 

or flute lessons at best and are not being prepared to create culturally responsive 

classrooms for their future choirs, bands, or music appreciation classes (Cosenza, 2005).

The reality is that pre-service music teachers need the same multicultural 

education courses that general education pre-service teachers receive in their training 

(Joseph & Southcott, 2010). This would help them to balance their music knowledge 

with the demands to meet multicultural education standards. More o f a balance for pre

service music teachers would better prepare them to create culturally responsive 

classrooms and build curricula that are indicative o f their multicultural education training 

(Joseph, 2005). In fact, many of their pre-service music classes should be more inclusive 

with regard to multiculturalism so as to further prepare them to meet these standards 

(Campbell, 2004).

Many pre-service music teachers actually learn a great deal o f multicultural music 

as part o f their repertoire in various studio and musical ensemble experiences; however, 

that experience, as valuable as it is, is lacking without the knowledge of its importance 

and how it can be relevant in their future classrooms (Belz, 2006). If the experience is an 

empty one, it is difficult to allow that experience to shape additional experiences for other 

students (Dewey, 1997). Therefore, assuming that experience is the key to learning, it 

would be far more beneficial for pre-service music teachers to have meaningful
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experiences that could shape who they become as teachers. In turn, that would allow for 

meaningful experiences for their future students (Greene, 1988). Otherwise, curriculum 

withers and the perpetuation of knowledge is stifled (Pinar, 2012).

Pre-service music teachers need two main foci in their teacher preparation 

training; that is, the knowledge o f music as well as the knowledge o f how to be an 

educator (Schmidt, 1989). Moreover, both o f these areas o f knowledge should be heavy 

laden with multicultural education. First o f all, music is generally related to culture and 

should therefore come with a wide variety o f multicultural experiences for pre-service 

teachers. Secondly, music, as previously mentioned, is a venue by which 

multiculturalism can and should be addressed in classrooms whether they are music 

classrooms or otherwise (Campbell, 2004). Lastly, the art and craft o f educating teachers 

is steeped in a rich tradition of multiculturalism as many o f the theories and philosophies 

that drive pre-service teacher education come from a multicultural base (Quezada & 

Romo, 2004). These various philosophers were surely influenced by their cultures and 

experiences and would surely have some relevance for the students that follow them 

(Banks, 1994).

Furthermore, teacher education programs for general education majors are very 

culturally aware as part o f the standards needed to meet NCATE specifications. 

Therefore, these conditions need to be equally as important and relevant in music 

education. Simply assuming this is so because o f language or the teaching of certain 

styles and genres does not mean that a valuable, meaningful experiential connection is 

being made (Schmidt, 1989). Again, this only creates a very surface or hollow
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experience that does not lend itself to meaningful learning (Greene, 1988). Music 

education pre-service programs can use the multicultural nature o f music to meet these 

standards (Soto, Lum, & Campbell, 2009).

Finding the importance o f multicultural education in music for pre-service music 

teachers is paramount (Weidknecht, 2010). These programs should highlight the 

multiculturalism that exists in music and they should also include more specific 

multicultural education experiences for pre-service music teachers outside o f their music 

training (Lundquist, 1986). This will provide them with some o f the same experiences 

that general education pre-service music teachers have in order to be prepared to meet the 

multicultural education standards that they will have in their future classrooms (O’Hara 

& Pritchard, 2008). Furthermore, they will be able to create curricula that are indicative 

of their pre-service experiences. These experiences will be invaluable to their ability to 

connect to their students in ways that are meaningful and relevant through multicultural 

musical experiences (Lundquist, 1987).

Without specifically addressing the need for multicultural music education in pre

service programs, teachers will continue to reach the classroom inadequately prepared to 

address these needs in the K-12 music standards (Belz, 2006). Alas, the notion that 

music transcends culture, gender, sexuality, religion, language, etcetera, is lost and music 

education falls short (Soto, Lum, & Campbell, 2009). Music teachers have a valuable 

tool to create experiences for their students that can be lasting and meaningful and be the 

basis for complete learning, yet if  the tool is simply used to coach a skill or to provide 

menial appreciation, the tool is grossly misused (Schmidt, 1989). It is truly important
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that pre-service music teacher programs include specific training to meet these needs 

(Conway, 2002).

Summary

Music teacher preparation needs to include multiculturally responsive programs 

of study so as to provide teachers with experiences that will positively affect curricula 

and afford teachers the opportunity to create similar experiences for their own students 

(Hopkins-Gillispie, 2009). Using music as a means to create these experiences in the pre

service and in-service settings is a natural way to include multiculturalism as music is 

naturally multicultural (O’Hara & Pritchard, 2008). However, this must be taught and 

highlighted within the context o f music training as well as education courses (Camp & 

Oesterreich, 2010). Otherwise, programs are simply creating performers that lack the 

knowledge to speak to cultural responsiveness (Campbell, 2005). The literature has 

shown that multicultural education is an invaluable part o f music education, but it is not 

necessarily a part of pre-service training as a general rule (Schmidt, 1989). It is usually 

part of in-service staff development (O’Hara & Pritchard, 2008).

In general, the music standards for K-12 music require a lot of multicultural 

education; however, many teachers are not able to adequately speak to that in their 

curricula as they are generally more prepared to simply teach their instrument and 

technique (GPS, 2009). However, they could still teach from this perspective, but do it 

inclusively (Campbell, 2004). For example, teaching rhythm could have a myriad o f 

multicultural implications, yet it is usually limited to a basic understanding of fractions 

(Joseph, 2005).



The literature review endeavored to clarify the meaning o f cultural responsiveness 

in the classroom, illuminate what makes music multicultural, and emphasize why it is 

important to include specific preparation regarding multicultural music learning in the 

classroom. Each of these topics was addressed in this chapter to increase the reader’s 

understanding and establish a framework for the methodology and pending data analysis. 

Furthermore, the clarification as to what drives these sub-questions and inquiries with 

regard to the overarching questions was provided using the literature as well. As a result, 

an introduction to the main resources and researchers in this field was provided through 

the literature review. These perspectives will be incorporated throughout the study to 

show the importance of multicultural music education for pre-service music teachers.



CHAPTER 3 

METHODOLOGY 

The research questions for this study were derived from the enduring 

understanding of an alleged lack of multicultural music education preparation for pre

service music teachers. To better understand this phenomenon through field study 

research and interviews, the participants were interviewed to collect data regarding the 

research questions and analyzed using experiential learning theory (Greene, 1988). The 

participants included pre-service and in-service music teachers to examine their music 

teacher preparation program experiences regarding multiculturalism and its place in the 

classroom. The data collected included documents that were reflective o f experience, 

multiculturalism, and/or cultural responsiveness. These choices were in correlation to the 

research questions.

Why Phenomenology and Ethnography?

Phenomenology is a method used in qualitative research to study the human 

experience and the phenomena that surround it (Mertens, 2009). In this study, the human 

experience of pre-service music teachers and how that has the potential to affect their in- 

service teaching was indicative o f phenomenology. It was without question that seeking 

understanding of this phenomenon would require phenomenological study. Much o f the 

existing research is phenomenological in nature, which perfectly sets the stage for current 

and continued research. Cultural issues, generally speaking, deal with the human

59
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experience and human experience is not without phenomena. Therefore, it would only 

make sense that this research was conducted using phenomenology as a methodology for 

collecting data.

Ethnography was used to collect data from the participants as they shared similar 

cultural experiences regarding their teacher preparation programs, which were also 

similar to the researcher’s experience. Therefore, the researcher engaged in observation 

as a bystander and participant observer to gather information and make field notes 

regarding those observations (Creswell, 2006). Within the context o f multiculturalism, 

there is a symbiotic relationship between ethnography and phenomenology because o f the 

nature o f the human experience and collecting data regarding it. The research question 

addresses how this relationship was studied as a part o f the music education for pre

service music teachers. Field study, interviews, and meaningful cultural experience was 

paramount for this particular research making it ethnographic in nature (Mertens, 2009). 

This sort of method must include as much ethnographical consideration as 

phenomenological as you cannot consider cultural human phenomena dealing with 

multiculturalism as it pertains to this study without ethnography. Therefore, the most 

advantageous way to study these research questions was through a combination of 

methods that included both, ethnography and phenomenology.

According to some, it is indeed very difficult to solely use a singular methodology 

when trying to do a research study that is as accurate and valid as possible (LeCompte & 

Goetz, 1982). However, that is not to say that it cannot be done, as one method may over 

shadow the others or the researcher may profess limitations involving the use o f a
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singular methodology (Mertens, 2009). Nonetheless, for the sake o f this research a 

combination of the two aforementioned methodologies was used and in an equitable 

manner to conclude the possible outcomes to the research. Other methods could have 

been utilized but not significantly or with the recognizable intention of having an effect 

on any of the possible outcomes and solely for the sake of collecting data with the 

understanding that phenomenology and ethnography are the main methods for collecting 

data for this research.

Finally, the theoretical framework for this research was directly connected to 

these methodologies. The data collected in this research was analyzed through the lens of 

experiential learning theory as described by Maxine Greene (1988). Experiential learning 

theory is based on the experiences o f people and how they deal with their experiences in 

spite o f their social situations (Greene, 1988). Other significant theorists in this lineage 

of experiential learning theory would include Dewey (1997), Freire (2000), and Kolb 

(1983). Their research was collected via phenomenological and ethnographic protocols 

as well in order for them to formulate their thoughts and ideas about experiential 

learning. Therefore, within this clearly established school of thought on experiential 

learning theory and the existing research and how its data was collected, it was 

appropriate to conduct this research within this clearly defined realm o f study; that is, 

phenomenological ethnographic qualitative research.

The methodological procedures for this study dealt with the lived experiences of 

the participants with regard to multicultural music education and how their cultural 

experiences affect curricula. Experience, culture, and social change, which are the major
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tenets of Greene’s (2001) experiential learning theory, align to these data collection 

designs. Furthermore, the methodology and theoretical framework also align to the 

framing questions and conceptual framework o f teacher capacity.

Why Not Other Methods Applicable to this Research Question?

This study was clearly going to be qualitative research because of how the 

research question is asked and because nothing is being hypothesized. Had the claim 

been posited in the form of a hypothetical statement, moving forward with quantitative 

research would have been appropriate. Although collecting some o f the data was done 

via interview, the interview instrument was a qualitative protocol. Had it been a survey 

instrument, that would have warranted quantitative research. Finally, the proposed 

research and question was within the context o f subject matter that is phenomenological 

and ethnographic. Therefore, this research would not be quantitative as these types o f 

research methodologies are qualitative because they deal with human experiences 

(Mertens, 2009). That is, qualitative research deals with the human experience and 

human behavior, which this study investigated by focusing on how lived experiences 

affect music education and why (Creswell, 2009).

Other types of qualitative research could have been used besides phenomenology 

and ethnography. However, the methods by which the research was collected, analyzed, 

and interpreted for discussion were indicative o f  these types o f research (Creswell, 2009). 

Creswell (2009) says that interviews, observations, and document analysis are indicative 

of phenomenological and ethnographic methodologies and qualitative design. Some of 

the other types of qualitative research that could have easily been used based on slightly
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different procedures could have been case study, participatory action research, narrative 

inquiry, or even grounded theory research (Mertens, 2009). As previously mentioned, 

these different procedures were not used because o f emphasis o f the particular 

approaches on which this research question and topic were focused.

While I could have chosen other methodologies, I did not based on CreswelFs 

(2006) research design for qualitative inquiry and Merten’s (2009) research and 

evaluation for inquiry in the fields o f education and psychology. Case study 

methodology was inappropriate because traditionally, case studies are based on a 

bounded system such as a process or a certain event (Creswell, 2006). I did not choose 

participatory action research because I did not use a sampling o f participants from a 

certain research community with the goal o f transforming society based on the findings 

from the research; although, it could provide the premise for transformation in future 

studies (Mertens, 2009). Narrative inquiry was not a choice for this research because I 

purposefully chose three participants rather than a single individual which would be 

typical for this methodology (Creswell, 2006). Furthermore, I did not tell each of their 

stories as separate, distinctive cases (Creswell, 2006). Lastly, I did not choose grounded 

theory because of time constraints, and the goal o f this research was not to establish 

theory (Creswell, 2006). However, with modifications or different procedures, this study 

could have gone in a number of different directions.

Therefore, these various methodologies for qualitative research design would not 

have been appropriate for this research, the question and sub-questions o f interest, and 

the topic with which they pertain. Because of the basis o f the human experience and a
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specific phenomenon tied to that experience, this research was most appropriately studied 

using phenomenology. Furthermore, ethnographic research design was used with 

phenomenology to study this human experience because the researcher was a part of that 

experience and the perceptions o f the other participants will be analyzed through the field 

study o f that actual experience.

The main research question (How are college curricula for pre-service music 

teachers preparing K-12 music teachers to create culturally responsive music curricula in 

primary and secondary schools?) which is a how question, suggests that there is some 

phenomenon that needs to be understood and was the impetus for the design o f this study 

(Creswell, 2009). Phenomenology and ethnography was used to address this question as 

well as the supporting questions. The supporting questions were intended to support the 

purpose of this study and provide insight on this topic o f multicultural education for pre

service music teachers. The idea was to understand a certain human experience through 

qualitative inquiry. This sort o f framework for conducting research was clearly 

phenomenological in nature. The human experience o f pre-service music teachers in 

their higher education curricular settings is the basis for this phenomenon. Therefore, 

phenomenology was certainly a clear choice for this research (Mertens, 2009)

In addition to phenomenology, the nature of the data collection for this research 

suggests that ethnography was also a valid methodology for exploring possible outcomes 

to the research question. Interviews and field research for data collection within the 

context of qualitative research suggests that this was going to be an ethnographic study as 

well as a phenomenological study (Mertens, 2009)
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Although the literature is vast with regard to multiculturalism in education, the 

literature specifically geared toward music and multiculturalism in music education is not 

as expansive (Campbell, 2004). As a result, some of the most salient resources for this 

review are current studies and books as well as the journal articles that accompany them. 

The more current research also shows that ethnography is the main method used for the 

research, but there is certainly phenomenological aspects to the research when 

considering the theories o f some of the main researchers that are being used for this study 

(Campbell, 2004).

Discussion of Studies Conducted 

Considering the resources that were used for this study, it seemed that the 

research that I was drawn to, especially Maxine Greene (1978), discussed the notion of 

experience as education and how that was particularly important for analyzing data and 

sharing findings. These experiences were mainly gathered through phenomenological 

and ethnographic methodologies. The importance of the lived experience and being a 

part of those experiences pointed to these methodologies for conducting this research 

(Levering, 2006). Especially since I wanted to include my own personal experience on 

this topic as the researcher, it was appropriate to build this study on a methodological 

premise that echoed these sentiments (Mertens, 2009). Experiences were an important 

piece to building this study and using a phenomenological ethnographic qualitative 

design was the way in which I could relate these experiences between my own and within 

the context o f the experiential learning theory of Greene (2000) (Levering, 2006). This
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provided the necessary scaffolding for addressing trustworthiness and issues o f reliability 

and validity (LeCompte & Goetz, 1982).

There were particular materials used for the literature review that helped support 

this idea of connectedness, which is also addressed in the theoretical framework 

(LeCompte & Goetz, 1982). Therefore, I used this notion o f weaving all these parts 

together in an effort to strengthen, so to speak, these tenets o f theory, methodology, 

teacher capacity, and conceptual framework to connect the overarching conditions of 

experience, culture, and social change and justice as a complete or entire philosophy for 

affecting curricula (Greene, 2000). As a result, these various pieces seemed to fit 

together because of their relevance to each other and because I chose to use the various 

pieces within the context o f a theory to analyze and interpret the data that was collected 

(Wolcott, 1994). Table B1 in the Appendices gives an image o f how these 

phenomenological and ethnographic materials aligned to each other and created this 

study, while providing the necessary reliability for a trustworthy qualitative study 

(Levering, 2006).

To examine how these questions were studied and the research that was used to 

study them, there was a clearer understanding of the methodologies that were used in the 

literature. Each of the sub-questions was examined individually to assess the 

methodological approaches used in this study. In doing so, and as is indicated in the 

literature review, each of the sub-questions and the main question were asked in ways 

that suggest a deeper understanding of a sort o f human experience. This would also 

suggest that this experience is to be observed. As the researcher, this experience was also
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considered from a personal perspective. These notions o f research are indicative o f many 

methodological approaches to conducting this research. However, for the purpose of this 

study phenomenology and ethnography were used to collect the data and examine the 

possibilities for answering these questions.

Criticisms of Phenomenology and Ethnography 

Deciding on a methodology is not without definitive consideration. The 

researcher has to consider methodological choices as well as the nature o f the question or 

questions and how they are asked. Using phenomenology and ethnography 

methodologies for the data collection of this research project was appropriate because of 

the way that the main research question was asked. However, within the context of the 

consideration of these methodologies, the arguments against such research methods had 

to be considered as well. Using phenomenology and ethnography does raise issues of 

reliability and validity and the inteijection of the researcher’s lived experiences in a way 

that can exacerbate these issues. However, the consideration of the researcher’s 

experience was important as part o f the human experience and therefore the phenomenon 

of this research study.

Nonetheless, there were issues to be considered with phenomenological and 

ethnographic research methodologies. The main issue with any type of research is with 

reliability and validity. However, the very aspect o f the interpretive nature of research, 

whether qualitative or quantitative, renders reliability and validity as issues of 

subjectivity. Within the context o f phenomenological qualitative research, subjectivity 

can color the narrative portion o f the reporting of the research; however, it should not



68

taint the actual research. Subjectivity is intended to be dealt with through the 

interpretation of the researcher (Maxwell, 2012). The analyses o f narratives are 

interpretations of interpretations, and herein lies the problem with subjectivity (Levering 

2006). Levering also suggests that “the phenomenologist must make sure that the data he 

or she analyzes are lived interpretations and not interpretations o f interpretations.” 

(Levering, 2006)

These issues of subjectivity, reliability, validity, analysis, and interpretation are 

phenomena in and of themselves. Considering the fact that phenomena are perceptions 

from the onset allows room for interpretation. It is imperative for the researcher to be 

aware of these issues and understand that he is reporting perceptions as they are 

perceived by a third party. This could certainly be a limiting factor in considering the 

reliability of the research and in the alleged answer to the research question. Perhaps it is 

best to consider that the answer to the research question is a suggestion rather than a 

definitive answer or at the very most it should be one version o f the answer to the 

research question based upon the researcher’s perception or lived interpretation. That 

certainly allows for additional perspectives, makes limitations and bias known, and most 

importantly, leaves room for further questioning and scaffolding in the research.

Additional issues with phenomenological research arise in the actual 

consideration of phenomenology as valid scientific method in which to describe 

phenomena. Additional research asks the question of what actually counts as 

phenomenology (Finlay, 2009). This relates to the whole notion and phenomenon of 

interpretation as it relates directly to phenomenology itself. Defining phenomenology
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and stating the scientific qualities within the context o f the type o f  research being 

conducted outlines a clear understanding of the researcher’s approach and understanding 

of how the phenomenon is observed, perceived, recorded, analyzed, and interpreted 

(Finlay, 2009). Simply reporting a phenomenon is indeed a narrative reporting of a lived 

human experience that is veiled in artistry rather than the needed scientific approach for 

reliable qualitative research (Finlay, 2009). Finlay (2009) also posits as does Levering 

(2006) to what extent should researcher subjectivity and interpretation be included as part 

of the description of the analysis.

These arguments should certainly be applicable considerations for the researcher 

when collecting the data, analyzing it, and discussing the interpretations when conducting 

phenomenological research as the purported understanding that it is the lived human 

experience of the participants and the researcher. Being a part o f that lived experience 

and studying it from within the phenomenon or experience as field study would raise 

issues about the ethnographic aspect o f the study. Again, interpretation is paramount 

when dealing with these issues.

Ethnography by its very nature as an anthropological entity becomes an issue of 

interpretation (Hammersley, 2006; Wolcott, 1994). The conditional aspect of 

ethnography as it pertains to the type of research being done raises issues within the 

research community as a starting point for many criticisms of ethnographic study. 

Anthropologically speaking, ethnography should basically consist o f two main 

ingredients: time and actually living within the community (or phenomena) being studied 

(Hammersley, 2006). However, over time, educational study and western perceptions of
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ethnographic study do not necessarily align with the anthropological definition of 

ethnography (Wolcott, 1994). Ethnography has taken on a slightly different meaning and 

understanding whereby participant observation is part-time and field study is conducted 

over a few months (Hammersley, 2006).

Although many researchers see this as a criticism, especially among 

anthropologists, it is understandable that social science issues can be studied through very 

segmented lenses allowing for this type o f “part-time” or “at home” study (Hammersley, 

2006). This is especially understandable within the realm of educational study as so 

much data already exists and can be accessed easily through technological resources 

(Wolcott, 1994). This type of segmented study can also be an area o f contention as there 

could be room for error in that the lives o f the participants are not studied and therefore 

not reported in full (Hammersley, 2006). This intentional disregard o f certain aspects of 

the participants’ lives might limit the findings. However, it can be argued that the 

specified subject o f study is limited so that its intended scrutiny can be as thorough as 

possible (Wolcott, 1994). In this case, the question would be: is this a limitation or is it 

in fact a thorough distinction within the context of a multi-faceted area o f research 

(Wolcott, 1994)? With that being said, the researcher would have to clearly define his 

intentions and expectations for the research and preferred methodology (Hammersley, 

2006; Wolcott, 1994).

Ethnographic research as it was used for this particular study in music education 

was met with concerns regarding the amount o f time spent on field work and collecting 

information from interviews. This particular criticism is argued among ethnographers
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and anthropologists (LeCompte & Goetz, 1982). As it relates to this cohort model, this 

study was not conducted over years, and therefore, the argument could be made that it is 

not thorough enough. It could be argued that the shortness o f the research may provide a 

perspective that is rather ahistorical (Hammersley, 2006). Conversely, the researcher 

could argue that this allows for a more specific niche o f study and it was in conjunction 

with a second methodology that both deal with experiential research and study 

(LeCompte & Goetz, 1982). In this case, the two methodologies strengthened each other 

where their issues of interpretation and reliability seemingly sift to the top as contentious.

The issues o f reliability and validity, as with all research, plague phenomenology 

and ethnography. This is mainly due to researcher interpretation and how much of the 

researcher’s perspective is going to influence the interpretation o f  the analysis o f the 

collected data (LeCompte & Goetz, 1982). In ethnography, especially within the context 

o f how it is applicable to this research study, the researcher has to be keenly aware o f 

collecting data not only as a participant o f this real-life human phenomenon but most 

importantly as the researcher (Levering, 2006). Preserving the integrity o f the reliability 

and validity of the analysis of the data collected is paramount to dispelling issues of 

interpretation and meaningful, experiential research (LeCompte & Goetz, 1982).

The reliability issues with ethnography would depend greatly on the replicability 

o f the findings and validity would depend on the accuracy (LeCompte & Goetz, 1982). 

Here again, accuracy would be measurable by interpretation. Replicability and accuracy 

can also be determined by the readers or additional researchers depending on their 

external research or from the questions that were provoked by the research in question



72

(LeCompte & Goetz, 1982). These continued issues o f interpretation could bleed into 

analyzing and coding interviews as well (Hammersley, 2006). For this reason, it may be 

advantageous to have other colleagues and researchers review data collection 

intermittently to force issues o f analysis, interpretation, and researcher bias (Mertens, 

2009). However, this is not to be confused with ethnomethodology or conversational 

analysis as this research was conducted via the combination of the aforementioned 

methodologies because of the key characteristics o f interpreting human experience 

(phenomenology) and participation in that lived experience (ethnography) (Mertens, 

2009).

The limitations of interviews are an important consideration in ethnographic 

research. That is, research that is purely designed based on a collection o f interviews is 

arguably ethnographic (Hammersely, 2006). In fact, Hammersley contends that it may 

not even be methodologically sound (2006). The combination o f  participant observation, 

interviews, and document analysis along with phenomenological methodology and the 

application of experiential analysis strengthen the issues o f scientific accuracy within a 

narrative or artistic context o f qualitatively reporting findings. Therefore, it is imperative 

to be certain that a concerted effort is made to adhere to a carefully designed process 

within the research for collecting the data. Adhering to these criteria are necessary for 

preservation of the the validity and reliability o f the research and ensuring accurate 

reporting when discussing the research (Finlay, 2009; Hammersley, 2006; LeCompte & 

Goetz, 1982; Levering, 2006).
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Finally, it must be said that how the research question and supporting questions 

are asked and what content they are addressing directly affect the type of methodology 

the researcher will choose to conduct the research. In the case o f this research, the 

question of how an experience has affected a specific group of people evoked the basic 

tenets o f phenomenology and ethnography (Creswell, 2009). The way in which this 

research question is asked suggests that this is going to be a qualitative study. It also 

suggests that this study is a phenomenological ethnographic study because of how the 

questions were posed and because o f the content o f the questions (Mertens, 2009).

Setting

The setting for this study was mainly the ensemble music classroom. It is in this 

setting where the majority of music education majors get their pre-service music training. 

These classes are lab-like in that they are rehearsal-centric. However, there are usually 

complementary rehearsals that are extra-curricular. Although these situations are about 

rehearsing there are differences: the classroom rehearsal is generally driven by skill and 

pedagogy and has a standard, whereas the extra-curricular rehearsal is strictly about 

polishing for a performance situation.

Each of the participants were interviewed and observed in their academic settings. 

The pre-service music teacher was in her final year o f undergraduate study and preparing 

for practice teaching. She attended a university in Georgia and intended to teach 

secondary choral music. She has participated in practicums that involved public and 

private K-12 schools. The university that she attended was a diverse, private university.
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The majority o f the students, based on observation, were a diverse group of students 

ranging in heritage and ethnicity.

The in-service music teacher taught secondary choral music in a Georgia public 

school. The majority o f the students in her school were Black; however, the students in 

her classes were representative of many cultures and ethnic backgrounds. This 

participant stated that she had several students that spoke more than one language. This 

particular school happened to be part o f an upper middle-class diverse country club 

community.

Lastly, the third participant was part o f the faculty at a small liberal arts college in 

Georgia. His student population was especially diverse and was not reflective o f the 

immediate community to which the college belonged. However, the university worked 

diligently to recruit a diverse student body varying in race, religion, and ethnic 

background. There also happened to be a large population o f international students that 

participated in the music ensembles. This professor stated that his typical student was a 

female choral musician of Black or White race with varying cultural and linguistic 

backgrounds.

The setting for the observations extended from the classroom to the extra

curricular rehearsals as well as to performances and concerts. Within the context of 

music education and for the purpose o f this study, performances and concerts were 

defined differently. A performance was usually not a full program and took place as a 

part of something else, like a conference or festival. A concert was a full program 

designed to exhibit the music and skills that have been learned, polished, and perfected
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during rehearsals. Therefore, it was imperative that I observe students and teachers in all 

o f these settings to get a more broad understanding of how the concepts related to 

multicultural education in the music classroom were affecting curricula.

The classes that were observed can be classified in three ways: the undergraduate 

pre-service classroom where the pre-service teacher was the student; the undergraduate 

pre-service classroom conducted by the professor o f music education, and the in-service 

K-12 classroom where the in-service teacher was implementing a curriculum that meets 

the demands of the standards (GPS, 2009).

The interviews were conducted either in the teachers’ or student’s classrooms or 

offices. The setting for the interviews was determined by the participants. They were all 

given the opportunity to choose the location of the interview, and they all decided to use 

their classrooms and offices. These settings were conducive to candid discussion.

Participants

The participants for this study were purposefully chosen to address the topic and 

problem that led to the research questions. These participants had all been involved in 

music education courses as pre-service music teachers. As per Creswell (2009), the 

participants for phenomenology and ethnographic research design should be chosen to 

represent a specific group or people group. For this study, the individual participants 

represented three major facets o f this study; that is, they represented the pre-service 

music teacher (university undergraduate), the in-service music teacher (K-12 public 

school teacher), and the music teacher preparation program professor (private university 

teacher program).
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There were three participants chosen for this study. The participants were 

representative of music educators at varying stages of service. There was one pre-service 

music teacher, one in-service music teacher, and one in-service music professor who 

prepared pre-service music educators. They were selected purposefully and because they 

met a certain criterion; that is, they were all sharing a similar experience as music 

educators who were affecting curricula in culturally responsive ways (Creswell, 2009). 

The participants consented to participate in the study with the understanding that their 

identities would remain confidential, and only the researcher would be privy to the data 

collected from and about the participants. This information will be kept confidential by 

the researcher indefinitely. As a result, their defining information and descriptions are 

limited and minimal. This was by design and done so because o f pending graduation, 

reflexivity regarding school and the school’s reputation, and because of pending tenures.

Data/Data Collection

In this study, the data consisted o f three major pieces: interviews, observations 

and field notes, and documents for analysis. Each o f these items consisted of specific 

materials. Mertens (2009) says that while these items are generally necessary 

components of phenomenology and ethnography, the structure and types o f these items 

can vary.

Interviews

Each participant engaged in the same interview so as to gather three perspectives 

upon the same questions. Each of the participants had different experiences, but they 

were all involved in music education either as an in-service music teacher, pre-service
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music teacher, or faculty member preparing pre-service music teachers. The interview 

process involved a five-question semi-structured interview protocol that focused on 

multiculturalism in music education and what it meant within the context o f the personal 

experiences of each of the participants.

A semi-structured interview with five questions was used for this study and was 

reflective o f the research questions. It was designed to facilitate thick, rich, and 

meaningful discussion about the lived experiences of the participants and the researcher 

and the phenomenological relevance o f those experiences regarding the research 

problem. A copy of the interview protocol is located in Appendix C. The five interview 

questions were:

1. What are your thoughts about music teacher preparedness when it comes to 

multiculturalism?

2. What are your thoughts about developing curricula in music education and 

multicultural education for pre-service music teachers?

3. What are your thoughts about multicultural education standards for pre-service 

music teachers?

4. What are your thoughts about the preparedness o f in-service music teachers with 

regard to meeting multicultural education standards?

5. What are your thoughts about the role o f multiculturalism in developing music 

education curricula for pre-service music teachers?

Observations and Field Notes

The observations for this study yielded field notes based on what was observed in
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the ensemble music classroom, extra-curricular rehearsals, and at performances and 

concerts. Furthermore, some of the field notes covered what was observed and 

experienced at a professional conference for music educators where multiculturalism and 

performance practice was a focus for a portion of the conference. These observations 

were recorded, and the field notes were organized for thematic material and analysis.

The field notes were recorded through a series o f journaling exercises. At times, I 

was able to participate in some of the classes that I observed. In these cases, I recorded 

my thoughts and ideas in my notes about what I had observed as a participant to build 

reflexivity and to accompany my field notes. Keeping these memos along with the field 

notes helped establish themes as well. When I was simply observing as a bystander, I 

was able to make copious field notes about what I was observing. Some of the field notes 

would reference the responses and discussions that came out o f the questions that were 

asked during the interviews. All in all, the observations were chronicled by a series o f 

field notes that were used to connect the interviews to the participants’ actual 

experiences. These notes also connected the interview materials to the documents as a 

reflection of doctrine versus practice.

Documents

There were several forms of documentation that were collected for this study. 

Aside from the field notes and transcripts from the interviews, additional documents were 

collected from the participants. Initially, the goal was to simply collect syllabi and lesson 

plans; however, many of these items came with programs and/or program notes to 

accompany the resulting concerts and programs that were rehearsed during class and
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extra-curricular rehearsals. Since these documents ultimately reflected the practices 

described in the interviews and the syllabi and lesson plans described the intent o f the 

classes, I decided to add the programs to the documents to be analyzed. This gave me 

three sets of documents as well as the field notes and transcripts from the interviews.

Data Analysis

The materials that were collected were analyzed in several ways. The documents 

were sorted and organized according to ideas from the research questions. This also 

yielded certain themes that were integral to the discussion in chapter seven. These items 

were analyzed using the Tift College of Education’s Conceptual Framework: To Know, 

To Do, To Be (Mercer University, 2006), the notion o f teacher capacity as it is outlined 

by Grant and Agosto, (2008), and the questions they used to frame teacher capacity:

• What do teachers need to know?

• What do teachers need to be able to do?

• What do teachers need to care about?

These framing questions and conceptual framework reiterate the problem of this study 

that is based on the preparation of pre-service music teachers and multicultural education 

as a part of that preparation.

The interviews were recorded and analyzed based on the themes that connected 

them to observations and documents. The observation notes were included as part o f the 

document analysis and analyzed for thematic information regarding the research 

questions. This information was categorized according to the emerging themes and then 

aligned to the notion of teacher capacity and the framing questions to that notion as well
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as to the conceptual framework (Grant & Agosto, 2008; Mercer University, 2006). These 

findings are explained and discussed in chapter five.

Data Interpretation

In addition to the analysis o f this research, I have included an additional chapter 

on interpretation. For this study, Wolcott’s (1994) notion of turn to theory as a way of 

interpreting the data was used to link this research to the larger theoretical issues of the 

experiential learning theory of Maxine Greene (2000). Greene (1988, 2000) considers 

her theoretical outlook on education is not merely limited to education, but provides a 

basis for the broader scope of existing and living life through artistry and social 

imagination and refers to this existence as autobiographical. Because of this idea of 

creating a lens and then interpreting data through that lens, I decided to use Greene’s 

(2000) experiential learning theory to interpret this data as she used her own theory to 

describe the narrative of her life.

The data was interpreted in Chapter 6 using the experiential learning theory (ELT) 

of Maxine Greene (1988). This idea of experiential learning theory expounds on the 

thoughts o f Dewey (1997), Freire (2000), and even Kolb (1983) to include a facet o f 

completion or entirety. That is that experiential learning is affected by culture and social 

justice and should therefore be as much a part o f  experiential learning as the experience 

itself (Greene, 2000). This is called the entire experience o f learning theory (Greene, 

2000). The marriage of arts and imagination create a lens through which experience, 

culture, and social justice affect learning and knowing in a way that continues to affect 

subsequent experiences and ultimately culture and social change (Greene, 1988; Greene,
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2000). Greene’s consideration o f these ideals as continuum, or cycle, mimics the model 

that Kolb (1983) describes in his realization o f experiential learning theory.

This provided three distinct models or theoretical frameworks that are 

interconnected thematically and appeal to the notion of arts education as well as social 

education as multiculturalism for the sake of analyzing the collected data. These 

theoretical frameworks also align to the tenets o f phenomenology and ethnography as 

research design models. Therefore, the symbiotic nature o f these multiple pieces and 

their interconnectedness provide a triangulated perspective o f reliability and validity for 

this study.

I took the three major components o f Greene’s (2000) theory, experience (as 

education), culture (as the arts), and social justice (as the way in which people should 

imagine change for the better), and interpreted the data as it aligned to these tenets. 

Filtering the data through this theory provided information regarding the research 

questions in the alleged way that Greene would interpret the data. Turning to her theory 

provided a specific brand of interpretation with a highly focused lens on experiential 

learning theory.

Limitations and Delimitations

Limitations and delimitations in research can affect various aspects of the study. 

Basically, the limitations in a study are those things that the researcher cannot control and 

the delimitations are the things that the researcher can control. Depending on what type 

of study, the nature o f the study (subject matter, dissertation, commercial research), and 

the methodology used in the study will allow for differing types o f limitations and
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delimitations (Creswell, 2006). It is important to recognize the limitations and 

delimitations as this may clarify issues or concerns about outcomes and interpretations. 

Stating these concerns about limitations or delimitations (or both) in the methodology 

section o f the proposal is important in order to establish ground work for reliability and 

validity, as well as for generalizability and transferability for the remainder o f the study 

(Creswell, 2006; Hammersley, 2006).

Limitations and delimitations in qualitative research are not always as expected as 

in quantitative research, but they can be especially important with regard to issues o f 

generalizability in qualitative research (Creswell, 2006). Moreover, if not clearly stated 

in the research proposal, the validity and quality o f the research could be jeopardized 

(LeCompte & Goetz, 1982). Recognizing the potential shortcomings of the research 

actually strengthens the research because then the reader is clear about what is to be 

expected in the outcomes. It is equally important to recognize the delimitations that the 

researcher established as intentional parameters for the sake of the research study 

(Creswell, 2006). Again, this does not render the research invalid from the onset so much 

as it clarifies the context in which the research was conducted so as to enlighten the 

reader. These considerations for phenomenology and ethnography, within the context of 

the aforementioned reliability and validity issues, will be paramount for establishing a 

study that is as trustworthy as possible. It is especially important to incorporate a 

“limitations o f the study” section.

Having a “limitations o f the study” section in the proposal of the study provides 

clarity about what the study may be lacking because o f a sort o f research force majeure.
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Some very specific issues about the research should be clearly explained in this section 

for the simple reason of providing the utmost reliable and valid research (LeCompte & 

Goetz, 1982). Failure to represent the research without a limitations section could result 

in a failed study or worse (Creswell, 2006). Furthermore, it becomes an issue of ethical 

research and study to include limitations so that the researcher, the participants, and the 

outcomes are not seemingly misrepresented or improperly reported (Mertens, 2009).

Some of the most important issues to consider in the limitations section are 

generalizable to both quantitative and qualitative research. Limitations about the analysis 

o f the data are imperative. It is impossible for a single researcher to cover every detail in 

a single study (Maxwell, 2005). Therefore, making these limitations known will avoid 

issues about what is not being incorporated in the analysis. In addition, most analyses are 

specific and intended to only reveal a very definitive outcome per the research question 

or hypothesis (Creswell, 2009). This would need to be clear to the reader.

The nature o f self-reporting extends understanding o f the researcher’s bias to the 

reader, especially in quantitative research. Explaining the conditions surrounding this as 

uncontrollable is paramount in the limitations section of the study. Furthermore, the 

instruments used to collect the data could also be tied to researcher bias or explain why 

something might be missing from the research. The data collection instruments in 

research are typically designed to be user-friendly among a large group of people, so this 

could in fact limit what is revealed in the survey (Mertens, 2009).

The sample is often times very much a limitation, especially in quantitative 

research where a survey may be used (Keith, 2005). The researcher has no idea who is
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actually going to complete the survey among the sample or what they are going to reveal 

through the survey. Sample size is a serious limitation in qualitative research because the 

findings may not be generalizable to the larger population of people within that sample 

(Creswell, 2006).

Lastly, time constraints affect all researchers, especially doctoral researchers.

They are very typically bound by time which may affect methodological choices as well 

as how they are limited by those choices because of time (Maxwell, 2005). Meeting 

deadlines for doctoral study, funding, publishers, etcetera can have grave effects on the 

research. These limitations can be appropriately addressed in the limitations section of 

the study as well as provide validation for the research.

Theoretical Framework 

In an effort to address limitations, delimitations, and issues o f reliability and 

validity, the researcher employed the notion o f teacher capacity with the Tift College of 

Education’s conceptual framework (Mercer University, 2006) in addition to the major 

tenets o f Greene’s (1988, 2000) theory of experiential learning. As the lived experiences 

o f these participants, as well as the personal lived experience o f the researcher, are 

contentious considerations for the purpose o f this study, it was intended to use these 

theories to build this research and analyze the data per this framework so as to address the 

research question and supporting questions. The conceptual framework of the Tift 

College of Education (Mercer University, 2006) speaks to the notion of teacher capacity 

and teacher expectations. Furthermore, experiential learning theory is not only indicative 

o f teacher capacity, but also encompasses the experiences that affect that capacity as well
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as the experiences of the students. In essence, this notion o f teacher capacity is multi

faceted and includes the variation of experience and how that is affected by culture in a 

multicultural setting.

Teacher capacity may be defined as several things, but ultimately it is what 

teachers have learned and experienced and how they are able to transfer that meaningful 

knowledge to their students (Grant, 2008). Just as it is difficult to measure the level of 

learning with students, it is also difficult to measure a teacher’s capacity. It is clear that 

capacity, in this sense, is about capability. Some teachers are more capable than others 

while those who are not as capable can certainly work towards a goal to become more 

capable. The capacity of a teacher can be described, not necessarily defined, as 

knowledge, skills, and disposition (Grant, 2008).

More specifically, teacher capacity encompasses what teachers need to know 

(knowledge), what they care about (disposition), and what they are able to to do (skills) 

(Grant, 2008). With this understanding about teacher capacity, it was easier to make 

connections and further understand what was to be expected of teachers as professionals. 

Moreover, this also provided a clearer understanding about what teachers should be 

capable of as professionals.

Making this connection between Grant’s (2008) explanation o f teacher capacity 

and the conceptual framework for the Tift College of Education (Mercer University, 

2006) was the premise for establishing a sort o f checks and balances for incorporating 

appropriate parameters for research validity, limitations, and clarifying the capacity of
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pre-service and in-service music teachers and their understanding and preparation 

regarding multicultural education.

Knowledge is certainly important with regards to teacher capacity as 

disseminating information to students is probably the most important job o f the teacher. 

Students rely on teachers as a way to gain knowledge. Teachers rely on their knowledge 

to disseminate information. Therefore, what a teacher knows is important. However, 

prescribing what that knowledge is for teachers to disseminate is a debate in and of itself.

O f course, teachers should clearly know the content that they are responsible for 

sharing with their students. However, is that all they should know or be willing to share 

with their students? Is content knowledge the only thing useful when preparing curricula 

that spurs meaningful opportunities and experiences for students to leam? Teachers 

should bring their own experiences and “whole knowledge” to the classroom to inspire 

the teaching and learning for which they are responsible. The notion of “whole 

knowledge” is imperative as a teacher’s personal life and experience may very well 

enrich the content that he or she is teaching. Teaching a unit on African music is more 

engaging if  the teacher has actually been to Africa, knows the culture, experienced the 

music and music making as a part of life, and is familiar with what music means within 

that culture and how it is different from the cultures represented in the class. To Know is 

the crux of building a framework that informs teaching and inspires learning. It is a 

whole part o f the teacher’s intelligence including experience and content.

Knowing and knowledge is also important with regard to what the student brings 

to the lesson and how he or she affects the curriculum that the teacher is going to build.
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It is equally as important as the whole knowledge of the teacher. Student knowledge 

should be the starting point on a cyclical continuum for creating curricula that inspires the 

teaching and affords the students with meaningful experiences. In turn, these 

opportunities provoke inquiry and dialogue creating the perfect opportunity To Know a 

whole knowledge that is student-centered and filled with rich content and experiences 

that students at any learning level need to know (Grant, 2008).

Putting this knowledge into motion on the cyclical continuum o f learning requires 

actions, doing, and hard work. Even if  the teacher is the most intelligent and has a vast 

amount of experience, if he cannot actually present the information or put the knowledge 

into action, he is not actually teaching. Teaching is more than just a profession it is an 

actual act. It requires skills. A teacher must be able To Do something with their 

knowledge in order to give it to their students. The act o f teaching is active, engaging, 

inspiring, dialogic, intriguing, difficult, rigorous, and awesome. It is more than 

collegiality, professionalism, and development. Teaching is hard work. It is a physically, 

mentally, and emotionally challenging endeavor each day. Ideally, there should be no 

down time. It is something you must be able to do in order To Do the job correctly and 

deliver the knowledge to the students. (Grant, 2008)

Praxis and currere give the curriculum legs (Pinar, 2012). It brings what the 

teacher and students know to life, and it sets things in motion on the curriculum 

continuum. A teacher who cannot do what they need to be able to do to deliver 

knowledge is like a surgeon that does not perform surgery. Even though he may have all 

the education and practice, if he does not actually go to surgery and make that first cut, he
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is not doing what is expected of him. To Know and To Do from the Tift College 

conceptual framework (Mercer University, 2006) align beautifully with what pre-service 

teachers should be learning, but it also aligns perfectly with what they should be 

portraying as in-service teachers as well. These pieces o f teacher capacity are paramount 

and imperative to being a teacher and doing the act of teaching.

The last piece that describes teacher capacity is based on what the teacher cares 

about. The disposition of the teacher can greatly affect how the students leam in his 

classroom. It can also affect how the teacher teaches. To Be a teacher who inspires and 

engages students while continuously gaining knowledge with the appropriate disposition 

shows what the teacher really cares about. More importantly, the students realize what 

the teacher cares about and this affects how students leam just as much if  not more than 

the way the teacher teaches or how much he knows and tries to teach. Within the 

conceptual framework of the Tift College o f Education (Mercer University, 2006), the To 

Be part o f the credo is a piece that has multiple meanings. However, the idea of it being 

interrelated with disposition is a cardinal understanding to being a teacher. To Know, To 

Do, and To Be are part of a definitive triune understanding about a very noble profession. 

This concept of making teachers professionals is the ultimate expression of teacher 

capacity.

Teacher disposition within the context o f capacity can either exalt knowledge and 

skill or it can severely wither it. After all, teachers become teachers by passing rigorous 

tests of knowledge and content. However, it is very difficult to gauge disposition, and as 

a result, a teacher who cannot be about caring is his own worst nemesis. This is why it is
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so important for teachers to be culturally responsive and sensitive to their students as well 

as their colleagues in order to be successful. If you are a person who dares to teach, you 

are probably driven by what you care about beyond what it is that you know or how well 

you practice the skill of teaching (Freire, 2008). Having a cultural awareness beyond that 

which is personal and embracing those differences speaks volumes about a teacher’s 

character and exhibits what they truly care about. At the end of the day, this profession is 

a service profession that requires more quality and demand than most other professions 

for far less compensation. It is inescapable and clamorous for a teacher to not allow their 

disposition and what they care about to drive their desire to teach. In doing so, they will 

Be able To Do everything they need in order to share what they Know.

These ideas about capacity as they are outlined in the Handbook o f  Research on 

Teacher Education: Enduring Questions in Changing Contexts (Cochran-Smith, Feiman- 

Nemser, & McIntyre, 2008) provide the starting place for establishing a methodology that 

is triangulated across capacity, the Tift College o f Education’s conceptual framework, 

and the tenets of phenomenology and ethnography. Table 1 displays the Theoretical 

framework for teacher capacity.

Table 1
Theoretical Framework for Teacher Capacity

Framing questions 
about teacher capacity

Grant & Agosto 
(2008)

Tift College of Education 
(Mercer University, 2006)

What do teachers need to know? knowledge To Know

What do teachers need to be able to do? skills To Do

What do teachers need to care about? disposition To Be
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Considering that teacher capacity can be made up o f the three components noted in Table 

I, what a teacher does (To Do) to share knowledge is very important in the learning 

process (McDiarmid & Clevenger-Bright, 2008). Teachers are expected to create 

curricula that are student centered and based on pre-existing knowledge (Dewey, 1997). 

This is part of the notion o f “whole knowledge.” Whole knowledge is not just based on 

the content of the teacher and the teacher’s experience, but it is also meant to include the 

experience and prior knowledge of the student (Dewey, 1997; Greene, 1988). This is 

what informs the curriculum. Ergo the curriculum is relevant and meaningful to the 

student as much as it is to the teacher (Dewey, 2005).

Furthermore, the curriculum that is based on experience should be the conduit for 

providing continued opportunity for meaningful experiences as part o f what teachers 

should do to impart knowledge (Greene, 1978). The curriculum is based on experience 

and putting the curriculum into practice should create more experiences for learning 

(Pinar, 1998). This sort o f experiential learning provides an opportunity for inquiry. 

When students ask questions as a result o f an experience or problem, they are engaging in 

dialogue which is the hinge that experiences and learning are based (Freire, 1970; Kolb, 

1983; Greene, 1988). Experiential learning is part o f the cyclical curriculum continuum 

mentioned earlier (Kolb, 1983). Along this large learning cycle, there would be varying 

occasions o f experience, problem-solving, inquiry, dialogue, and more experiences as 

each of these factors lead to one another from experience to experience.

Allowing experience to be a pillar within learning justifies it as a major part of 

what teachers should do with regard to teacher capacity (McDiarmid & Clevenger-Bright,
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2008). Teachers should be aware o f their own teaching philosophies and what they feel 

is important in their personal capacity as a teacher (McDiarmid & Clevenger-Bright, 

2008). What they decide should somehow align with knowledge, skill, and disposition 

(Grant, 2008). Having the skill to do what it is that teachers are supposed to do to deliver 

knowledge is best done via experiential learning (Greene, 1988).

Teachers should use student experience to initiate a curriculum that is going to 

incorporate their experiences and prior knowledge with that o f the teacher to create more 

experiences (Kolb, 1983). Child centered learning is about creating experiences that are 

going to provide opportunities for students to leam concepts, skills, higher order thinking, 

social interaction, and citizenship (Greene, 1978). Providing an environment where this 

type of learning is fostered will build teacher capacity as this is what teachers should do 

as a part o f practicing their skill and craft as professional teachers.

Experiential learning engages students and promotes inquiry (Dewey, 1997). This 

can build teacher capacity as this sort o f dialogue will allow the teacher to share from 

their knowledge and experiences (Freire, 2008). These opportunities for dialogue should 

create new experiences and scaffold student learning as they prepare for additional 

education or life situations (Greene, 2001). Teacher capacity should embrace 

experiential learning as a major building block for quality teaching and learning.

Experiential learning also provides the opportunity for teachers and students to 

understand each other in a cultural context (Greene, 2000). Bringing experience to the 

learning table as the impetus for creating sound curricula can not be done without 

considering the cultural aspects of these experiences (Greene, 1988). Furthermore,
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allowing these cultural experiences to permeate the learning environment is a superior 

mode of introducing social justice and cultural freedom into the experiences that occur as 

a result o f the curricula (Greene, 1988).

Cultural freedom in experiential learning is not necessarily about gaining 

something so much as it is about giving into something (Greene, 2001). Acknowledging 

cultural and social barriers and embracing difference within the context of a dialogue and 

experience is cultural freedom (Greene, 1988). These actions o f freedom can also be 

experienced through the arts and language as they are often times associated with culture 

and may very well be an obstacle in the creation of learning experiences (Greene, 2000). 

Once these barriers can be removed, the teachers and the students can be free from a 

stagnant cultural environment that would otherwise become septic and diminish 

experiences (Greene, 1988). Cultural freedom as part o f experiential learning is very 

much a part of teacher capacity (Grant, 2008).

Applying these ideas about capacity and experiential learning to this research with 

the understanding of a phenomenological ethnographic methodology created the basis for 

exploring how pre-service music teachers are prepared to address multicultural education 

in their in-service situations. The professional practice o f teachers with the goal of 

seeking professional freedom is praxis informed by a socially and culturally responsive 

curriculum designed with students and student experience as the premise for teaching and 

learning (Greene, 1978). Curricula that are not multiculturally sensitive and student 

centered are ill-fated (Gay, 2000). In fact, these sorts o f curricula will foster oppression 

in that there is a cultural disconnect which ultimately leads to cultural gaps and the idea
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of a generational oppression (Berry, 2009; Freire, 2000). Furthermore, creating student- 

centered curricula must take experience and prior knowledge into account to free students 

from oppression and set the stage for social justice (Ayers, 2005). The promotion of 

social justice and freedom through experience, inquiry, and dialogue epitomizes the 

philosophical ideologies o f Freire (1970), Greene (1988), and Dewey (1997). Hence, this 

type of informed teacher capacity is seemingly a rarity among professional music 

educators which has led to this study.

Multiculturalism and the creation of culturally responsive music classrooms is an 

essential part of teacher capacity and professional practice (Grant, 2008). Preparing 

teachers so that they are equipped with this as part o f their capacities as professionals 

creates a sound pedagogy for multicultural music education (McLaren, 2007). 

Understanding the varied cultures o f students, bringing personal cultural identity and 

experiences into the music education classroom, and allowing that to inform curriculum 

and pedagogy are indicative o f the aforementioned notion of a whole knowledge (Gay, 

2000). Moreover, embracing cultural differences affects teaching and learning in such a 

way that creates dialogue. Dialogue and inquiry provide students with the opportunity 

and skills to think, reason, figure, and problem-solve.

The professional practice o f incorporating experiential learning theory into 

instruction reiterates a whole and complete knowledge while providing curriculum on a 

cyclical continuum where students are the center o f the curricula being used or as a sort 

o f starting point on this continuum (Dewey, 1997; Greene, 1988; Kolb, 1983). The value 

of one’s experience in education is of utmost importance (Dewey, 1997). It is the basis
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of superior, quality education, the basis for social justice and artistic imagination, and the 

basis for the freedom of the oppressed (Greene, 2000). Praxis without curriculum theory 

is like an incomplete thought. This holds true for music education, all o f  arts education, 

as well as the education for other disciplines. Curriculum and instruction for a whole 

music education without experiential learning theory is also like an incomplete thought.

An appropriate balance of these issues and concerns clearly affect curriculum in 

some sort of way which may be perceived as positive or negative; therefore, this study 

investigated the lived experiences o f the participants and how their experiences have 

affected their capacities as culturally responsive music teachers. It is teaching and 

learning, teacher capacity, and freedom that weigh in on this notion of experience, 

capacity, and culture to help conduct this multicultural chorus o f curriculum for pre

service music teachers. The difference between teacher and student is that the teacher is 

responsible for righting these conditions when there is an imbalance. Otherwise, the 

labels o f teacher and student simply drift back and forth from one human subject to the 

next regardless o f who is taking the class, the content o f the class, and who is leading the 

class. This symbiotic connection and the ability to create it, foster it, and enhance it are 

real education at its most artistic, scientific, and skillful state (Greene, 1988).

Summary

Based on the research questions for this study concerning human experience and 

multiculturalism, the seemingly best possible methods for conducting this sort or 

qualitative research were phenomenology and ethnography. Furthermore, the existing 

research was heavily steeped in these methodologies. Due to the nature of the subject of
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culture, it was also important to recognize that research on this subject relies on the 

interconnectedness o f both methodologies. Finally, the theoretical framework for this 

study, experiential learning theory, echoed the tenets o f  phenomenology (human 

experience and its phenomena) and ethnography (cultural consideration through field 

study and interviews).

With regards to the criticisms of using these methodologies, the recurring theme 

was an issue of interpretation. As research must involve some level of interpretation, it is 

difficult to say that research exists without bias. Therefore, it was important to disclose 

limitations and bias as they pertained to the research, research question, and supporting 

questions. Using a clear process for executing the methodologies was important. This 

included outside researcher expertise, opinion, and input as well as following a 

methodological plan that was indicative o f preserving the tenets o f phenomenology and 

ethnography. Lastly, clearly outlining these tenets and how they were going to be 

relevant in this study were imperative to maintaining the integrity o f phenomenological 

ethnographic research. To compromise or acquiesce on these tenets would directly 

espouse the aforementioned arguments for research studies that falter on reliability and 

validity, accuracy, appropriate interpretation, and scientific analysis.



CHAPTER 4 

DATA COLLECTION 

The focus o f this chapter is to report how the data were collected. The data was 

drawn from interviews, observations and field study notes, and documents. This chapter 

gives an overview o f each of these sources o f data and the participants that provided the 

materials. In addition to the interviews, participants were also observed in various 

capacities which were mostly reflective o f how they conveyed their perceived 

experiences as described in the interviews. This data has been grouped and organized in 

such a way to glean initial themes that have emerged regarding multicultural education, 

multicultural music, and the experiences within these contexts based on the varying 

situations of the participants. These materials and themes will be discussed to create a 

premise on which the themes that emerged can be analyzed. The data collection process 

was also an integral part in preparing for the interpretation o f the collected data.

Interviews

The participants were purposefully selected to accommodate the research 

questions with the idea that their particular experiences were relevant to this study; that 

is, experience that were affected by the inclusion or the lack of multicultural education 

for pre-service music teachers. The interview also afforded the opportunity to discover a 

perspective o f multicultural music education as it was perceived by a preparing professor

96
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overseeing pre-service music teacher education. Nonetheless, all perspectives were valid 

and provided definitive experiential evidence pertaining to the purpose, problem, and 

research questions. The interviews provided valuable data that were analyzed for further 

discovery in Chapter 5. They also provided information regarding initial thematic 

material for interpretation in addition to the analysis.

The interview protocol consisted o f five semi-structured questions that helped 

facilitate conversation to find out about each o f the participants’ experiences. In addition 

to the content regarding the specific phenomenological and ethnographic questions in the 

interview, they were also related to the research questions, which informed the interview 

questions and guided discussion during the interviews. These conversations revealed 

varying perspectives regarding their personal experiences.

These questions were chosen to relate multicultural music education and how 

they pertain to curriculum for pre-service music teachers as indicated in the research 

questions. However, all o f the participants addressed the idea o f the necessary 

importance of music teachers being prepared to provide a culturally responsive 

curriculum that was not only varied to include multiple cultures, but also included a level 

o f culture that was uniquely and definitively American. By “American,” they meant 

musical styles and genres specifically relevant to the United States, generally 

representative o f music from the late 19th Century historical experience to the popular 

musical styles of music today.

Participant A (Samantha)

The interview with Samantha, an undergraduate pre-service music teacher, took
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place after a class rehearsal in the classroom where the rehearsal was conducted. She 

chose this location as she also knew that I wanted to observe the classes that she was 

taking. I had already observed three o f her classes before we finally conducted the 

interview. The interview took one hour and twenty-three minutes. During this time, I 

used the interview questions to engage the student in an in-depth conversation about her 

experiences as a pre-service music teacher regarding multiculturalism. We discussed her 

secondary musical experience, her current experiences as a pre-service music teacher, 

and her projected ideas and expectations for the classroom and the importance of 

multicultural music in a culturally responsive music classroom.

Her expectations as a pre-service music educator were not realized in the way that 

she had anticipated based on her secondary musical experience. She said that she 

“thought she would spend more time learning how to teach music” to her students rather 

than “constantly practicing.” She did indicate that she knew that there was a need for 

practice, but she felt that she was practicing like a performance major rather than a 

teacher of music. She also indicated that very few of her classes were approached from 

the perspective of “this is what you should do to help your students leam this piece,” for 

example. Samantha felt that her secondary experience and even her primary experience 

as a music student were very much the same as her undergraduate experience, in that they 

were very centered upon rehearsal and performance and dealt very little with 

multiculturalism as a standard for learning.

Nonetheless, she was aware o f certain multicultural pieces o f music and 

experiences that were a result o f music study. However, they were also not celebrated or
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highlighted as a standard for learning. The idea of multiculturalism seemed to consist of 

foreign contemporary music in the classical style. Furthermore, the standard classical 

composers were often times referred to as a multicultural experience because of the 

language diction necessary to perform many of these pieces of music. Samantha did not 

discuss American musical styles and genres as part o f a culturally responsive music 

education without provocation during the interview.

Samantha expressed that multicultural music education was very important, and 

she wanted to make certain that she could afford her students with those opportunities. 

However, she also expressed that she did not feel like she was getting an experience in 

her preparation program that would facilitate that sort o f learning in the manner that she 

felt that she needed. In fact, she felt she was not even getting the multicultural education 

that she needed to even be able to replicate the experience she had in her high school 

music courses (choral ensemble, music theory, and music appreciation). She felt that the 

most exposure to multicultural music that she had was actually in her chorus class, where 

they performed certain pieces of music for concerts and competitions. When asked what 

she intended to do about this apparent lack of preparation that she was experiencing, she 

reported that she would “have to figure it out once she got there.”

Samantha indicated that she felt she was getting a proper pre-service education, 

but the curriculum did lack an emphasis on multiculturalism for preparing a culturally 

responsive classroom as an in-service teacher. She did indicate that multiculturalism was 

important and that “teaching songs that represented other cultures was important for a 

well-rounded education.” She did not mention if  there was value to knowing and
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learning about American music. Samantha alluded to the fact that she was a performer 

who would be teaching other students how to perform rather than a music teacher who 

would be providing music students with a musical education that was inclusive and 

culturally responsive.

Participant B (Shelley)

Shelley was currently an in-service K-12 music teacher at a secondary school.

Her responsibilities consisted solely o f teaching choral music education to students. The 

students leam group vocal technique and ensemble collaboration and practice performing 

a variety o f styles o f choral music for concerts and performances. There were standards 

regarding musical theory and aural skills in addition to performance practice for this class 

(GPS, 2009). It was expected that each student would leam to produce a good quality 

tone, as well as read music and understand the theory o f composition. There were also 

clear standards indicating multiculturalism for the choral music education classroom 

(GPS, 2009). Shelley allowed me to observe her classes and also allowed me to 

participate as a student and as a teacher. She also met with me after an observation o f her 

class so that I could conduct the interview with her.

Shelley had a similar experience to Samantha, but her perspective of how she 

framed that experience differed. She talked about her limited high school musical 

education experience and described it “diverse,” but said that “it was less than 

multicultural.” It mainly consisted of simply singing in the high school chorus, and it did 

not include very much musical training or multicultural music. In fact, she reported, “1 

do not remember singing any music other than ‘standard repertoire.” By this, she meant
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traditional classical choral music. However, she did recall singing in the standard 

languages (Latin, German, Italian, French, and English).

In her undergraduate music education program, she recalled her experience in 

much the same way that Samantha did, but she seemed a bit more resentful about the fact 

that she did not have the necessary training in multicultural music education, as it was 

greatly needed to teach the classes that she taught. She said, “The expectations o f the 

standards required teachers to constantly be on the look-out for multicultural music at 

conferences and professional developments in order to pacify what they needed to do to.” 

Her experience as a “trained singer” did not allow her to even seek out classes dealing 

with the subject matter of multiculturalism even it were an option. Shelley said, “My 

focus as a music education student in undergrad was about voice lessons and theory 

classes.” Her methods and ensemble classes did not address multiculturalism as a part of 

teaching music. The majority o f her pre-service music education consisted o f learning 

how to sing as a solo singer. Therefore, she felt that she was trained as a performer first 

and as a teacher second.

Shelley discussed that she liked doing multicultural music, and she liked looking 

for ways to incorporate these pieces into her lessons and her performances. However, she 

did not mention American music as a part o f this inclusion or cultural responsiveness.

She did mention that her students liked it when she “made fun o f  pop music” by 

mimicking pop singers and their sound as an example o f what not to do while singing 

choral music. Shelley included program contemporary American classical music as a 

regular part of her lesson plans and her performances. She had occasionally used themed
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programs that highlighted the music of the American musical theater, as well as English 

musical theatre, but not as a general way of teaching. Although she thought that 

multicultural music was a necessary part o f music education, she valued the appreciation 

of standard repertoire as more important and contended that “this was probably due to the 

kind of training she had as an undergrad.” Moreover, she insisted that it was the best way 

to teach skills like sight singing and aural training.

Participant C (George)

The final participant in this study, George, was currently a faculty member at a 

private college. His duties and responsibilities consisted o f overseeing choral music 

classes and conducting. All choral music education majors were required to take his 

choral ensemble classes. They were also required to take conducting as part o f their pre

service music education program of study, but they were not all required to take these 

courses with George. In addition to these courses, he also supervised some pre-service 

students in their practice teaching. He was considered a major professor for a choral 

music education pre-service teacher.

The interview was conducted in his office following a conducting methods course 

that I was able to observe. This was a class where the students were learning how to 

conduct their ensembles, as well as how to conduct their class rehearsals in a K-12 

setting. Choosing appropriate music for teaching was a large part o f this course. George 

talked about choosing music, multicultural music, and teaching multicultural students 

during his interview. “Choosing music is the most important part o f directing an 

ensemble; I call it ‘The Great Music Chase,’” he said. Although he did not clarify this,
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he referred to his classes as ensembles and rehearsals. George also referred to the future 

in-service appointments o f his current students as choirs, groups, ensembles, and 

programs, but never as a class. He was asked the same five guiding questions as the 

other participants, but his experiences were quite different.

One major and significant difference in his experience as compared to the other 

students was that he had never t th is  m ulticultural aught in a public school setting, 

neither in a K-12 setting or a college or university setting. Although, Samantha was not 

an in-service teacher, she had a public school musical education perspective as a student 

and from some practicum experience from her methods courses. However, George’s 

students were multicultural, and he recognized the fact that he needed to accommodate 

these students and their experiences. George almost always programmed at least one 

multicultural piece o f music in every concert and performance that he planned. He did 

not think that it was necessary, but he did it because these pieces coincidentally met “the 

music needs of his students.” He also almost always programmed American music, 

particularly American folk music and spirituals.

Nonetheless, he made it clear that his choosing this music was not for the sake of 

meeting a culturally responsive need or for creating a curriculum that was culturally 

responsive. George indicated, “Some o f this multicultural hype is simply hype and not 

always necessary and doesn’t automatically mean that you are meeting the needs of your 

students.” He also indicated that he did not make a concerted effort to highlight the 

cultural significance of these pieces as a part of the lesson. George simply chose music 

that was “appropriate” for his voices (in reference to the students in his ensemble
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classes). In the interview he was asked if he had ever planned a full concert o f spirituals 

when it was appropriate for his voices, and he said that he had not. He stated that “[he] 

was not opposed to that, but [he] felt that a concert o f all spirituals or gospel music would 

not be varied enough.” To this point, he asked, “How multicultural would that be?” 

Ultimately, the goal of the program, according to George, was to prepare good 

singers who would make good choral conductors. Unfortunately, that is not necessarily 

the same thing as being a good choral music educator. Singers and conductors are 

musicians, performers. George continued to discuss his music education experience 

leading up to his current faculty position. He did not train to be an educator. He was 

trained to be a singer and did graduate studies in church music to be a conductor. 

However, he was respected in music education and had served in many music educator 

capacities with national and state conferences. George was a champion of music in 

public education and said that he “believes that providing a culturally responsive music 

education to K-12 students is the key to keeping music education as a part o f  schools.” 

Although these ideas about music education, multiculturalism, and culturally 

responsive curricula for students and pre-service teachers seemed to be conflicting, 

George made it abundantly clear that he not only supported multiculturalism in music 

education, but he also knew the literature and repertoire to support the ideas that he 

espoused. However, he did not feel that he had to make multiculturalism and 

multicultural music imperative in every lesson because he felt that diminished its 

importance and inclusion. He said that he did not require his students to leam



105

multicultural music unless he had programmed it, but he also said that he was “an 

advocate for them to leam as much of the literature as possible.”

Observations

Each of the participants was observed in their classroom situations either as a 

student (pre-service music teachers) or as the teacher (in-service music teachers). The 

observation sites were located at private and public institutions with varying 

demographics. However, it is important to note that the classroom situations where most 

o f these observations took place were clearly representative of students who needed a 

culturally responsive curriculum and multicultural education as it is defined for this 

study. The students varied in age, race, gender, and ethnicity at every observation site, 

and one of the observation sites (secondary school) also included a variety o f religious 

representation. With that being said, multiculturalism would have a roll in the curricula 

that was being used in each o f the observations that I saw.

In all the observations in which I participated, I distinctly observed moments in 

every instance where multiculturalism could have been a factor for relaying or 

disseminating information, yet it was rarely utilized, if at all. These limited moments of 

multiculturalism that occurred and were recognized were not necessarily intended to be 

multicultural for the sake of teaching the topic or skill that was being taught during these 

moments. Lastly, there were also moments where there was clear multiculturalism 

specifically highlighted for the sake of being culturally responsive, but that seemed to 

only happen in one particular observation site. Furthermore, it seemed to be for the sake 

of meeting a standard. Although there was this concerted effort, it seemed to highlight a
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culture that was not necessarily generalizable to the students in the class or even to the 

teacher. However, this would be indicative o f multiculturalism education in a way. That 

is, the teacher clearly knew that it was multicultural, and the students seemed to 

understand it for that significance, even though it was not integral to the lesson.

Interestingly, many of the observations that took place happened to be during 

Black History Month, yet the music and lessons intentionally designed to recognize this 

were generally limited and not necessarily relevant to the students receiving the lesson. 

There could have been a clear explanation for these choices and cross-curricular 

inclusion, all while creating a culturally responsive situation for the students. It would 

have seemed that Black History Month could have provided an obvious opportunity for 

the teachers and students to have a cultural experience that was relevant to the students 

and the teachers that was also inclusive o f historical relevance. Furthermore, this could 

have been a perfect opportunity to include some o f those uniquely American music 

experiences from Negro Spirituals to Rock-n-Roll as the role o f the African-American 

experience was greatly influential in this part of music history (Metro-Roland, 2010).

In addition to the classroom observations, I also observed rehearsals and 

performances where the rehearsals were not specifically classroom experiences. The 

choral music classroom is generally rehearsal centric as are all o f  the ensemble 

classrooms within the fine arts. However, I also observed some o f the extra-curricular 

rehearsals with the intent of discovering how the teachers and students reacted to the 

multicultural music that was programmed specifically for the sake o f being multicultural. 

This was mostly the case for the in-service secondary choral music class that was
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preparing for Black History Month Concerts, other spring concerts, and festival 

competitions. However, the teachers did try to engage student learning so that it 

highlighted the importance of these pieces in a historical and cultural context, but the 

previous programs did not necessarily have these multicultural musical choices.

This is where there was discussion in the interviews about these choices that were 

observed as part of the field study. Rather than simply choosing multicultural music to 

pacify a standard requirement or festival requirement for participation, it would seem that 

these multicultural pieces could be used to teach theory and skill. Although performing 

these pieces o f music is important, the teachers did not seem to understand their 

importance as teaching tools as well. Furthermore, there was only one instance in which 

a teacher used a popular song to teach a sight singing lesson where the students were 

given the melody of a popular song that they would have recognized if  they had heard it 

on the radio and were asked to sing it from sight. If they sang it correctly they would 

have recognized the tune. The students seemed to enjoy this lesson; however, after a few 

minutes o f sight singing practice, the lesson ended by the teacher (Shelley) saying,

“Okay, let’s get serious now and move on to the festival music.” This could have been 

perceived by the students as the music that they seemingly liked was not “serious” or 

okay for music study beyond that short sight singing lesson.

The only time that jazz was discussed in a lesson was in relationship to a piece 

from a Bach cantata that the students were learning. However, they did not listen to jazz 

or sing any jazz in order to gain a physical or aural connection to what the teacher 

(George) was trying to relay. Again, this teacher, along with the other participants who
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were observed, made clear remarks about a need and practice for this in the music 

classroom and in undergraduate curricula for music educators. However, the practice 

seemed to be very much about “serious” music making and doing so with Euro-centric 

standard classical repertoire, and the skills being taught regarding vocal technique, 

rhythm, articulation, and interpretation were done so with rudimentary passages. Other 

than the programmed multicultural music for concerts or performance presentations, 

there was very little relevant music with regard to uniquely American standard repertoire. 

There was no musical theater, American folk music, or popular music mentioned 

throughout the observations and field work; although, there was one American folk song 

programmed for a performance where pre-service music teachers were in the ensemble or 

class learning the piece o f music. As it turned out, this particular piece was arranged by a 

teacher and composer from Georgia, and could have been a teacher to some of the 

students in the pre-service teacher program, but this was not discussed or investigated.

These issues o f a need for multiculturalism and culturally responsive classrooms 

and curricula were very much a part o f  the interviews and discussions that came out of 

the interview questions, yet the same people did not seem to be the most responsive when 

it came to implementation and inclusion. Even in the situation where these issues of 

multicultural education are part o f the standards in the GPS (2009), the connection 

between what the teacher saw as an imperative inclusion and what was actually practiced 

was not aligned as far as the observation revealed. This was true even for the in-service 

teacher and professor who discussed their continued professional development to 

accommodate multicultural needs in the classroom.
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In the classes that I observed specifically for pre-service music teachers, there was 

little to be said about multiculturalism. Other than there being mention of a certain 

composer or piece of music that was referred to as multicultural, there was no real intent 

to approach pedagogy or curriculum and instruction from a culturally responsive 

perspective so as to meet the needs o f their possibly diverse student population and to 

pacify the required standards (GPS, 2009). This would indicate that teachers are not 

prepared to teach these standards or relate the music that they are teaching to the 

experiences of the students that they are teaching. The standards were not discussed 

during any of the observations for Samantha, and she also indicated that she had not 

heard about these standards in the time that she had been in college, which was over three 

years. This would greatly affect teacher capacity with regard to knowing, doing, and 

being (Grant & Agosto, 2008). It does, however, represent the experiences of these pre

service music teachers and the fact that they will probably need continued staff 

development to meet the standards.

In addition to the aforementioned classes that were observed for pre-service music 

teachers, methods classes and music literature classes for these pre-service teachers were 

also observed. Neither multicultural music with regard to foreign music nor ethnic music 

was discussed or American musical genres. However, it was indicated as a class topic on 

the syllabi accompanying the courses and could have very well been addressed in an 

unobserved situation. The main focus and impetus for these classes was the masterworks 

or themes from the masterworks for the methods courses. That is to say, the typical 

classical repertoire was included as general necessary literature that they should know as
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teachers, and themes from these pieces were used for teaching various musical skills in 

the methods classes.

I observed classes, rehearsals, subsequent performances and concerts, and I 

participated when it was appropriate and welcomed. However, the observations did not 

yield as much multicultural education as a part o f the music education of the students, the 

pre-service teachers, the in-service teachers, and the teacher preparation faculty as to be 

expected per the interviews and the one-on-one discussions with the chosen participants. 

Their experiences were all similar in scope as well as in practice. Moreover, the pre

service music teacher, Samantha, insisted that her experience as a music student before 

attending college was multicultural, and she also insisted that a multicultural experience 

was necessary for her to be a good teacher when she entered the classroom. Yet, she did 

not seem to think that she was getting as many of these opportunities in her current music 

teacher preparation program that she probably needed, nor did she indicate that she 

inquired about such opportunities.

As for the inclusion of jazz, gospel, spirituals, contemporary music, American 

folk music, musical theater, or pop music, this was seen as less than “serious” music or 

less than “legitimate” music. In addition, it was also not generally perceived as 

multicultural although it is indeed representative of a culture. American musical styles 

and genres were definitively dismissed and only came up in observation as a way to 

demonstrate what not to do or to execute a negative perspective o f a certain musical skill.

The observations and field study revealed a great deal about the current 

experiences o f the participants as they are living them now. Having the opportunity to be
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a part of those experiences also shed light on the participants’ previous experiences as 

well as the expectations for the future. Furthermore, the observation portion o f this study 

gave a different level of meaning to the information discussed during the interviews. The 

combined definition of these components offered a level o f exposition regarding the 

juxtaposition of what is though, believed, and espoused versus what was lived, expected, 

and practiced. Although it may seem that this conglomeration o f  information could be 

convoluting what is being studied, it actually helped create a premise for study and 

analysis within the context of the theoretical framework for this study and the lens 

through which the interpretation took place regarding the experiential learning theory of 

Greene (2000); that is, the notion of the “entirety” o f experiential learning.

Documents

The documents that were collected for this study mainly consisted of syllabi, 

lesson plans, and programs for concerts and performances. Other documents that were 

analyzed for this study were the transcripts from the interviews and the field notes from 

the observations. The documents were organized in several ways with the intent of 

recognizing or coding various themes and ideas that emerged regarding multiculturalism, 

music education, curriculum, and music teacher preparation within these contexts. As a 

result, many things were noted.

The research question and sub-questions were used to guide the stacking process 

by which the documents collected were organized for analysis. Furthermore, the actual 

documents themselves influenced the ways in which they were stacked. For example, all 

of the documents were sorted based on whether they were syllabi or lesson plans at first.
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However, there were other documents that were included that all seemed to be 

attachments to these documents and they were all concert and performance programs. At 

first, these were not going to be considered as part o f the documents that were being used 

for this study, but then their relevance became clear after the interviews and observations 

revealed that there can be more to what is said and what is practiced, and these 

documents helped define that in some ways. They were also recorded moments of lived 

experiences that were reflections o f doctrine and practice. Therefore, they became part of 

the documents collection as part of the syllabi and lesson plans, and also as a set of 

documents that stood alone.

The field notes that were collected were also added to the collection of documents 

as another way to cross-reference the idea o f espoused doctrine versus experiential 

practice. The field notes were actually a sort o f hinge for the other documents. In 

addition to their importance as supplemental documents to the syllabi and lesson plans, 

they served in a traditional primary capacity as well. These field notes were gathered and 

sorted separately using the same framework for organizing the other documents.

The final collection of documents consisted of syllabi, lesson plans, programs, 

field notes, and interview transcripts. These items were sorted in a variety o f ways 

searching for initial themes or ideas that might emerge with regard to the major aspects 

and tenets of the research questions. As a result, the documents led to a greater 

understanding of the interviews and observations. In addition, they provided a basis for 

how to proceed with a more thorough analysis o f the documents using the theoretical
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framework, experiential learning theory, and teacher capacity as a reflection of 

experiential learning in its entirety (Greene, 1988).

Themes

Various themes began to emerge as more data was collected and organized in 

preparation for analysis and interpretation. O f course, the major components for 

discovering these themes were embedded in the research questions. The research 

questions informed the interview questions, which lead to in-depth discussions about 

ideas regarding multicultural music education for pre-service music teachers. 

Furthermore, it became clear that there was this notion o f what was thought and 

expectation with regard to what was to be observed during field study. However, the 

observations revealed that what was espoused as doctrine and belief with regard to 

multiculturalism was not necessarily the lived experience o f the participants in their pre

service experiences, nor in what was observed in their current situations.

These themes of multiculturalism, multicultural music, and curricula for pre

service music teachers seemed to emerge in all areas o f the data that was collected. 

Moreover, the varying types o f data that was collected seemed to inform each other. The 

interviews informed the observations in the field, and these both seemed to inform what 

was gleaned from the collected documents and the documents that were created as a 

result o f the interviews and the observations. These interrelated connections between the 

documents seemed to validate the information they yielded as well as produce a level of 

reliability to the research questions and the greater idea of the study at large. All in all, 

the connectedness of the study and the sum of its parts has become a major component
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for constructing the study, analyzing the findings, and creating a premise for future study. 

Figure 2 is a graphic representation o f the triangulation in this study.

Interviews Observation

Documents

Figure 2. Triangulation through Data Collection. Reprinted from “Preparing a 

Qualitative Research-Based Dissertation: Lessons Learned,” by G. A. Bowen, 2005, The 

Qualitative Report, 10(2), p. 208-222.

The initial themes that were noted were: music educators seem to agree that 

multiculturalism is an important part o f education and particularly music education; pre

service music teachers do not seem to have the appropriate amount o f multicultural music 

education needed to be the most effective music educators with regard to meeting the 

standards as provided by the standards (GPS, 2009); the perception of in-service music 

teachers is that they have sought out the appropriate development to be culturally 

responsive in their classrooms; the notion of what makes music education multicultural is 

varied; and the idea of multicultural music generally does not include American musical 

genres and styles in the curricula for pre-service music teachers and is therefore absent 

when they transition into their in-service positions. The significance of these themes was 

still to be determined, but they were reflective o f the research questions.

These themes provided the ground work for the analysis and interpretation in the 

subsequent chapters. They were also indicative o f the notion o f what teachers must know
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and do as a part of teacher capacity as it is discussed by Grant and Agosto (2008), and 

how that is an explicable part of the complete notion of experiential learning theory as 

perceived by Maxine Greene (2000). These themes are organized and aligned, not only 

to the data, but to these frameworks which continue to show the connectedness o f this 

study as a means of triangulating the data and providing a valid and reliable perspective 

for this study and further research.

These themes were explored in the analysis and interpretation sections of this 

study, yet these initial themes were the impetus for these explorations and the discovery 

that followed. Considering these themes as the conduit for bringing the research to the 

actual research questions was paramount for the discussion regarding this study. The 

thematic material from the data was a significant start to the analysis and ultimately the 

interpretation. These themes are restated in Chapters 5 and 6.

Summary

The data collected for this study consisted o f three major components that yielded 

the initial thematic material for analysis and interpretation in the following chapters: 

interviews, observations and field study, and document collection. Furthermore, it helped 

reveal a connection between the data, the research questions, and the theoretical 

framework. This connection continues the notion of triangulation as it is mentioned in 

the methodology for the design of this study. Furthermore this connection and 

triangulation also provides reliability and validity to the research. There are three main 

types of data, a triangulated theoretical framework, and three components to the
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experiential learning theory used for interpretation. These are all interrelated to the initial 

collection of data.

The data collected was drawn from interviews, observations, and documents. 

These items were cross-referenced for validity and reliability, while revealing some 

major themes that guided the analysis and interpretation. These documents and initial 

themes were the framework for the discussion in the final chapter as well. The intricate 

details o f the data varied in significance from the ideas o f the participants that were 

shared in the interview sessions to their observed experiences and how these ideas and 

experiences were reflected in their syllabi, lesson plans, and concert programs.

The culminating collection and organization o f the data was indicative o f the 

phenomenological and ethnographic design of this study. Furthermore, it created a basis 

for the in-depth analysis and interpretation by revealing significant themes that were 

relevant to the research questions and addressed the problem of appropriately designed 

curricula for pre-service music teachers with regard to a sound multicultural education. 

Herein lies the purpose of this study and hopefully provides information for further 

research and study in the field of multicultural music education for pre-service music 

educators.



CHAPTER 5 

DATA ANALYSIS

The initial themes from the previous chapter that emerged from the collected data 

are analyzed in this chapter using the aforementioned criteria regarding the framing 

questions and tenets of teacher capacity (Grant & Agosto, 2008). Furthermore, the 

information is analyzed using experiential learning theory and determining how it is also 

relevant to this notion of teacher capacity (Greene, 1988). These ideas are also analyzed 

and aligned to the Tift College of Education’s conceptual framework: To Know, To Do, 

To Be (Mercer University, 2006). Turning to theory to interpret the data is representative 

o f the connectedness and relationships discovered in the methodologies, theoretical 

framework, and data that have been collected for this study (Wolcott, 1994). This plan 

for analysis was designed specifically to be representative o f trustworthiness and 

reliability.

Review of Thematic Material 

Five initial themes were noted: 1) music educators seem to agree that 

multiculturalism is an important part o f education and particularly music education; 2) 

pre-service music teachers do not seem to have the appropriate amount o f multicultural 

music education needed to be the most effective music educators with regard to meeting 

the standards as provided by the Georgia Performance Standards; 3) the perception o f in- 

service music teachers is that they have sought out the appropriate development to be

117
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culturally responsive in their classrooms; 4) the notion o f what makes music education 

multicultural is varied; and 5) the idea o f multicultural music generally does not include 

American musical genres and styles in the curricula for pre-service music teachers and is 

therefore absent when they transition into their in-service positions. These themes are 

significant considering the research questions. To reiterate, the main research question 

used to conduct this research is: How are college curricula for pre-service music teachers 

preparing K-12 music teachers to create culturally responsive music curricula in 

southeastern primary and secondary schools? The three generated sub-questions are:

1. What makes a culturally responsive music classroom?

2. What makes music multicultural?

3. Why is it important to include specific preparation regarding multicultural

music learning in the classroom?

First Theme

The idea that music educators seem to think that multiculturalism is an important 

part of creating culturally responsive curricula was apparent in all three areas o f the 

collected data. However, there are not clearly outlined definitions in the Georgia 

Performance Standards or from school to school to indicate what multicultural music 

education is and how it should be implemented into the curricula. Even if  there were, this 

might still be open for interpretation from one teacher to another. Nonetheless, all o f the 

participants in this study recognized multiculturalism in music education as important. It 

seemed that this idea as espoused doctrine was reflected in concert repertoire and festival 

performances more so than it was observed as an educational practice in the classroom.
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Second Theme

Although the participants all agreed that they thought that multicultural music 

education was important, they all reported that they did not have enough specific training 

in this area to meet what they perceived as the common expectation, which seemed to be 

more about political correctness over cultural responsibility. George did not mention that 

this was a part o f his training, which was probably due to the fact that he did not study to 

be a music educator. He did indicate that he had studied multicultural music and even 

American music as a part o f his research as an academic, but that his expertise did not lie 

in these areas. However, he taught pre-service music educators, and his classes involved 

choosing and teaching choral music literature. The other participants said that they 

would either acquire that knowledge as it was needed, or that they had participated in 

professional development opportunities to make up for this deficiency.

All in all, each of the participants agreed that they could have had more pre

service multicultural music education at each of their respective levels, the pre-service 

music educator, the in-service music educator, and the music educator preparation 

professor. Until pre-service music teachers are prepared to meet these multicultural 

demands and expectations of the Georgia Performance Standards, this cycle will continue 

to exist in Georgia.

Third Theme

The perception of in-service music teachers is that they have sought out the 

appropriate development to be culturally responsive in their classrooms. Each of the 

participants in this study indicated this at some point in their interviews. Samantha, the
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pre-service music educator, said that she would acquire this preparation as needed. 

Shelley, the in-service music educator, indicated that she had been seeking out 

professional development and opportunities since she began teaching to meet the needs of 

her students as well as to pacify festival literature requirements and expectations for 

performances and concerts, not necessarily for actually teaching music, musicality, 

musicianship, music theory, or music appreciation. George, the pre-service preparation 

faculty member, indicated that he had done his own research in this area, as well as taken 

advantage of development opportunities at conferences. He recommended that pre

service and in-service teachers use these conferences as opportunities for themselves 

regarding professional developmental needs in multicultural music education. At the time 

o f their interviews, each of the participants felt that they had gotten the necessary 

professional development aside from their teacher preparation programs to be culturally 

responsive music educators and create corresponding curricula.

Fourth Theme

In observing the participants in this study, it became clear that the idea of what 

makes music multicultural is a varied concept. In fact, it did not especially align to the 

researcher’s definition as it clearly includes American musical styles and genres, whereas 

theirs tended to exclude that idea. Furthermore, the notion of including multiculturalism 

as a part of a curriculum with the idea o f meeting the needs o f the students was equally as 

varied. Being exposed to foreign cultures through music was a commonality between the 

participants, but choosing cultures reflective of their students was not necessarily a part 

o f being culturally responsive. Lastly, the concept o f including American music as part
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of the multicultural music education experience was not a consideration among any o f the

participants

Fifth Theme

According to Campbell (2004), having a global perspective o f teaching music 

comes from an understanding of who one’s students are and how the teacher plans to 

reach them. With that being said, the participants in this study acknowledged varying 

perspectives on multiculturalism, while they all professed the importance of it, yet the use 

of American music was not included in these ideals about multiculturalism. However, if 

the idea is to reach one’s students, and their experiences are uniquely American in nature, 

then it would make sense that these genres and styles o f music would be used to teach 

them about music whether it is theoretical or appreciative. However, their teaching of 

multicultural music as they described it was indicative o f foreign cultures, which at times 

were and were not representative o f the student populations that were observed, and did 

not include American musical styles and genres.

Although the focus was generally on that o f classical music, the use o f jazz, for 

example, could have been used to teach a myriad of concepts and skills related to theory 

and practice. For example, each of the participants had included a spiritual on at least 

one program, but the importance o f that genre o f music as a multicultural part of the 

lessons was not mentioned. Using jazz or popular music to make connections culturally 

and musically was amiss. These sorts o f connections and inclusiveness are the necessary 

pieces for creating culturally responsive classrooms and curricula (Camp & Osterreich, 

2010).
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Teacher Capacity and Conceptual Framework 

Teacher capacity for music teachers in the context o f this study is framed by the 

aforementioned framing questions and how they align with the conceptual frameworks of 

Grant and Agosoto (2008) and The Tift College of Education (Mercer University, 2006). 

Each of the themes were cross-referenced with these tenets as they appeared in Table 1 

and analyzed with regard to the research questions.

What Do Teachers Need to Know?

Each of the themes that emerged during the data collection process dealt with the 

notion of teacher knowledge as a necessary part o f capacity. The participants made it 

clear that teachers should know about multiculturalism with regard to education, but they 

did not have a definitive personal understanding o f what multiculturalism meant other 

than the inclusion of foreign music in programming. For example, George said, “Singers 

need to have an understanding of the literature, and, so that they can provide what they 

need to their students that would identify with those selections.” Shelley also indicated,

I only took one class in school that kind of focused on this, but I knew that I 

needed to have this once I came to Georgia and started teaching. The problem 

was that no one could really tell me what they really meant by ‘multiculturalism4, 

and how I was supposed to use it in my classroom.

They did know that they needed to learn more about multicultural music for the sake of 

creating aesthetically pleasing performances or for meeting prescribed requirements. 

However, this was also the impetus for meeting standards as they were perceived by the 

participants, but this does not necessarily make a culturally responsive classroom.
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What Do Teachers Need to Be Able to Do?

Music teachers should be able to create curricula that are culturally responsive 

includes providing culturally diverse perspectives within a learning community to meet 

the reflective cultural needs of the students and how the music teacher’s experience 

complements that of the student (Campbell, 2005). Samantha agreed with this by saying, 

I know that multiculturalism is important in music education, but I am not sure 

how much of that I should be getting at this point; it has not been a focal point so 

far, and I am sure 1 will get that information later. Like when I start actually 

teaching.

In addition, simply introducing students to various cultures through a piece of 

music does not allow for a deep understanding o f the culture and how and why it is 

relevant (Cochran-Smith, 2003). Making these connections to the students and how this 

also connects the teacher to the students is an important part o f multicultural education 

(Belz, 2006). Music teachers need to know how their experiences are relevant, how their 

students’ experiences are relevant, and how they can use multicultural music and 

teaching opportunities to create curricula that are reflective o f those experiences (Binder, 

1989; Camp & Oesterreich, 2010). In reference to this topic, Shelley said,

1 have had to spend a lot o f my own time and money trying to get the 

multicultural education that I missed, so that I can meet the needs o f my students. 

My students are so culturally diverse even though they may all seemingly have 

the same racial background, they represent lots o f different cultures. Many of 

them speak a different language at home and that is a cultural issue right there.
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She went on to say that “meeting their needs culturally is my responsibility, and I never 

felt like I got all that in undergrad.”

The participants in this study espoused what they felt music teachers should be 

able to do about creating multicultural music curricula, and they indicated that they had 

professional development experiences as a way to build said curricula. In fact, seeking 

out these professional opportunities is exactly what they felt music teachers should do in 

order to get the information they needed to know in order to produce culturally 

responsive curricula. George suggested “that teachers take advantage of professional 

opportunities at MENC and ACDA to get to know this music and the cultures in an 

authentic setting.” He was referring to teachers seeking out native performances of 

culturally diverse music in order to fill this gap if  they felt that there was a need for this 

since it was not necessarily a focus o f the music educator’s preparation program.

What Do Teachers Need to Care About?

The participants in this study indicated that all teachers should understand, 

appreciate, and incorporate multicultural education into their lessons. Samantha recalled,

I know that we did some of this type o f music in high school and maybe a little in 

the lower grades when we were first starting out, but it was not an actual part of 

the lesson as much as it was just an introduction to different kinds o f music. 1 

know this is what we need to for our students in the future.

Shelley had a similar experience as previously mentioned. The themes that were revealed 

through the collection of the data were indicative o f this collective perspective from the 

participants.
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This notion of “being” a culturally responsive music teacher would reflect the 

idea of being socially aware as part of their professional disposition and capacity as a 

teacher. With regard to this framing question about capacity, teachers caring about their 

students would reach beyond the notion of general knowledge and safety, for example. It 

would mean that music teachers would need to care about and include the cultural 

experiences o f their students as well as the cultural experiences o f  themselves. The 

participants in this study also indicated this as an important factor in music education, but 

they also included their professional development regarding multiculturalism as their 

relevant experiences for creating that which teachers should care about when it comes to 

multiculturalism.

George had the opportunity to participate in several cross-cultural exchanges 

involving choral music experiences. He said, “These sorts o f experiences are invaluable 

to American students because we have so many cultures represented in our country that 

we lose sight o f their individuality.” He also said, “...these experiences were invaluable 

to me too. I had to evaluate my own learning and prejudices to really appreciate the full 

impact of learning about these new cultures and their contributions to the art o f choral 

music.”

Experiential Learning Theory

The experiential learning theory o f Maxine Greene (2000) is mostly addressed in 

her book Releasing the Imagination: Essays on Education, the Arts, and Social Change. 

However, her philosophy on experiential learning has been a reflection of her own 

experience as an educator and advocate for the arts and social justice. She began to
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philosophize and write about her experiences and thoughts about learning theory early in 

her career and has worked tirelessly to promote this as a part of a teacher’s capacity 

(Greene, 1988; Pinar, 1998). Creating experiences based on experiences through 

literature and the arts as a way to affect social imagination creates the premise on which 

she has built her career and body of work (Greene, 1978). She has inspired a movement 

in education, specifically experiential learning theory, and has affected teacher 

preparation for decades. This section turns specifically to her philosophy on experiential 

learning theory and how it aligns to the analysis o f the themes revealed through the data 

collection process and creates the premise on which the interpretation o f the data is based 

(Wolcott, 1994). This part of the analysis will show how the major tenets o f Greene’s 

(2000) experiential learning theory align with the five themes o f analysis for this study. 

Experience as Education

The themes in this data revealed that the participants in this study valued 

multicultural education as an important part o f music education. Furthermore, they also 

valued it as an important part of their own music teacher preparation programs.

However, there were varying perspectives on how that should be included in the music 

educator’s curricula and experiences for pre-service music teachers. This is an 

experiential issue, yet discerning how this experience should be created is where the 

participants differed. Creating the experience and drawing on experience were indicated 

by the participants, but the breadth o f these experiences as relevant pieces of curricula 

were not clearly defined during the interviews or exhibited in the observations.
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This notion of experience as education was revealed throughout the interviews, 

and experiences are a large part o f music education as the process o f learning music is 

usually focused around a performance o f some sort. Therefore, including 

multiculturalism as a part o f the music education curricula at any level is simply a matter 

of enhancing the existing experiences. Furthermore, music in and of itself is a part of 

culture, so creating a multicultural experience is also a matter o f  enhancing or exploring 

existing cultures. Figure 3 is a graphic representation of this interconnection.

CULTURE

EXPERIENCEM U SIC

Figure 3. Triangulation o f the Components o f Multiculturalism

Culture is also a reflection of the lived experiences o f people. This 

phenomenological and ethnographic perspective o f culture and experience is educational. 

The interconnectedness o f these elements creates a multicultural education that 

participants in this study espoused as an imperative part o f a complete music education
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for pre-service music teachers and the music students that they would eventually teach. 

Learning Through the Arts as Culture

The arts are reflective o f culture, and culture is affected by the arts, which is 

indicated in Figure 3. The participants in this study indicated that the music education 

they received and the music education they wanted to provide to their students would of 

course be directed by music as a cultural and fine art. At one point, Shelley indicated, 

“Well, music is a representation of culture and the blending of cultures, so it’s going to be 

a part of the music learning process on some level no matter what, whether it’s clearly 

pointed out or not.” However, she also pointed out that “this should have been a part of 

her regular music ed. classes because it would have made the transition into teaching a lot 

easier.”

They also indicated that experiencing music in any endeavor, in the classroom 

setting or otherwise, would be as beneficial as any structured part o f education. For 

example, George said, “...music education can permeate any curriculum at any level and 

serve as teaching tool as well as a discipline.” These experiences would affect what they 

brought to their learning environments as prior knowledge as music students and/or as 

music teachers. The curricula for pre-service music teachers is so fiercely affected by 

musical style and genre that if these musical choices are limited or narrow in scope then 

the resulting preparation and ultimate capacity o f the in-service teacher could be limited. 

This notion as a limitation was recognized by the participants and seen as a flaw of their 

personal music educational experiences, and they also indicated that this was an
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important part of what they desired for their current music students or pre-service music 

educators.

Learning through the arts as a cultural practice in a field o f study that is perceived 

as cultural in nature could have negative implications as the participants for this study 

indicated. They reported that there multicultural music educations were taken for granted 

by in large due to the fact that their programs of study were already cultural in nature. 

Even Samantha alluded to this when she pointed out that “music is cultural, so it’s a little 

difficult to make it even more cultural when most people already feel the cultural part of 

it as it is.” This certain level o f complacency in music education supports the argument 

and theme that emerged from the data that pre-service music teachers lack a specific level 

of multicultural education as a part o f their pre-service music education preparation. 

Social Justice and Change through Imagination

Social justice and change through imagination, which would be the result of 

affected experiences through the arts, is a basis for forward thinking (Greene, 2001).

Upon the initial analysis o f the themes from the collected data, there seemed to be little 

information that would point to this notion o f progress. However, after further 

consideration there was the idea of how multicultural music education for pre-service 

music teachers would ultimately affect curricula. These sorts o f curricula are going to 

have an impact on the students thereby affecting change. With that realization, it can be 

said that the participants, through interviews and document analyses, are indeed 

concerned about how they affect communities through imagination.
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Imagination is thought because what is imagined has to be conceived through 

thought (Greene, 2001). Being able to think critically and socially is a direct result of 

what experiences and cultures have been a part o f the individual. Multiculturalism is a 

celebration of diverse cultures as well as that o f the individual. Music education is a way 

in which appreciation for culture can be taught. The participants clearly stated the value 

in this and wanted to be able to provide this for their students. However, this was not as 

thorough or reflective of what they intended. Their conveyance o f these seminal ideas 

regarding multicultural music education was not as prevalent in observation as it was in 

interviews and documents. Nonetheless, this was not as shocking as it may seem as the 

analysis o f the data collected for this study has been consistently revelatory within this 

context.

Summary

The realization of themes from the collected data was analyzed using the tenets of 

four theories regarding teacher capacity and experiential learning theory. These theories 

were connected by phenomenology and ethnography and the data that were collected. 

Turning to these theories for analysis, in addition to using them as a framework for this 

study, established trustworthiness. The information was triangulated using the 

experiential learning theory o f Maxine Greene (1988, 2000), the major tenets of a 

conceptual framework regarding teacher capacity, and the conceptual framework for the 

Tift College of Education (Mercer University, 2006). The information was collected, 

analyzed, and organized in the matrix displayed in Table 2 to show how the data and 

themes provided further reliability and validity o f the three types o f data: interviews,
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observations and field notes, and documents. The themes they yielded and how they 

aligned to experiential learning theory, teacher capacity, and the conceptual framework 

are depicted.

Table 2
Analytical Matrix o f Data and Theory

THEME
1

THEME
2

THEME
3

THEME
4

THEME
5

1. What do teachers need to 
know?

2. What do teachers need to 
be able to do?

3. What do teachers need to 
care about?

1. strong

2. weak

3. strong

1. weak

2. basic

3. weak

1. strong

2. strong

3. strong

1. weak

2. basic

3. weak

1. weak

2. weak

3. weak

1. Knowledge
2. Skills
3. Disposition

1. strong
2. weak
3. strong

1. weak
2. weak
3. weak

1. strong
2. basic
3. strong

1. weak
2. basic
3. weak

1. basic
2. basic
3. weak

1. To Know
2. To Do
3. To Be

1. strong
2. weak
3. strong

1. basic
2. basic
3. weak

1. strong
2. basic
3. strong

1. weak
2. basic
3. weak

1. weak
2. basic
3. weak

1. Experience
2. Arts

1. basic
2. strong

1. weak
2. weak

1. strong
2. weak

1. weak
2. weak

1. strong
2. strong
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3. Social Change 3. strong 3. weak 3. weak 3. weak 3. strong

1. Music educators seem to agree that multiculturalism is an important part of education 

and particularly music education.

2. Pre-service music teachers do not seem to have the appropriate amount o f multicultural 

music education needed to be the most effective music educators with regard to 

meeting the standards as provided by the Common Core Learning Standards (2012).

3. The perception of in-service music teachers is that they have sought out the appropriate 

development to be culturally responsive in their classrooms.

4. The notion of what makes music education multicultural is varied.

5. The idea of multicultural music generally does not include American musical genres 

and styles in the curricula for pre-service music teachers and is therefore absent when 

they transition into their in-service positions.



CHAPTER 6 

INTERPRETATION 

This chapter shows how the data can be interpreted through the theoretical lens of 

Maxine Greene’s (2000) philosophy on experiential learning theory. This is a 

continuation of the analysis section, but focuses only on turning to the theory as a way to 

not only analyze but also interpret the data collected for this study. This interpretation is 

intended to provide a specific perspective regarding a single philosophical view point 

while providing a premise for discussion and implications for further study in the future. 

Furthermore, the researcher’s experience regarding the problem and purpose of the study 

influenced the direction of the interviews. Therefore, the interviews, which were 

intended to glean the participants’ perspectives, were designed around a singular 

experience, that o f the interviewer. The resulting data consisted o f the experiences and 

stories o f four individuals rather than those o f the participants only. Although this is a 

limitation in this research, it is significant for the ethnographic perspective and 

trustworthiness of the participants’ experiences.

Experiential Learning Theory o f Maxine Greene (2000)

The experiential learning theory of Maxine Greene (2000) is mostly addressed in 

her book Releasing the Imagination: Essays on Education, the Arts, and Social Change. 

However, her philosophy on experiential learning has been a reflection of her own

133



134

experience as an educator, advocate for the arts and social justice, and observer of their 

effect on education through experience. She began to philosophize and write about her 

experiences and thoughts about learning theory early in her career and has made it her 

life’s work to promote this as a part of a teacher capacity (Greene, 1988). Greene (2000) 

wrote, “We who are teachers would have to accommodate ourselves to lives as clerks or 

functionaries if we did not in mind a quest for a better state of things for those we teach 

and for the world we all share” (p. 1). Creating experiences based on experiences through 

literature and the arts as a way to affect social imagination create the premise on which 

she has built her career and body o f work (Greene, 1978). She has inspired a movement 

in education, specifically experiential learning theory, and has affected teacher 

preparation for decades. This section turns specifically to her philosophy on experiential 

learning theory and how it aligns to the analysis o f  the themes revealed through the data 

collection process and creates the premise on which the interpretation o f the data is 

based.

For the data interpretation, Wolcott’s notion o f turn to theory as a way of 

interpreting the data was used to link this research to the larger theoretical issues of the 

experiential learning theory of Maxine Greene (2000). Greene (2000) considers her 

theoretical outlook on education is not merely limited to education but provides a basis 

for the broader scope of existing and living life through artistry and social imagination 

and refers to this existence as autobiographical. She writes, “[Of] all our cognitive 

capacities, imagination is the one that permits us to give credence to alternative realities.
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It allows us to break with the taken-for-granted, to set aside familiar distinctions and 

definitions” (Greene, 2000, p. 3).

These relationships and its autobiographical nature are in and of itself 

phenomenological and ethnographic (Mertens, 2009). Because o f this idea of creating a 

lens and then interpreting data through that lens, I decided to use Greene’s (2000) 

experiential learning theory to interpret this data as she used her own theory to describe 

the narrative o f her life.

I took the three major components o f her theory, experience (as education), 

culture (as the arts), and social justice (as the way in which people should imagine change 

for the better), and interpreted the data as it aligns to these tenets. Filtering the data 

through this theory provided information regarding the research questions in the alleged 

way that Greene (2000) would interpret the data. Turning to her theory to this provided a 

specific brand of interpretation with a very focused lens about experiential learning 

theory.

Experience as Education

The participants in this study advocated for multicultural education as a part of 

education in general but especially as a part o f one’s music education. Greene (2000) 

says that an “education is the students’ collected experiences.” Therefore, the teacher 

should be guiding experiences for their students. This would mean that music teachers 

should be guiding multicultural experiences for their music students. Affording these 

experiences to the students would mean an inclusive perspective o f multiculturalism and 

experience and how they are related to each other and relevant to the students (Greene,
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2000). Furthermore, the music teachers should include their own experiences as a part of 

the inclusivity of these guided multicultural musical experiences (Greene, 2000). Herein 

lies the notion that culture and experience share a sameness that is also equitable to social 

imagination and change which creates the entirety o f experiential learning (Greene,

2000). Greene (2000) tells us that separating one from the other diminishes the 

opportunity for experience and a complete education. Greene (2000) wrote, “There are 

always vacancies: there are always roads not taken, vistas not acknowledged. The search 

must be ongoing; the end can never be quite known” (p. 15).

The concept o f an entire experiential education reiterates or aligns to the 

philosophy that teacher preparation includes an equitable marriage o f knowing, doing, 

and being in order to form a significant teacher capacity (Grant & Agosoto, 2008;

Greene, 2000). Therefore, this piece o f experiential learning has to be connected to the 

arts and social change symbiotically in order to be effective (Greene, 2000). The 

participants in this study recognized that multiculturalism should be a part of music 

education and there was evidence o f this in programming, but it was not the case of 

practice in the observations that took place. This lack of fluency between espoused 

doctrine and practice was a noticeable disconnect among the interconnectedness of 

capacity, conceptual framework, and experiential learning theory.

Another theme from the collected data was that o f the lack of American musical 

styles and genres as a part of multiculturalism in the music education classroom. It was 

not discussed during the interviews as a part o f multiculturalism, and when it was 

discussed during the observations, it was typically used in some sort o f negative
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connotation. Continuing with the theme of inclusion and entirety, the students, who 

would all be considered American, were not being given the chance to share their 

American musical experiences, nor were the music teachers interjecting theirs.

However, it was clear that everyone had an understanding o f this music as it was 

recognized in the negative sense when it was a part o f the class discussions during the 

observations. Since their experiences would be American and it would affect their 

cultures, a culturally responsive music classroom would need to include this as part o f 

their complete music education (Greene, 2000). Again, to not include this as a part o f  an 

entire experiential learning experience would be remiss on the teacher’s part. However, 

if the music teacher has not been taught that these would be valued experiences with 

meaningful cultural significance, then they would not be likely to include this as a part of 

their curricula.

Culture as the Arts

The nature of this study as guided by the research questions deal with the topic of 

the arts. In this study, this is specifically described as music. The music education o f 

students and how their music teachers were prepared to incorporate multiculturalism 

based on their pre-service music education teacher preparation programs. Therefore, the 

arts as culture is a strong presence in this aspect o f experiential learning theory (Greene, 

2000). This part of experiential learning was present in the experiences of all the 

participants in this study. It was also present in the experiences that were observed in the 

observations. Lastly, the documents, which represented these experiences and the
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interviews were evidentiary documents capturing music as a significant part o f the culture 

of the participants.

Music, however, is not the only representation o f the arts that should be a part of 

the cultures of these music students (Greene, 2000). Greene (2001) wrote, “That is why 

it is so necessary for us to pose our own questions with regard to what we ourselves have 

done and experienced, with the end of granting the arts at long last, their proper place in 

the schools.” (p. 20) Understanding the literature and other fine arts that inspired the art 

o f music or were inspired by the art of music, would be a part o f the multicultural aspect 

o f experiential learning in this context (Green, 2001). Variation in the artistic 

experiences of students would provoke multiple arenas for imaginative exploration 

(Greene, 2001). This adds another layer to the notion of multicultural education in that it 

goes beyond the singular idea of culture as merely representative o f a people group or 

ethnicity (Greene, 1978). Banks (2006), Campbell (2004), and Lundquist (1987) discuss 

the inclusiveness of multiculturalism to include race, religion, ethnicity, heritage, and 

language. However, Campbell (2004) and Greene (2001) discuss culture as the arts and 

how they affect culture as poignantly as race or language would.

The fine arts include music, dance, literature, drama and all o f the sub-genres 

related to these categories. The arts would include music and any artistic form that has 

developed out o f music (Greene, 2000). Therefore, music and the other fine arts would 

be a part o f culture and part o f creating a multicultural music curriculum (Greene, 2000). 

Furthermore, as music is a part of culture and that which has developed out o f music is 

also art, all musical styles and genres would be considered a part o f culture and would be
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part of an entire experiential education (Greene, 2001). This is to say that American 

music, including jazz, spirituals, gospel music, musical theater, folk songs, and any form 

of popular music would be part o f the multicultural experience (Greene, 2000).

Although it would seem that this study would be completely aligned to this ideal 

according to this philosophical interpretation of experiential learning theory, there is the 

negative aspect o f the exclusivity regarding American music as part o f the multicultural 

music education for pre-service music teachers (Greene, 2000; Horton & Scott, 2004). It 

would also be a part o f the curricula built resulting in this preparation so as to meet the 

demands of the GPS (2009) and NCATE (2010). The entirety o f the experience of 

education is extended to all experiences and all cultures and all o f  the influences therein 

(Greene, 2000).

Social Justice

Social justice, as it pertains to experiential learning theory, deals more with just 

equity within a social context (Greene, 1988). Social justice includes change and how it 

affects communities, and it would also include how change is realized (Greene, 2000). 

The concept of change within a social context is part o f a cognitive thought process that 

is spumed by imagination (Pinar, 1998). Imagination is thought that is affected by 

culture and experience (Greene, 2000). According to Greene’s (2000) philosophy on 

social awareness, “It is a matter o f posing questions on both sides and of loving the 

questions that merge with one another, questions about living in the world and creating 

communities and collectivities, caring for each other, making each other feel 

worthwhile” (p. 159).
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Again, we see a sort of symbiotic connectedness that threads this idea or theory of 

experiential learning as it is philosophized by Greene (2000) as an entire concept that 

coexists among several tenets or components much like the framing questions and 

conceptual framework of teacher capacity. This notion of wholeness, completion, and 

entirety is not new, as Greene (2001) discusses, for it has always existed as a part of 

community.

The data in this study yielded themes that alluded to the community as a specific 

culture. The participants indicated in their interviews that multiculturalism is important, 

and that has been interpreted through this lens o f experiential learning (Greene, 2000). 

However, there were also themes that showed a lack of community in that there was no 

celebration of American music within the syllabi, lesson plans, and field notes on which 

the curricula were built. In this instance, it would seem that community and social 

change would be stifled (Greene, 1988; 2001). Moreover, hope is not lost because 

change can consistently be affected by the fluidity o f culture as it is not made up of 

stagnant experiences (Greene, 2000). Therefore, social justice will exist as part of 

experiential learning as long as culture and experiences exist (Greene, 2000).

The imaginations of students, which would technically be all people, are affected 

by the experiences that form thought and the cultures that are a resulting byproduct 

(Greene, 2000). Therefore, pre-service music teachers should not only understand and 

experience culture as it is related to ethnicity, race, heritage, and nationality, but they 

should also experience culture as it is related to the arts as music, dance, visual art, and 

literature. The participants had varied understandings about how multiculturalism is
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defined, but according to this idea, multiculturalism would include culture, the arts, 

experience and anything else that influences imagination and thought (Greene, 2001).

The participants would have benefitted from a pre-service preparation program that 

embraced an inclusive ideal regarding multiculturalism rather than a divisive notion that 

is in effect exclusive.

The data that was collected for this study not only reflected these components of 

experiential learning theory in some ways, it also showed where there are some gaps that 

could be bridged by this philosophy (Greene, 2000). Nonetheless, the themes of 

multiculturalism and how it affects curricula within the context o f  music education and 

pre-service music teachers are relevant and significant as perceived through this lens.

This interpretation aligns social justice with experience and the arts and how they 

collectively have an impact on music education (Greene, 2000).

Summary

The experiential learning theory o f Maxine Greene (2000) was used to interpret 

and analyze the data that was collected as a result o f this study. This interpretation was 

designed to show how the framing questions and conceptual framework of teacher 

capacity aligned together with experiential learning theory as an interconnected 

philosophy that was reflective o f phenomenology and ethnography. The major tenets and 

components of each aligned with the thematic material from the study to better 

understand the multicultural education o f pre-service music teachers and how their 

curricula indirectly affected subsequent music education curricula in in-service situations.
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Turning to this theoretical lens filtered the data in this study so as to address these ideas 

as necessities for the sake of experiential learning in its entirety.



CHAPTER 7 

DISCUSSION AND CONCLUSION 

The purpose of this phenomenological ethnographic study was to better 

understand the significance of the inclusion of multicultural music education for music 

teachers in teacher preparation programs. There seemed to be a lack of preparation for 

pre-service music educators regarding multicultural education based on the experience of 

the participants and the researcher. This study was designed to explore possible answers 

to the research questions that came about as a result o f the conceptual underpinnings. A 

review of the literature helped formulate a set o f criteria and a specific thought to be used 

for gaining understanding regarding this topic. The data was collected and themes were 

analyzed and interpreted based on the experiential learning theory of Maxine Greene 

(1978; 1988; 2000; 2001). The implications o f this study are included in this chapter and 

are discussed in the findings and recommendations for further study.

Research Questions

The research question used to conduct this research led to three sub-questions that 

were used to support the research and provide the basis for this study. To reiterate: How 

are college curricula for pre-service music teachers preparing K-12 music teachers to 

create culturally responsive music curricula in primary and secondary schools?

The sub-questions are:

1. What makes a culturally responsive music classroom?
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2. What makes music multicultural?

3. Why is it important to include specific preparation regarding multicultural

music learning in the classroom?

The aim of this study was to gather enough data to explore possible answers to 

these questions and gain and understanding o f ways in which further research and study 

could benefit from these findings. It is best to look at how the sub-questions were 

answered and how this information led to the main research questions regarding music 

teacher preparation.

What Makes a Culturally Responsive Music Classroom?

A culturally responsive classroom ultimately depends on the management o f the 

teacher (Ladson-Billings, 1992). This is not untrue for the music classroom as well. The 

music teacher should bring his or her own experiences and prior knowledge to the 

classroom as experts in the content area, but they should also realize that their students 

will also be bringing prior knowledge to the classroom that will include their experiences 

and cultural understandings. The object is to create a music learning community that is 

inclusive and designed to coexist with the communities and cultures that the music 

students bring to the table. With that being said, it is important what the students value as 

the music o f their culture or community. This may be uniquely American or it may be 

influenced by varying cultures; however, it must be a consideration of the teacher as he or 

she strives to create a culturally responsive music classroom (Lundquist, 1986). In order 

for this to happen, music teachers need to be aware o f how to create culturally responsive
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classrooms and build culturally responsive curricula as a part o f their pre-service music 

teacher preparation programs.

It is imperative for a music teacher who is trying to create a culturally responsive 

classroom, to be keenly aware o f their own cultural identity and the effects that this will 

have on their music students. Programming concerts and performances that may be a 

perfect reflection of the teacher’s culture could indeed be exclusive o f their music 

students and the community in which they live. This may even be perceived as offensive. 

Therefore, the music teacher’s cultural identity should be an interjection into the 

culturally responsive classroom, but it should be done so with the sole purpose of 

recognizing and enhancing their music students’ cultural identities and so as to create a 

music classroom culture and community that is an extension of the music students’ 

existing experiences. (Liggett & Finley, 2009)

What Makes Music Multicultural?

According to the theorists, music is a part o f  culture (Campbell, 2004). Culture is 

representative o f all things that influence it (Gorski, 1995). Furthermore, experience is a 

part of culture, which would also indicate that experience affects music as a part of 

culture. Therefore, music is multicultural in that it is a part o f culture and it is affected by 

experience as experience affects culture. According to Greene (2000), this would also 

mean that music, being multicultural, would be a part of social change which is a direct 

result of experience and the arts.

It could be said that music is multicultural because it is a reflection of the 

experiences of people and their interactions within communities based on race, religion,
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ethnicity, nationality, and language and all of these things have also influenced music as 

well as all of the fine arts (Lundquist, 1987). Moreover, music is multicultural because it 

is inclusive of cultures; that is, it should not only be representative o f a Euro-centric 

ideal. In addition to cultural awareness through music, music is also multicultural 

because it is part of all of the fine arts in that it has been influenced by them in some form 

or fashion or it has influenced the other fine arts (Greene, 2001). Music is indeed 

multicultural because of experience, the arts, social change, and the inclusiveness o f other 

cultures.

Why Is It Important to Include Specific Preparation 

Regarding Multicultural Music Learning in the Classroom?

Including specific preparation regarding multicultural music learning in the classroom is 

important because multiculturalism ultimately affects social justice. Social change and 

justice impact communities and culture from generation to generation (Greene, 2001). 

Therefore, it is important to recognize that how people think will impact social change. 

This notion of thought is a result o f imagination and what affects imagination (Greene, 

2000). Therefore, one must consider that music teachers, as affecters o f thought and 

imagination, will affect social change. If these affectations are not multicultural, social 

change will not be inclusive o f new experiences, the arts, and other cultures (Greene, 

2000).

The music classroom should be a breeding ground for imagination and thought as 

music as a multicultural entity has the potential to create social justice and cultural 

progress. However, this ideal is ultimately guided by the teacher who is responsible for



147

recognizing experience as education and building appropriate curricula to celebrate the 

many cultures and fine arts that enhance those experiences as prior knowledge and lay the 

ground work for new experiences and education (Greene, 2000). It is a continuum of 

change, justice, growth, thought, imagination, culture, arts, language, and a myriad o f 

other facets that creates a chorus o f curriculum whereby teachers need to have the ability 

or capacity to exercise knowing, doing, and being within a culturally responsive learning 

space.

How are College Curricula for Pre-Service Music Teachers Preparing K-12 Music

Teachers to Create Culturally Responsive Music Curricula in Primary and

Secondary Schools?

College curricula are preparing pre-service music teachers to create curricula that 

are seemingly culturally responsive. A culturally responsive music classroom will 

include music that is inclusive o f varying cultures, especially those that are representative 

o f the teacher and students, but it will also include music that is inclusive of various 

styles and genres that are uniquely American as this is what the whole o f this music 

classroom will have to share as a commonality within the content area. The resulting 

curricula will address not just Euro-centric music or music that is solely classical, but it 

should be varied to include a plethora o f cultures and musical styles and genres including 

that o f the culture in which we live.

In order for music teachers to successfully do this they should have the 

appropriate pre-service experience to accommodate these expectations as they will have 

to meet the standards (GPS, 2009). Although NCATE (2010) also has standards for
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creating these pre-service curricula, within the academia o f music these standards seem to 

be met because of the traditional classical musical training that pre-service music teachers 

receive as performers. That is, they will have to study classical music genres that are 

based on a European perspective and is seemingly multicultural in nature because of the 

origins of the music and composers and the original languages in which they were 

performed. However, a culturally responsive classroom and curriculum should go 

beyond this limited or narrow scope o f multiculturalism in music.

As a result, according to the experiences o f the participants in this study and the 

data that was collected, the college curricula for pre-service music teachers does not 

cover the scope of multiculturalism necessary to create culturally responsive curricula in 

the in-service primary and secondary music classrooms. Although, the participants in 

this study seemed to think that they did not have the multicultural education necessary to 

create their own culturally responsive curricula. Furthermore, they reported that they did 

not think it was enough of a problem to warrant significant change at the college 

curricular level. As a result, they have had to seek professional development courses to 

fill this gap and will have to continue to do so until the college faculty for pre-service 

music educators addresses this in their curricula.

The college curricula for pre-service music teachers are not meeting the needs of 

the in-service teachers with regard to equipping them with the appropriate multicultural 

education to meet the expectations o f the standards so that they can create and execute 

culturally responsive curricula in culturally responsive classrooms. Teachers will 

continue to misguide the multicultural music curricula in their own classrooms until these
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issues of multiculturalism are addressed in music teacher preparation programs. This will 

ultimately stifle imagination, thought, and change as education requires a breadth of 

experiences and culture as arts in order to create complete, whole, and entire learning 

environments in which music students are prepared and thrive (Greene, 2000).

Implications

The purpose of this phenomenological ethnographic study was to explore the idea 

o f how pre-service music teachers are prepared to create culturally responsive curricula 

for primary and secondary K-12 music classrooms. The rationale for this study was based 

on my personal lived experience and personal feelings that I may not have received the 

level o f multicultural education needed to create a culturally responsive curriculum to 

meet the expectations of the multicultural standards required for the music classroom. As 

a result, I began to investigate this as a potential problem among other music teachers and 

seemed to have discovered a phenomenon that warranted study.

The resulting research led to the exploration of the framing questions and 

conceptual framework of teacher capacity and experiential learning theory with regard to 

music educators and how they were prepared by the curricula o f their undergraduate 

music teacher preparation programs. The collected data revealed that the significance of 

this study did indeed point to a lack of multicultural education for pre-service music 

teachers and how the participants of this study perceived their experiences and addressed 

their individual situations. In addition, the data also revealed that as varied as the 

definition of multiculturalism is, so is the definition of teacher capacity. Although there 

were clear framing questions and a conceptual framework about teacher capacity for this
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study, it was also clear that the participants felt that their varied perceptions about these 

questions and concepts were accurate and reflective o f their own sound capacities as 

culturally responsive music educators.

The themes that emerged were analyzed and interpreted using the aforementioned 

framing questions and conceptual framework regarding teacher capacity and the 

experiential learning theory of Maxine Greene (2000). Using the theoretical framework 

o f this study to analyze the data helped align and organize the findings in a trustworthy 

way to show that they were significant, and that the framing concepts for designing this 

study aligned in a way so as to triangulate the data and the analysis and interpretation of 

the data (Wolcott, 1994).

Recommendations for Further Research 

The research in this study revealed several significant perspectives that could be 

used for further research appropriate for quantitative or qualitative design methods.

These perspectives are related to the themes that emerged during the collection of the 

data as well as to other related research interests.

1. Explanation and discovery as to how college curricula could be changed or updated to 

reflect that which the participants indicated as important with regard to multicultural 

education for pre-service music teachers.

2. An in depth study of how college faculty is prepared to oversee and guide pre-service 

music teacher education.
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3. An in depth study on the professional development o f college music faculty to prepare 

them and keep them abreast to the standards in the in the state in which they are 

preparing music teachers.

4. Exploration of the multicultural musical experiences o f students in K-12 music 

education programs and how in-service music teachers are drawing on these 

experiences to design culturally responsive curricula.

5. Defining what makes music multicultural in order to design culturally responsive 

music curricula while meeting the standards (GPS, 2009).

6. Investigating the multicultural education of teachers in other content areas.

Further research and study in these areas could help provide the seemingly 

necessary change needed to exceptionally prepare music teachers beyond the concept of 

simply being performers who teach.

Some of the information that the participants provided could have been more 

explanatory with regard to making a clearer connection between what they reported as 

compared to what was observed. Because o f the time constraints with this particular 

study, these issues may be indicative o f recommendations for further study. Nonetheless, 

many o f these issues were made clearer with observation and the collected documents.

Discussion

This study afforded me the opportunity to begin research in an area with two 

interests o f mine based on my lived experience as a teacher and musician. My experience 

as a musician afforded me the opportunity to travel and work as a music teacher in 

various countries throughout the world. As a result, I became overwhelmingly interested
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in the vastly different approach by which music teachers were prepared in their pre

service teacher programs. The main difference was that they were prepared first and 

foremost as teachers who were more or less given the task o f preserving the musical 

practices and traditions o f their culture as well as the multicultural experiences that were 

to be expected.

This led me to think about ways in which my own experience and the experiences 

that I had guided for my students could be different. Not necessarily better or worse, but 

I just thought about how they could have been different. I began to explore these 

possibilities and used my experience to create different curricula that were centered on 

the experiences and cultural understandings o f my students. I wanted to this to be part of 

the experience of every music teacher. Unfortunately, it seemed that the general 

consensus was that music teachers are trained first as performers and secondly as teachers 

and the whole of the cultural experience was based on a very narrow scope.

This research afforded me the opportunity to explore this phenomenon through an 

ethnographic perspective based on my current experience as a student, my new interest in 

teacher capacity, and a specific philosophical realization of experiential learning theory 

from a contemporary theorist (Greene, 2000). As a result, I gained a new perspective 

about multiculturalism and how other teachers perceive multiculturalism as a concept and 

as a defining entity within curricula. Bringing these concepts alive with a conceptual and 

theoretical framework that highlighted these tenets through an interconnectedness 

throughout the study was significant to me as the researcher, a student, a teacher, and an 

artist.



153

Summary

The research for this study was guided by the research questions that were 

answered according to the data that was collected and the use of theory as a way in which 

to analyze (Bernard & Ryan, 2010) and interpret the data (Wolcott, 1994). The 

implications showed that the significance of the findings o f this study provided a premise 

for fiirther research and study as indicated in the recommendations section. These 

recommendations are relevant to the themes that were revealed during the data collection 

of this study and provide a foundation to extend these themes into other areas o f research. 

This study provided the opportunity to explore the perceived problems of music 

education that led to the research interests of the researcher. These problems were 

addressed in the research questions and the purpose of the study and the findings were 

discussed.

This phenomenological ethnographic study was designed to provide an 

opportunity for scholarship and research pertaining to the preparation of pre-service 

music teachers and their experiences regarding multicultural education so that they may 

be able to create culturally responsive curricula. This study created the premise for 

continued and further research for the researcher and other researchers interested in the 

field of multicultural music education and music teacher preparation programs.
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Table B1
Overview o f Seminal Literature and Methodologies

Study Methodology Key Topic Summary

Banks (1994, 2006) ethnography multiculturalism in 
education

The exploration of 
multicultural 
education for 
teachers as it 
pertains to race and 
culture.

Campbell (2004, 
2005,2010)

phenomenology,
ethnography

multicultural music 
education

This research deals 
with multicultural 
education by 
exposing specific 
types of cultural 
music to students in 
experiential ways.

Cochran-Smith 
(2003, 2004)

ethnography,
phenomenology

culturally responsive 
teachers, social 
justice

A conceptual 
framework defining 
multicultural 
education for pre
service teachers

Cochran-Smith, 
Feiman-Nemser, & 
McIntyre (2008)

ethnography,
phenomenology

multiculturalism, 
social justice/change 
in

A handbook for 
teachers and how 
they affect social 
change through 
creating
multiculturally-rich 
experiences for 
students.

Gay (2000) ethnography culturally responsive 
teaching

This is research and 
philosophy on 
creating culturally 
responsive 
classrooms.
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Table B1 - continued

Study Methodology Key Topic Summary

Grant (2008) phenomenology teacher capacity This provides an 
explanation of 
teacher capacity and 
the framing questions 
that guide the 
explanation.

Grant & Agosto 
(2008)

phenomenology,
ethnography

teacher capacity, 
social justice/change, 
multiculturalism

This research 
explains teachers 
capacity within the 
context of social 
justice and change.

Greene (1978,1988, 
2000, 2001, 2008)

phenomenology,
ethnography

experience as 
education, culture, 
social change/justice

Philosophizing about 
experiential learning 
theory as an “entire” 
perspective for 
teaching and guiding 
experiences.

Joseph(2005) ethnography experience as 
education, 
multiculturalism, 
culture

Research on the 
notion of
multiculturalism in 
cultures outside the 
US and how it is 
affected by 
experiential learning.

Joseph & Southcott 
(2010)

ethnography,
phenomenology

experiential learning, 
multiculturalism

This is research 
pertaining to the the 
experiential learning 
of pre-service 
teachers and their 
multicultural practices 
in music education.

Ladson-Billings
(1992)

ethnography,
phenomenology

culturally responsive 
curricula

The researcher 
explains how 
teachers can within a 
specific content area 
through multicultural 
education.
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Table B1 - continued

Study Methodology Key Topic Summary

Lum & Campbell 
(2007)

ethnography experience, 
multicultural music 
education

How teachers can 
provide meaningful 
multicultural 
experiences in the 
music classroom 
using culturally 
relevant music.

Lundquist (1986, 
1987, 1989)

ethnography ethnomusicology, 
multiculturalism, 
experiential learning

An approach to 
providing multicultural 
education for pre
service music 
teachers in higher 
education.

Soto, Lum, & 
Campbell (2009)

ethnography multicultural music 
education, 
experiential learning

Providing culturally 
responsive music 
curricula to music 
education students in 
formal music settings 
in higher education.

Villegas (2008) phenomenology teacher capacity, 
social justice

Addressing teacher 
capacity through the 
lens of social justice.

Villegas & Lucas 
(2002)

phenomenology culturally responsive 
teacher education

The education of 
culturally responsive 
teachers in pre
service teacher 
preparation 
programs.
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Interview Protocol

Name______________________________  Title_______________  Date_______

Group/ Department__________________  Years o f Service______  Phone______

Interviewed by______________________________________________

Position Description:

Position Responsibilities:

Teaching Philosophy:

Line of Research/Research Agenda:

1. What are your thoughts about music teacher preparedness when it comes to 

multiculturalism?

2. What are your thoughts about developing curricula in music education and 

multicultural education for pre-service music teachers?

3. What are your thoughts about multicultural education standards for pre-service music 

teachers?

4. What are your thoughts about the preparedness o f in-service music teachers with 

regard to meeting multicultural education standards?

5. What are your thoughts about the role o f multiculturalism in developing music 

education curricula for pre-service music teachers?
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