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ABSTRACT
Because no government body has mandated a national or state curriculum for
music education in the United States, elementary general music teachers can vary widely
in their curricular choices about whether and how to include movement. To contribute to
an understanding of children’s experiences engaging in movement during their
elementary music education, the purpose of this research was to examine influencers on
pre-Kindergarten through 8th grade general music teachers’ choices to use movement in
elementary general music classes.
With a pragmatic worldview, I approached the study through a lens of embodied
teaching and learning, acknowledging a person’s bodily movements as connected ways
of musical knowing. I used a mixed methods, explanatory sequential design in two
phases of the research. In Phase I, I posed four research questions. Research questions
one through three: For two types of movement (i.e., non-locomotor, locomotor), to what
extent does variance in (a) school socioeconomic status (i.e., Title I, Non-Title I), (b)
physical classroom space, and (c) class size significantly relate to the use of movement
by type in elementary general music classes? Research question four: (d) To what extent
do school socioeconomic status, physical classroom space, and class size in combination
explain the variance in the use of movement in elementary general music classes? In
Phase II, I posed four additional research questions to explain the results of Phase I.
Research questions five through seven: How do music teachers describe the (e) purpose,
(f) benefits, and (g) challenges in their use of different movement types in elementary
general music classes? Research question eight: (h) What results emerge from comparing
the quantitative data on influencers to the use of movement by type with the qualitative
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data that describes teachers’ choices in movement instruction? For that question, I
examined the results from Phase I and Phase II to complete the mixed methods design of
this study.
In Phase I, pre-Kindergarten through 8th grade general music teachers (N = 251)
teaching in the United States voluntarily completed a researcher-designed web-based
survey. For research questions one through three, I conducted independent t-tests on the
survey data for each of the related variables. For research question one, participants in
Title I schools (n = 163) used non-locomotor steady beat gestures (t = 1.99) and
locomotor choreography (t = 2.37) statistically significantly more than participants in
non-Title I schools (n = 88). For research question two, participants without a dedicated
physical music classroom space (n = 30) used non-locomotor movement for showing
pitch relations and melodic contour with hands (t = 2.21) statistically significantly more
than participants with a dedicated music classroom (n = 221). Participants with a
dedicated music classroom (n = 221) used locomotor choreography (t = 3.87) statistically
significantly more than participants without dedicated music classroom (n = 30). For
research question three, participants with large class sizes (n = 107) used non-locomotor
dramatizing (p = -.132) and locomotor creative/exploratory movement (p = -.198)
statistically significantly more than participants with medium (n = 108) or small (n = 36)
class sizes. For research question four, I conducted a multiple regression on the survey
data to examine the influence of school socioeconomic status, physical space, and class
size on use of movement by type. Results indicated one statistically significant
correlation for the variables in combination: participants in Title I schools with dedicated
music rooms statistically significantly used non-locomotor moving with flow (t = 2.303).
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In Phase II, I purposefully sampled 17 of 106 interested Phase I survey
participants based on their responses to demographic information in relation to five
conditions established a priori: Self-Reported Frequency of Movement Use, School
Socioeconomic Status, Class Size, Physical Classroom Space, and Professional
Development Experience. To answer research questions five through seven, I conducted
a thematic analysis of those 17 Phase II participants’ transcribed and member-checked
individual, semi-structured interviews. From their interview data, I identified 31
representative meaning units, 10 lower order themes, and four higher order themes (i.e.,
Who I Am, Who My Students Are, Where We Are Together, and What We Do Together).
For research question eight, I compared the quantitative data on influencers to the use of
movement by type with qualitative data that describes participants’ choices in type of
movement. Participants’ choices to use locomotor movement were constrained by their
physical classroom space and large class sizes but not by school socioeconomic status.
Teachers’ choices to use movement in general music settings are also influenced by
teacher identity and body image.
Since participants volunteered for this study, results need to be applied with
caution. By examining the results of Phase I and Phase II, I concluded that teachers in
this study connected their choices of whether and how to use movement in elementary
general music to their own identity, understandings of students’ identities, school context,
and students’ musical engagement. Teachers desire students’ engaging movement
experiences that lead to students’ empowerment through embodied learning. Teachers’
choices to use movement potentially connect teachers’ and students’ embodied
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experiences with teachers’ personally formational instruction, regardless of their school
socioeconomic status, physical classroom space, or class size.
Implications for the field of music education include widening our understanding
of the role of identity at various junctures of a music teacher’s career. Because
administrators assign physical teaching spaces and determine maximum class sizes, they
play an important role ensuring general music teachers can teach in a dedicated space that
is physically and socioemotionally safe for students and their teacher. By contemplating
ways to engage in personal movement experiences beyond their practice in their
classrooms, teachers may boost their self-confidence, and expand possibilities for using
movement instruction in less-than-ideal teaching spaces.
Future researchers might investigate the (a) role music-teacher body image plays
as it influences teachers’ choices to use movement, (b) ways teachers connect students’
dance cultures to music learning, (c) use of movement in remote, cyber, or virtual general
music classes. Depending on the status of the COVID-19 pandemic, future researchers
may explore general music teachers’ choices to use movement relative to social
distancing practices.
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PROLOGUE
I grew up moving. I danced ballet, tap, and jazz in group lessons at a young age
and can still remember the physical sensations of pirouetting as I moved around the
house, the halls of school, or the kindergarten playground. Where did this impulse
originate? No one in my family danced outside of the occasional wedding celebration.
Practicing cultural dances was not part of my family identity, though, my westernEuropean heritage certainly has social traditions. When I expressed interest in dance, my
parents signed me up for dance classes to fill that need, as did many girls’ parents in my
upper-middle class almost exclusively white suburban town. I have no recollections of
dancing or moving in general music classes, piano lessons, or choir experiences, but I can
recall choreographing routines to songs we sang in general music class for fun with my
friends during recess. Then, when I was in sixth grade, my changing body started
presenting serious challenges for me. My identity as a moving, dancing being was
shaken. I watched my ballet friends move on to their first pair of pointe shoes, and, as it
was clear my physique wasn’t going to fit the expectations of my dance teachers and their
studio, decided it was time to hang up my slippers. I wish I had been confident enough in
myself to continue formal dance lessons, but trailblazing was not part of my pubescent
identity, and it was safer for me to think that I was not meant to be a mover.
Instead, during high school, I began to spend more time invested in studying
music. I found a new experience that reignited my love of movement—spinning with
color guard. It was a joyful, mesmerizing experience to move to music in time with other
people again—and, even more so, to feel accepted for who I was and how I looked. As I
pursued my undergraduate music education degree in college, I continued spinning with
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color guard. My collegiate spinning experience reestablished my self-conception as a
moving being. Importantly, my collegiate colorguard experiences positively shaped my
first views about the connectedness of music and movement. Apart from a few folk
dances I learned in my elementary methods course and choreography I learned for roles
in music theater classes, color guard notably was my only consistent engagement with
movement throughout my undergraduate music education coursework. That elementary
methods course was the only course required for my degree in which I experienced any
type of dance movement and was pivotal for me. For the first time, I could see myself as
an elementary general music teacher. Looking back, I wondered why was it that other
music courses such as ear training and applied voice lessons never explored use of
movement farther than the use of breath?
After college, I found a home in the Cèilidh dance community in weekly classes. I
attended American Orff Schulwerk Association (AOSA) workshops and conferences for
music teachers with sessions on dances from so many beautiful and welcoming traditions
around the world. I have been privileged to attain certification in Orff-Schulwerk,
Kodály, to hold a basic certificate in Dalcroze, earn a master’s degree in music education,
and to now be approaching completion of a Ph.D. in music education in the Boyer
College of Music and Dance at Temple University, a college with a rich tradition in
music education, music, and dance. During my tenure at Temple University, I was
fortunate to engage in experiences with Music Learning Theory. I am blessed to have had
the opportunity to teach in the same school district in which I grew up, witness children’s
joy as they move each time they attend my general music classes, and help shape the role
of movement in our district’s music curriculum.
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Much has changed in music education as a profession in the decades since I was a
twelve-year-old student retiring my ballet slippers. Researchers recognize the centrality
of movement as a natural response to music from first encounters upon typicallydeveloping hearing in the womb, early childhood and preschool, and elementary general
music (e.g., Abril, 2011; Arrasmith, 2020; Campbell, 2010; Metz, 1989; Reynolds &
Valerio, 2017),) across social and cultural expressions. While many elementary general
music teachers apply movement in their respective PreKindergarten through 8th grade
classrooms, others do not. I have witnessed teachers expressing that, despite their desire
to use movement to engage their elementary music students, they face different
challenges integrating movement in general music classes. I have long wondered what
influences teachers’ choices to use or not use movement, particularly when teachers are
balancing their desires to use movement with the challenges they face.
In the case of my own Kindergarten through 6th grade elementary school, I
struggle to identify reasons why my teacher would have opted not to move. In the late
1980’s and early 1990’s, the school, like all in the district, was well-funded by local
taxes, and bolstered by school and broader community members who supported
education and music. My recollection is that the teacher had lined the music room with
rows of chairs facing the teacher. I also recall a large space in the rear of the room that
would have been adequate for locomotor movement opportunities. Our class sizes were
small: under twenty students. What influenced her choices about movement as an
engagement opportunity? Was my teacher influenced by the prevalent thought of the
early 20th century—that movement education belonged in the realm of physical education
(Volk, 2004)? Was she employing a music curriculum that did not include movement?
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Reflecting on my own journey of movement and music education, particularly
while I’ve pursued a Ph.D., I realize how my experiences with embodied teaching and
learning were, and continue to be, formational in my concept of who I am as a musician
and as a teacher. Through the connectedness of my mind and body, I embrace the use of
movements of all types, and through professional development in specializations such as
Orff Schulwerk and Dalcroze that prioritize movement, I am better able to advocate for
teachers’ use of and children’s engagement with movement in elementary music
education.
I have noted that when children engage in movements, they individually
demonstrate a range of achievement, enthusiasm, and comfortability. I can imagine easily
how some general music teachers whose initial uses of movement are met with what they
may label as underwhelming success, enthusiasm, or comfort may opt to hang up their
own movement slippers. In specialized music teacher professional development
workshops and conferences during which teachers typically participate eagerly in the role
of student, I’ve also recognized that some attendees prefer to simply observe from their
seats on the sides.
Because my personal experiences in movement throughout different stages of my
life have directly influenced my choices about using movement, the intertwining of my
personal and professional experiences inform the lens through which I embodied this
research.
Theoretical Worldview
I approached this research with a pragmatist worldview. A pragmatic worldview
allowed me to select a research design that best supported the purpose of this study, to
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place foremost importance on centering the questions rather than a research methodology,
and to accept the possibility of single or multiple realities as expressed by participants
(Creswell & Clark, 2018). As a practicing music educator and advocate for the use of
movement in music, embracing a pragmatic worldview allowed me to acknowledge the
intersubjectivity of my own personal experiences, beliefs, and educational philosophy in
movement education while studying perspectives and gaining understanding of
experiences different than my own and then, though a reflexive orientation, bringing that
shared knowledge to the field. In the tradition of philosopher, educator, and social
reformer John Dewey (1998; Boydston & Hickman, 2003), my pragmatist worldview
frames the idea that understandings of reality in this research cannot be understood
through a single scientific method and instead must be socially contextualized and
intrinsically connected to the individual and shared experiences of the participants and
researcher (Morgan, 2017).
I focused first on the practical purposes, benefits, and challenges of including
movement in general music instruction and less on the methodology of the research itself
(Creswell & Plano-Clark, 2018). My pragmatist worldview allowed me to acknowledge
how my ethics, epistemologies, and philosophical world view directly impacted the
research (Morgan, 2007). Pragmatically, I held a stance of advocacy for teachers’ choices
to include movement in music education. Through continually renewed practical
connections between theory and data, applied abductive reasoning furthered the processes
of both deductive and inductive inquiry (Morgan, 2007). In those ways, my research was
methodologically oriented toward addressing the practical influencers teachers describe
when choosing to use movement in their general music classes.
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Theoretical Lens
I chose “embodied teaching and learning” (Bresler, 2004, p. 7) as my theoretical
lens to guide the methodology of this research. Persons who endorse the theory of
embodiment (Merleau-Ponty, 2013) agree that the mind is connected to the body (i.e.,
rejecting Cartesian duality), and the experiences of the body influence the mind. In a
continual process of meaning making, whole body engagement occurs via perception and
reflection. Applying embodiment to the field of movement and music education, a
person’s bodily movements, specifically those linked to music-making, are recognized as
unique ways of knowing (Dura, 1998; Juntunen & Hyvonen, 2004; Reimer, 2003; Seitz,
2005; Walker, 2000), as constructing and sharing meaning in music (Dillon, 2007), as a
narrative way of musical knowing (McCarthy, 2007), and as a “fusion of the kinesthetic,
emotional, and cognitive aspects of musicianship” (Barrett, 2007, p.150). While Bresler’s
(2004) ideas are not without critique (Sheets-Johnstone, 2015) or contemporary
perspective (Anttila & Svendler Nielsen, 2019; Weber, 2019), her ideas resonated with
me pragmatically as an applied lens for this study. Embodied teaching and learning
allowed me to retain my personal and professional experiences as a practicing teacher
and doctoral candidate. I understand myself within my being as I encounter sensorimotor
experiences, such as audiating, singing, dancing, playing instruments, thinking, speaking,
reading, writing, and teaching both independently and in my interactions with others. As I
engage in those (and other) experiences, my identity continually develops (Bernard,
2004; Ferm & Thorgersen, 2007). By viewing this research through a lens of embodied
teaching and learning, I was able to maintain an orientation to the purpose and questions
driving this research and reflexively bring together the voices of historical movement
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theorists, music and movement researchers, and practicing general music teachers. I
acknowledged my intersubjective relationship to the research analysis process by testing
my intuitions about the data both theoretically and empirically through abductive
reasoning informed by my pragmatic experiences in the field of music education. By
using a lens of embodied teaching and learning through which to view the design and
execution of this study, I could conduct this research to resonate with the needs, interests,
and values of general music teachers.
I began the design and data collection instruments for this study prior to the
global COVID-19 pandemic, and though the research occurred between March 2020 and
April 2021, when I conducted data collection and analysis in summer 2020, I opted to
retain the pre-COVID focus on Title I status, physical classroom space, and class size in
Phase I and the questions for interviews in Phase II. I present the traditional dissertation
content from the perspective of pre-COVID-19 teaching and learning conditions familiar
to researchers, administrators, teachers, and students in the United States.

1
CHAPTER 1
INTRODUCTION
The direct and natural path for the child’s understanding of music and
musical form, and his development of musicality, muscular coordination
and freedom of self-expression, lies in movement. (Nash, 1974, p. 80)

Researchers, scientists, psychologists, and music teachers name movement as one
of children’s natural responses to music (Abril, 2011; Campbell, 2010; Hicks, 1993;
Jeanneret & DeGraffenreid, 2018; Juntunen, 2016; Trehub, 2003). Researchers trace
children’s impulse to respond to music with movement from before birth, through early
and mid-childhood to early adolescence (Bond & Kaschock, 2019; Fassbender, 2012;
Marsh & Young, 2016). Neuroscientists know movement activates neural pathways in
the cerebellar cortex, a contributor to the control of muscle movement. (Brown et al.,
2006; Damm et al., 2020) and links to the frontal cortex, a contributor to intellectual
functions (Jensen, 1998; Wolfe, 2001), which demonstrates the hard wiring of the mind
to neurologically activate the body into motion (Dura, 1998; Maróti et al., 2019; Repp,
2012). Developmental psychologists advise the use of movement for children to
experience enriched learning (Davidson & Correia, 2011; Hall, 1920; Piaget, 1971).
General music teachers in the United States recognize researchers’ findings that
movement in music instruction contributes to children’s musical growth, social
connection, self-esteem, and cognitive development (Bartolome, 2015; Blesedell, 1991;
Butke, 2014; Culp, 2016; Glen, 2016; Walker, 1996; Woods, 1987). In higher education,
music teacher educators use aspects of those research findings to underpin undergraduate
pre-service teachers’ comprehension of the value of music and movement education in
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their coursework (e.g., Anderson & Lawrence, 2014; Burton & Reynolds, 2018;
Campbell & Scott-Kassner, 2018; Lindeman & Hackett, 2010; Robinson et al., 2010).
General music teachers from pre-kindergarten through 12th grade engage learners
in movement practices as promoted in music education, such as Dalcroze Eurythmics
(Mead, 1994), Music Learning Theory (Gordon, 2012), the Kodály concept (Choksy,
1974; Houlihan & Tacka, 2007), the Orff approach (Keetman, 1974; Steen, 1992), or the
Suzuki approach (Suzuki, 1969). Teachers who consult published basal music series (e.g.,
Brinckmeyer et al., 2016; Bond et al., 2021) select from suggested integrated movement
activities in lessons designed to reinforce and demonstrate aural musical concepts. In
choosing to design lessons that use movement, general music teachers strive to align
instruction with the National Core Arts Standards (Reynolds, et al., 2020a; Marlatt, 2019;
Niccolucci, 2018), simultaneously accessing the neurological, psychological, physical,
and social benefits of movement into positive musical experiences for children.
General music teachers who decide to engage learners in movement likely face
many challenges to do so effectively. For example, teachers may lack adequate physical
classroom space for students’ safe, effective movement. Teachers may encounter
challenges in managing students’ behaviors while they engage in movement, particularly
if they are teaching large classes. Apart from those challenges, teachers may lack
certainty in their ability to provide an authentic, exemplary model for students.
Regardless, individual teachers in the United States must design and integrate movement
into their own local curricular requirements. No national or state level of standardized
curriculum of general music instruction exists. While many teachers turn to national
standards for music education and state-mandated expectations for teacher certification to
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guide them, they often bear the responsibility in choosing the extent to which movement
is part of the general music curricula enacted in their particular schools. Because of those
challenges, teachers may choose to avoid using of movement and instead default to
teaching in verbal/linguistic modalities that prioritize the needs of aural and visual
learners (Manske, 2006).
Even though researchers have found that kinesthetic engagement is a valuable
learning modality for students (Jones, 2014; McDougal, 2007; Ransaw & Majors, 2016;
Restak, 1979; Skoning, 2010), and have described how to implement movement
effectively (Butke & Frego, 2016; Goodkin, 2002; Reynolds et al., 2020; Valerio, et al.,
1998), many music teachers neglect or underutilize movement’s potential for students’
benefits. In this research, I sought to contribute to the literature by providing further
clarity regarding the elements that influence a teacher’s choice to use movement in
general music class. By exploring the influencers to the use of movement in the general
music class, I intended to garner insights from instances where teachers have expressed
finding success in including movement in general music classes. I also aimed to
illuminate areas teachers name as challenges to allow stakeholders in movement and
music education to better understand and reach the needs of all teachers and learners,
especially those persons from within marginalized populations.
Defining Movement
In the early part of the twentieth century, music educators, psychologists, and
theorists viewed movement as part of a practical approach to music teaching (Campbell,
1991). Leaders such as Émile Jaques-Dalcroze (1865-1950), Rudolph von Laban (18791958), Zoltan Kodály (1882-1867), Carl Orff (1895-1982), Dorothee Günther (1896-
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1975), Edwin Gordon (1927-2015), and Phyllis Weikart (1931-2016) endorsed
movement as a pedagogical music education tool. Readers unfamiliar with the
philosophies of these movement forebearers will find more information about them in
Appendix A.
In my educational philosophy as an elementary general music teacher, the terms
movement and dance are conceptually synonymous and interchangeable. However,
teachers and researchers in the United States in the field of music education have
historically used language related to movement and dance in varying ways. For example,
some persons ascribe the label dance to an art form practiced under specific formal
training or possibly more informally through sociocultural contexts, whereas others may
ascribe it to any type of purposive movement. Others use the term movement to create a
broader sense of approachability to kinesthetic engagements for their students. In
practice, many music teacher educators champion the domains of expressive movement
and dance by solely using the term movement, in part, perhaps, to make the interactions
associated with either less intimidating to both themselves and their students. In this
dissertation study, I opted for a pragmatic use the term movement: to describe the external
body movements used in service to the end of teaching and learning of music rather than
to dance. Perhaps findings from this study will contribute to future practices when all
general music teachers will view themselves as movers and dancers.
Though many general music teachers in the United States conceptually accept the
use of movement in music classrooms (Ferguson, 2005; Jones, 2014), teachers have
various reasons for their choices to use movement, partially due to the eclectic
backgrounds of movement and music education leaders. For example, some teachers use
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movement to expand learners’ divergent creativity skills such as improvised movement
while others seek to use movement to develop learners’ convergent ensemble skills
through prescriptive gestures such as choreography to song lyrics. Some music educators
use movement on the micro level, either externally, such as small fingertip impulses to
tap a beat, or internally, such as diaphragmatic movement to support body and breath in
mindful coordination. Others, perhaps influenced by Émile Jaques-Dalcroze (1972),
would not characterize micro-level motions as movement until the full body moves, or
until the entire person embodies a well-tempered instrument that, with appropriate
practice, creates a robust foundation for developing musicianship (Manifold, 2008). All
approaches share the value that children physically participate in movement as part of
active embodied music learning.
To be inclusive of varied perspectives and provide clarity for readers of this study,
I have synthesized the approaches to define movement as any external physical change of
the body or body part position, locomotor or non-locomotor, convergent or divergent,
that purposefully embodies music learning within the student. I would like to
acknowledge a limitation in this movement definition. Some children with physical
disabilities would be unable to participate in some movement activities with the
definition I propose. However, with teachers’ accommodations and adaptation of
movement activities, children with differing mobility can intellectually engage in
movement gestures kinesthetically at an internal level, including micro-movements and
felt vibrations. Future researchers might investigate the modifications general music
teachers make in their choices to use movement for children with disabilities.
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Non-locomotor movement is movement in which the body is in action without
traveling (Abril, 2011). Non-locomotor movement is synonymous with axial movement.
Examples of non-locomotor movements include
•

twisting (the rotation of a body part around one or more of its axes),

•

turning (the complete rotation of a body part around an axis),

•

bending (the folding of a body part, typically at one of its joints),

•

swaying (the shifting of the body’s center of gravity in multiple possible
directions),

•

swinging (the shifting of a body part in a pendular motion within a single plane),

•

stretching (the moving of a body part away from the center of gravity, typically
elongating the part from its typical size), and

•

body percussion (the striking of the body to create percussive sounds [e.g., stamp,
pat, clap, and snap]).
Locomotor movement is movement in which the body is in action and travels

from one place to another (Abril, 2011). The prefix “loco,” stems from the Latin word
locus, which means “place” (Merriam-Webster’s Online Dictionary). The English word
“location” shares this same root. Examples of locomotor movements include
•

walking (An even, regular pace in which feet alternate movement in turn; always
one foot on the ground at any given point in the movement.),

•

running (An even, regular pace in which feet alternate movement in turn; never
both feet on the ground simultaneously at any given point in the movement. Some
teachers might interchangeably use the term jogging.),

•

hopping (The springing off from one foot and landing on the same foot.),
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•

leaping (The springing off from one foot and landing on the other foot.),

•

jumping (The springing off from both feet and landing on both.),

•

galloping (An uneven, regular pace in which one foot steps forward and springs
up as the leading foot, and the other foot trails as the landing foot. The leading
foot remains the same.),

•

skipping (An uneven, regular pace in which one foot steps forward and springs up
as the leading foot, and the other foot advances to the front as the landing foot.
The leading alternates between left foot and right foot.), and

•

sliding (An even, regular pace in which feet glide across the ground, as ice skaters
use. The lead foot is on the ground for the duration of the travel.).

Within those locomotor and non-locomotor movement definitions, movement types are
not mutually exclusive. One can simultaneously apply non-locomotor movements to
locomotor movements. In instances where both locomotor and non-locomotor
movements are present, often the feet and legs are locomoting, and the upper portion of
the body engages in non-locomotor movement. One can perform body percussion (i.e.,
snap, clap, pat, stomp) while locomoting. Within those possibilities, teachers might ask
their students to make a locomotor movement without traveling, such as marching in
place at their spot.
Review of Movement and Music Literature
Rhythm and Movement
Researchers have investigated how movement affects young children’s rhythmic
development through locomotor and non-locomotor movement activities (Moog, 1976;
Reynolds, 1995; Sloboda, 1985). Their research findings included improving the
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profession’s understanding of movement responses to metrical and rhythmic patterning
(Reynolds, 1995), or as a breath and motor-coordination to accompany babble sounds
(Moog, 1976). Researchers have also explored the existence of developmental stages in
the young child’s ability to synchronize movement with rhythmic patterns (Gardner et al.,
1975; Petzold, 1966; Radocy & Boyle, 2012; Zentner et al., 2010).
Pitch and Movement
Researchers have explored the impact of non-locomotor movements on vocal
accuracy and indicated the benefits of their application, mainly with regard to the
application of Curwen-Glover hand signs. Elementary-aged children improved their
accuracy in singing tonal patterns with the addition of hand signs (Cousins & Persellin,
2001; Martin, 1991). From neural processing images, researchers have suggested that
children rely on their body placement in the world for learning to a much greater
extent than adults. Perhaps for children who learn more experientially than adults,
a sense of body placement is an important part of the representation of movement,
and children learn in a more ‘embodied’ fashion than adults who have built up
other ways of representing the world. (Wakefield & James, 2011, pp. 18)
When high-school choral students self-identified as kinesthetic learners, those who
applied hand signs improved their sight-reading scores (McClung, 2008). Second, third,
and fourth grade students instructed with continuous fluid movement demonstrated
greater pitch accuracy than those with only steady beat movement (Newell, 2013).
Children with six weeks of Dalcroze-based locomotor movement activities designed to
guide their pitch discrimination achievement improved their ability to aurally
discriminate high and low between two pitches and direction of melodic contour in a
melody (Crumpler, 1983).
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Musical Expressions and Movement
Researchers examined the benefits of movement in helping children experience
connections with musical expressions such as form and dynamics. After the application
of Wuytak’s musicogram, a teaching process that includes locomotor and non-locomotor
movements paired with iconic representations of musical elements within the listening
selection, children listening to Tchaikovsky’s “March” from The Nutcracker perceived
more nuances in musical form and orchestration than the children that listened without
movement or the musicogram (Palheiros & Wuytak, 2006). Children engaged in music
listening with greater enjoyment and perceptive accuracy to the musical characteristics of
rhythm and dynamics when student movement was involved in the process as compared
to verbal instruction provided before or after listening (Young, 1982). Use of movement,
such as conducting gesture, also increased emotional connection essential to musical
expression (Kilpatrick, 2020).
Gender and Movement
Movement and music researchers have examined the effects of societal-based
gender roles gender on children’s use of movement. I share research on this topic noting
that researchers conducted these studies during a time period when the most typical ways
to assign or identify gender at birth, male or female, both in music education and in
society. Since the latest study cited here regarding the relationship between gender and
movement, our understanding of gender labels, again both in music education research
and in society, has shifted. I was unable to locate any recent research between gender and
movement that reflected current understanding of gender identity as multi-dimensional
and fluid. I present studies that informed this current research and also might be
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replicated to learn more about how movement influences general music students relative
to their gender identity in future research.
In one study, girls showed a greater tendency than boys overall of moving to
music than boys (Miller, 1983). Additionally, girls also in that same study demonstrated
greater accuracy than boys coordinating locomotor and non-locomotor rhythmic
movement to a steady beat. Boys have tended to demonstrate more large motor skills than
girls, who often have demonstrated movement by isolating one or two parts. (Campbell,
2010). Liao (2008) explored tonal pattern singing by gender and found improvements for
both boys and girls with non-locomotor Curwen-Glover-like gestures in place. Pollatou,
Karadimou, and Gerodimos (2005) examined differences between preschool-aged girls’
and boys’ performances in locomotor skills and found no significant difference between
them except in sliding, in which girls scored higher. As children age, the discrepancy
between boys' and girls' performance accuracy and preferences widens, with boys
showing preference toward locomotor movements, and girls showing preference toward
non-locomotor movements (Sims, 1985).
Age and Movement
Music and movement teachers apply movement across a broad spectrum of
possible music education settings. However, to date, most of the research studies on
movement in the music classroom focused on primary elementary grades or early
childhood. Ferguson (2005) posited the possibility that movement interactions occur
more infrequently for children of older ages because teachers perceive kinesthetic
engagement as more essential for younger children compared to upper-elementary or
adolescent students. As children age, they are better able to verbalize their internal
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understanding (Kerchner, 2000), whereas movements performed by younger children
reveal the musical schemas children create when their verbal skills are less developed
(Haak, 1992). Teachers choose to use movement more prevalently in early childhood
classes, but its use tapers off by upper-elementary grades (Edwards, 2009; Ferguson,
2005; Jones, 2014; Pangrazi & Dauer, 1981; Sims, 1995).
Specialized Music Teacher Professional Development and Movement
Over the course of their career, teachers may engage in professional development
that centers the use of movement. This includes professional development often endorsed
by a national or international governing body, such as the Organization of American
Kodály Educator’s Levels program or the Dalcroze Society of America’s licensure
system. Most of the current research on specialized music professional development
examines the type of professional development that music teachers find most helpful.
Fewer studies exist regarding the direct impact of professional development on music
teachers’ choices. In Bautista, Toh, and Wong’s (2018) study on the perceived needs of
music teachers in Singapore, teachers ranked pedagogies specific to music education
higher than all other types of professional development. Music specific pedagogies far
outweighed options relating to assessment, classroom management, and other general
theories on teaching and learning. Researchers have found that primary grade music
teachers tend to view professional development as a means of self-improvement (Wong
& Batista, 2018) rather than as a tool for enhancing student learning, as recommended by
authorities such as the Learning Policy Institute (Darling-Hammond et al., 2017).
Another study linked professional development that focused on competence in the field
of music education to stronger teacher identity overall (Chua, 2018). Teachers engaged in
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professional development not only to meet state certification requirements, but for a
variety of other reasons such as personal musicianship development or local schooldistrict requirements. Elementary general music teachers, like music teachers with
different specializations, vary in their professional development motivations, needs, and
preferences, in part because of the different age of students they teach and the type of
learning and teaching in which they specialize. Further, teacher professional development
interests and choices change over different periods of their career (Conway, 2008), as
they encounter professional changes such as relocating to new geographic areas, joining
or increasing engagement in professional organizations, adopting new music
specializations or different level for their music teaching position, or assume new
professional responsibilities (Bauer, 2007).
Researchers investigated 281 elementary music teachers and uncovered the areas
of highest demand for further professional development (Tarnowski & Murphy, 2002).
Teachers ranked professional development topics from highest to lowest demand:
1. Orff Schulwerk
2. Technology
3. Assessment
4. Standards-based instruction
5. Kodály
6. World music approach
7. Interdisciplinary approach
8. Dalcroze
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The disparity between the Orff Schulwerk as the first named need and Dalcroze as the
last named need reflects teachers’ knowledge that movement varies in desirability as a
musicking (Small, 1998) interaction. Although movement is intertwined in both
approaches, teachers may feel uncertain about embracing an application like Dalcroze
that requires an intense level of professional development.
Researchers in the broader field of education have analyzed the way in which
professional development experiences both facilitate development of a teachers’
professional identity and, inversely, how teacher identity contributes to the interpretation
of experiences and sense of agency (Buchanan, 2015; Schultz & Ravitch, 2013). They
more often study the connection between experiences in professional development and
music teacher identity either among pre-service or early career teachers, or in relation to
broader philosophical constructs (Benn, 2017; Chua & Welch, 2020) than they study the
connection between professional development and teachers’ choices for prioritizing
music class activities, such as movement.
Need for this Study
General music teachers seek to engage their students in meaningful and active
music-making while balancing numerous curricular decisions in their classrooms. Their
choice to use or not use movement, or in what way to use movement, is an experience
teachers may opt for their students because it meets students’ kinesthetic needs, incurs
little or no cost, and contributes to overall development of musicianship for both the
teacher and the students while fulfilling varied requirements of their school’s curriculum.
Researchers have often studied the benefits of using movement to develop discrete music
skills such as pitch reading accuracy or expression. Yet, because movement in general
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music classes is not a mandated requirement in the United States, teachers’ use of
movement remains among their many curricular choices. Researchers have not yet
probed the influencers a music teacher considers in choosing to use movement.
Many general music teachers in the United States continue to overlook movement
in their general music curricula, even though research demonstrates kinesthetic
engagement is a highly effective learning modality for students. When general music
teachers purposively choose to use movement in instruction, their use of different types
of movement are not uniformly applied. In this study, I sought to fill a gap in the
literature, offering an initial understanding of the elements that influence a teacher’s
choice to use movement in general music class. In identifying how school socioeconomic
status, physical classroom space, and class size impact a teacher’s choice to use
movement, researchers and teachers may pragmatically connect the gap between the
research demonstrating known benefits of movement instruction for children to the daily
challenges of practice in music classrooms across the United States.
The impetus for this research was to gain a better understanding of general music
teachers’ choices about their journeys in movement and music education and to
illuminate possible paths for other teachers to find success in using movement in music
instruction for the benefit of both teachers and students. By exploring the influencers to
their use of movement in the general music class, I begin a new line of inquiry to
discover new ways of understanding effective general music teacher preparation, factors
contributing to teachers’ positivity, their confidence in self-identity and positive attitudes
toward use of movement. Upon garnering initial results from teachers who have found
successes and challenges in including movement in general music classes, I hoped to fill
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a gap in the literature. Specifically, with new information to share from teachers’
experiences about what influences their choices to use movement in elementary general
music, music education stakeholders might better understand the benefits of movement
and increase access to movement for music teachers and their students. Consideration by
music education stakeholders of general music teachers’ needs regarding music class
scheduling (e.g., location of music classes, size of rooms, duration of class) may
empower teachers’ agencies in making choices about using movement in elementary
general music classes for the musical, physical, and social development of their students.
Purpose Statement and Research Questions
The purpose of this research was to examine the influencers on pre-Kindergarten
through 8th general music teachers’ choices to use movement in elementary general music
classes. Eight research questions framed the two phases of this study.
Quantitative Research Questions
1. To what extent does variance in school socioeconomic status significantly relate
to the use of movement by type in elementary general music classes?
2. To what extent does variance in physical classroom space significantly relate to
the use of movement by type in elementary general music classes?
3. To what extent does variance in class size significantly relate to the use of
movement by type in elementary general music classes?
4. To what extent do school socioeconomic status, physical classroom space, and
class size in combination explain the variance in the use of movement in
elementary general music classes?
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Qualitative Research Questions
5. How do music teachers describe the purpose of the use of different movement
types in elementary general music classes?
6. How do music teachers describe the benefits of the use of different movement
types in elementary general music classes?
7. How do music teachers describe their challenges in the use of different movement
types in elementary general music classes?
Mixed Methods Research Question
8. What results emerge from comparing the quantitative data on influencers to the
use of movement by type with qualitative data that describes teachers’ choices in
movement instruction?
Delimitations of the Study
This research is centered on the school experience of movement and music
education. Considering that teachers and students who experience movement and dance
in contexts outside of school may find those to most formational in shaping their
experiences as embodied moving persons. Pragmatic research studies in education such
as this one are often centered exclusively on the formalized school experience. That
allows researchers to acknowledge that teachers operate within educational systems that
may not always allow for meaningful connections with students’ extra-school lives, and
therefore bound their study with variables contextualized by the school setting.
Additionally, teachers may strive to bridge students’ connections between in-school life
and out-of-school “real life” for their students. Within their own educational path,
teachers encounter a preestablished series of professional expectations, including required
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undergraduate coursework for teacher certification and professional development that, in
some ways, unfortunately perpetuate the prioritization of systems-based education over
personal experiences. Pragmatically, I recognize I set boundaries of this exploratory
study to frame the formal experiences general music teachers can expect to encounter on
their career paths.
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CHAPTER 2
RELATED RESEARCH
Researchers and practitioners introduced in the first chapter have illuminated the
benefits of movement instruction in music education settings (e.g., Ferguson, 2004, 2005;
Juntunen, 2016, 2020; Marsh & Young, 2016; Reynolds, 1995; Sims, 1985). Yet, I was
unable to locate any studies in which researchers have investigated variables that may
directly influence teachers’ choices to use locomotor or non-locomotor movements in
general music classes in connection to their school’s socioeconomic status, physical
classroom space, or class size. I was also unable to locate any music education studies
conducted with a sequential explanatory mixed methods design on the topic of
movement.
In this study, I explored school socioeconomic status, class size, and physical
classroom space as they influence general music teachers’ choices, to use of different
types of locomotor (movement with traveling) and non-locomotor (movement without
traveling) movements. I also explored the experiences, perceptions, and educational
philosophies of 17 music teachers as they described the purpose, benefits, and challenges
in the use of movement in general music. In this chapter, I focus on five topics that most
closely relate to my examination of three possible influencers on teachers’ choices to use
movement in elementary general music classrooms. At the conclusion of the chapter, I
share the theoretical model I pragmatically generated upon synthesizing the related
research. Supported by my research purpose and study questions, the theoretical model
became my guide as I chose design, procedures, and analyses, which I describe in
Chapter 3.
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Influencers on Teachers’ Choices
School Socioeconomic Status
The first possible influencer on the use of movement in elementary general music
classrooms that I explored in this study is the socioeconomic status of the school in which
the teacher works. According to the American Psychological Association (2021),
socioeconomic status is the social standing or class of an individual or
group. It is often measured as a combination of education, income and
occupation. . . . Examinations of socioeconomic status often reveal
inequities in access to resources, plus issues related to privilege, power
and control. (American Psychological Association, 2021, “Socioeconomic
Status” section)
To begin to understand socioeconomic status as an influencer on teachers’ choices to use
movement in elementary general music class, I chose Title I status as a first step in this
new line of inquiry, I attempted to pragmatically operationalize that variable, even as I
acknowledge its limitations for completely capturing socioeconomic status of a school, or
school support for general music teachers’ use of movement. The United States
Department of Education allocates federal funding for schools and local education
agencies (LEA’s) through Title I, Part A of the of the Elementary and Secondary
Education Act, amended as the Every Student Succeeds Act. Title I financial assistance is
designated for schools and LEA’s with high numbers or percentages of enrolled children
from low income families. In the 2016-2017 school year, through Title I allocations, the
U.S. Department of Education distributed funding to 59,742 public schools nationwide,
serving approximately 24.6 million children (U.S. Department of Education, 2020).
In the broader field of music education, researchers have examined issues of
access, equity, and social justice (e.g., Benedict et al., 2015; Bowman, 2007; Butler et al.,
2007; Jorgensen, 2015), however, there is a deficiency in the literature specifically
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examining the use of movement in lower-income settings. While researchers have
addressed the implementation of movement in music class as it relates to age and gender,
few have examined the relationship between teacher choice to use movement in general
music and school socioeconomic status. Miksza and Gault (2014) noted that underserved
populations tended to have lower support for arts education programs. They found that
wealthier third-grade suburban students participated in music programs in higher
numbers than their urban and rural counterparts. They discovered that, due to
administrative efforts to improve standardized test scores, music teachers taught more
math skills during the music instruction in lower socioeconomic settings than teachers
whose schools are set in wealthier areas. Doyle (2014) noted the importance of
kinesthetic engagements as culturally-relevant teaching for underserved populations with
respect to improved musical outcomes and also social wellness and academic
achievement. Those findings yield significant implications for future kinesthetic learning
opportunities in general music contexts, especially with respect to empowering
marginalized populations.
Physical Classroom Space
A second possible contributing influence on the use of movement in elementary
general music is the physical classroom space used for instruction. Ideally, a physical
classroom space for musicking conveys a sense of openness through high ceilings and
room for freedom of movement (Kelly, 2001). National Association for Music Education
(NAfME) (formerly Music Educators National Conference) noted in Opportunity to
Learn Standards for Music Instruction: Grades PreK-12 that every new and renovated
school should invest in a room for music “large enough to accommodate the largest group
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taught and to provide ample space for physical movement” (Standards for Elementary
School Facilities section, 1994, para. 1). More recently, the National Dance Education
Organization (2017) delineated the adequate square footage for movement instruction to
be 60-65 square feet per child. Similarly, North Carolina Public Schools Facilities
Guidelines (2000) indicated an average of 65 square feet per child for general music
education spaces to allow for movement. Regardless of the footprint size, school
architects’ well-planned physical space of a general music classroom allows students “to
develop expectations and the proper mind-set for different types of activities” (Roher &
Samson, 2015, p. 8). With arts programs continually facing administrative budget cuts,
school stakeholders are likely to be unable to follow those recommendations.
Though not explicitly documented through research, most elementary general
music teachers have learned that the physical classroom spaces assigned for general
music classes are varied—sometimes within a single school or among schools in a
district—in terms of the type or the location of the physical classroom space, type of
flooring, square footage, storage, furniture, equipment, layout, and integration of
technology. Some general music teachers may have a designated music classroom as
their physical classroom space, others may have a designated space that is not a music
classroom. With a dedicated elementary general music classroom, teachers may have the
agency to choose whether to have carpeted floors, desks, risers, or no furniture at all.
Without a designated music classroom in which to teacher, teachers have less agency
with regard to establishing a space for musicking. Some without a designated music
classroom deliver instruction as a “push in” to students’ homeroom classes. Those
teachers daily tote their music equipment
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“á la cart” from room to room, students poised to begin their musicking in the same desk
used for math tests and science experiments. Others teach in “cafetoriums” on stages with
perhaps only a curtain as a fourth wall between the class space and students eating lunch,
or in empty or otherwise-purposed classroom spaces that happen to be unused during
some of the elementary general music class.
Teachers’ choices to use movement during general music classes, and if so, which
type—locomotor or non-locomotor—may be reliant on the physical classroom space in
which they spend the most time teaching. Because researchers have yet to investigate the
influence of physical classroom space on elementary general music teachers’ choices to
use movement, I included physical classroom space as a variable to explore in this study,
particularly to begin to understand the extent to which classroom space impacts the type
of movement use.
Class Size
The third potential variable impacting teacher choice to use movement in general
music is class size. For this study, I was interested in exploring data on class size (i.e., the
number of students enrolled in an individual homeroom class) rather than pupil-teacher
ratio. In the United States, pupil-teacher ratios tend to average about ten students fewer
per class than actual class size numbers (Sharp, 2000). Researchers attribute the
discrepancy to calculations that factor in paraprofessionals and other staff members who
frequently are not part of general music class instruction. To understand that calculation,
imagine this scenario: A teacher is assigned to teach a fifth-grade class of 30 children, an
inclusion homeroom (i.e., one or more child in the class has an Individual Education
Plan—an IEP) articulating differentiated needs corresponding to each child). Because the
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inclusion setting includes students with IEPs, the administrator assigns two teachers to
deliver instruction to the students through most of the day. With two teachers
implementing IEPs and meeting in small groups, the school might report that classroom’s
pupil-teacher ratio 15:1. However, when students attend general music class, typically,
only one music teacher is present with all 30 children. Thus, the pupil-teacher ratio
increases to 30:1. Class size numbers reflect more accurately the enrollment a general
music teacher considers in designing lessons. In some schools, due to scheduling and
staffing limitations, an administrator might assign “double classes” to elementary general
music (i.e., two homerooms combine for music class), leading to even larger class sizes
for general music than in homeroom classes. In the last scenario, a double class
assignment for a general music teacher may have a total of 60 students in one class.
I was unable to find studies that focused explicitly on national and local reports of
elementary general music class sizes. Noting that academic achievement of students
representing low socioeconomic status and minority populations tends to be negatively
impacted by large class sizes, especially when compared with student representing higher
income and Whiter populations, researchers recommend class sizes for lower
socioeconomic populations be between 15-18 students to narrow the economic and racial
achievement gaps (Mathis, 2016). Notably, researchers for the Tennessee STAR
experiment, a longitudinal study of over 7,000 primary grade students in 79 Tennessee
schools, found significantly higher short and long-term achievement in mathematics,
science, language, and English among students attending small classes compared to
students attending average class sizes or average class sizes with an aide. (Finn &
Achilles, 1990). A reanalysis of the STAR experiment data led researchers to discover
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these academic achievements were even more significant gains for minority, male, and
lower socioeconomic status students (Achilles, 2012).
Researchers from Indiana’s Prime Time Study, Wisconsin’s SAGE, and
California’s Class Size Reduction Program shed evidence-based light derived from the
organizations’ initiatives to reduce class size on the benefits to students and teachers:.
Their theory: classes with fewer students allow teachers increased interpersonal
interactions with each student compared with larger classes. With fewer students,
teachers learn to know their students better. The better they know their students, the
greater teachers’ tolerance for a “broader range of behaviors” (Finn, Pannozzo, &
Achilles, 2005, p. 345). Dee and West (2011) found urban 8th graders increased their
psychosocial wellness when they were learning in class sizes smaller than 24 students.
Haimson’s (2000) study of New York City public primary schools noted that children
learning in class sizes smaller than 20 had increased levels of participation and reduced
numbers of disciplinary referrals. Additionally, in Haimson’s study, teachers experienced
an increase in optimism.
After California eliminated their Class Size Reduction Program, Brandts (2011)
examined the effects of increased class size on teachers’ workloads. Through interviews,
teachers reported that with increased class sizes, instructional quality declined, personal
connection with students reduced, and negative student behavior increased. Additionally,
with larger class sizes, teachers reported they spent increased time planning, less time
with small group instruction, and more time and effort designing differentiated
instruction with larger class sizes. Teachers reported a loss of personal connections with
students and resorting to using stricter classroom management techniques.
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While teachers in the aforementioned class size studies were not general music
teachers specifically, the challenges researchers identified likely apply equally to general
music settings. In this study, I sought to determine the extent to which class size
influences teachers’ choices regarding the use of movement in general music.
Researcher’s Initial Studies
Teacher Identity, Body Image, and Movement
In 2018, I conducted a phenomenological inquiry to describe the lived
experiences (Creswell & Poth, 2018) of four general music teachers who were expert
movement facilitators in the field. Through the processes of epoché, inquiry, and
interviews, I examined how participants’ experienced movement at different stages in
their lives, how they used movement practically in their classroom settings, and what
meaning they constructed from creative movement experiences. Three themes emerged
that described teachers’ lived experiences, including (a) identity as a mover, (b) social
embodiment, and (c) continual development as a teacher-musician. The essence
generated by phenomenological reduction (van Manen, 2014) was the empowerment of
teachers and of students as active creative agents in music teaching and learning through
co-lived experiences.
The results from that phenomenological study led me to consider my own
experiences movement through dance as a child, revisited partially in the Prologue of this
document. I realized in my professional development experiences I was privileged to
have a prior background in dance that would set me on a path of feeling comfortable
incorporating movement in my general music instruction. I could see that practitioners in
the field had different experiences and levels of comfort. Were my choices to use
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movement in my teaching biased based on my experiences in specialized music teacher
professional development and in the context of teaching in the same upper-middle class
environment in which I was raised? As posed previously, I wondered what influenced
other general music teachers to choose to use—or not to use—movement?
Researchers have explored the role of teacher identity in the field of music
education, particularly in investigating the identities in pre-service (Anspal et al., 2012;
Ballantyne et al, 2012; Haston & Russell, 2012; McClellan, 2017; Parker & Powell,
2014; Pellegrino, 2015; Reynolds & Conway, 2003; Woodford, 2002), in-service teachers
(Ballantyne & Zhukov, 2017; Carrillo et. al, 2015; Chua & Welch, 2020; FriersonCampbell, 2004; Greunke, 2017; Pellegrino, 2009, Reynolds, 2012), and music teacher
educators (Bond & Koops, 2014; Kuebel, et al., 2018; Martin, 2016). Dolloff (2007)
described the challenges music teachers possess in delineating between broader personal
and professional identities. Dolloff cautioned,
As such, we are fracturing who we are in the service of what we do. It is
impossible to categorize which parts of us belong to which of our
identities, yet we tend to concentrate on the professional and role identities
as our thrust in teacher education, because we have seen teaching as
‘behaviours’—as something we do, rather than seeing ‘teacher’ as
someone we ‘are.’ (Dolloff, 2007, p. 4)
In studying teacher identity, Noonan (2019) presented learning affinities—the what, who,
and with whom—that, although not specific to music education, provide a highly relevant
lens through which to understand the formation of music teacher identity. Teachers with
an affinity for what identify with content- focused learning experiences, teachers with an
affinity for who identify with exemplary facilitation of pedagogical practices, and
teachers with an affinity for with whom show an affinity for peer collaboration within a
professional community.
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In thinking about teachers of movement, people, a person may have a
preconceived notion that a movement teacher should be able to demonstrate the nuanced
regarding the aesthetic quality of movements with their body. Researchers have yet to
investigate the extent to which in-service music teachers see themselves as physically or
mentally able to embody aesthetic qualities of movement traditionally assessed in dance.
Music teachers may have trouble seeing themselves as physically able to take on a
semblance of a movement instructor’s image without possessing a physique shaped by
years of formal movement training (Zumpetta, 2018). Researchers have found that music
teachers, both pre-service and inservice, who engaged in processes such as body mapping
or Alexander technique may find expanded conceptualization of their identity (Griffin,
2014). Researchers also have made recommendations applicable to teachers at all levels
based on effective use of their body when teaching and learning through body mapping
and Alexander Technique (Chen, 2006; Conable & Conable, 2000; Gelb, 1995). In
preparation for this dissertation study, I was unable to locate studies in which researchers
addressed the need or process for music teachers to develop an identity as a moving
being.
Pilot Study
To further explore my questions about external variables that influence teachers’
choices to use movement, I developed a quantitative pilot study in the Fall of 2018. Both
the pilot study and my prior described phenomenological inquiry, unpublished, informed
this dissertation study.
The purpose of the quantitative pilot study was to determine the feasibility of both
this current study and its survey instrument, designed to begin an explanation of the
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influencers of socioeconomic status, physical classroom space, and class size on teachers’
choices to use movement in general music classrooms. Four questions framed that study:
1. What is the difference in use of movement by type in schools of various economic
status?
2. To what extent does teacher professional development augment the discrepancies
between use of movement in schools of various socioeconomic status?
3. To what extent does teacher experience augment the discrepancies between use of
movement in schools?
4. To what extent does class size, physical classroom space, and school location
augment the discrepancies between use of movement in schools?
The results from the original 15-item pilot survey instrument indicated that school
socioeconomic status and teacher experience did not seem to influence the use of
movement; however, given that the 6 participants were all from the same Southeastern
Pennsylvania region and the sample size for the pilot was small, results were not
generalizable. Preliminary results showed Title I school teachers more likely to use
locomotor movements, and Non-Title I school teachers more likely to use non-locomotor
movements.
Based upon feedback from the pilot participants, I reworded survey questions for
clarity. I also piloted the survey in the Fall of 2019 with Temple University graduatestudent peers. Based upon their feedback about the survey instrument, I changed the data
collector layout for ease of completion. Upon completion of my proposal defense, I made
additional changes based upon recommendations of my dissertation committee members,
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primarily reframing the ways in which I collected data from participants about their
professional development relative to using movement in the classroom.
The final version of the survey for use in this dissertation comprised four parts,
with a total of 26 items—19 required and 7 optional. In Part I, I organized the first three
survey items to ensure participants met the following inclusion criteria (see Online
Survey Appendix B): participant understood voluntary consent, was assigned to teach
elementary general music in the United States, and taught in a classroom setting (i.e. not
homeschool). Persons whose responses situated them outside of the study parameters
advanced to a page with the message, “Thank you for your willingness to participate in
this study. Based on your response, you do not meet the requirements for this study.” In
Part II, I posed items to elicit teachers’ self-reported demographic descriptions of their
school setting(s) (i.e., items 3-10 ) and teacher background (i.e., items 11-13). In Parts III
and IV, I sought to address the independent variables through checklists, five-point
Likert-type scales, and open-ended responses (i.e., items 16-24). To guide participants’
responses in Parts III and IV, prior to introducing the movement specific items, I
prompted them to (a) view movement as seven types of non-locomotor or five types of
locomotor movement (see Table 1), (b) classify any movement that requires travel to a
new location as locomotor, regardless of the simultaneous addition of non-locomotor
movements and (c) classify any movement that does not require travel as non-locomotor,
even with the presence of a typically locomotor gesture, such as walk in place.
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Table 1
Types of Non-Locomotor and Locomotor Movements

TYPE 3

NON-LOCOMOTOR MOVEMENT
Moving the steady beat while seated (e.g., patting/patschen, passing a
ball)
Showing pitch relations or melodic contour with hands (e.g., CurwenGlover solfege hand signs, gesturing melodic contour in the air)
Conducting

TYPE 4

Using Body Percussion

TYPE 5

Moving with flow

TYPE 6

Dramatizing movement (e.g., storytelling, miming, tableaus)

TYPE 7

Gesturing to songs (e.g., fingerplays, choreographed motions to illustrate
song words)
LOCOMOTOR MOVEMENT
Traditional dancing (Play-parties, salsa, line dancing, stepping, Ceilidh,
etc.)
Locomoting in shared space (e.g., Traveling in time to an external sound
source, Dalcroze Eurhythmics)
Creative/exploratory movement (e.g., Laban efforts, moving with flow,
interpretive dances)
Dramatizing movement (e.g., storytelling, miming, tableaus)
Choreographed ensemble dances to songs (e.g., show choir, music
theater)

TYPE 1
TYPE 2

TYPE 1
TYPE 2
TYPE 3
TYPE 4
TYPE 5

I included open-ended items regarding teachers’ perceptions of benefits and challenges of
using non-locomotor and locomotor movement to engage students in general music
classes. Respondents needed to complete all of Parts I and II and minimally, Likert-type
items Parts III and IV for their responses to be included as survey data.
Mixed Methods Research Design Model
From a pragmatic worldview, I created a research design model for this study, to
guide my choices in research design, procedures, and data analysis. Upon synthesizing
the review of the literature and related research, I conceptualized a model to demonstrate
the relationship of the independent and dependent variables and organized and guided the
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phases of inquiry and provided structure throughout the research process. Figure 1
illustrates the model I used in this study. The blocks represent the independent variables
of Title I status, physical classroom space, and class size and the bursts are the dependent
variables of non-locomotor and locomotor movement. Embracing a pragmatic worldview
with the theoretical lens of embodied teaching and learning allowed for a rich
exploration of quantitative-qualitative relationships, with the idea of teachers’ choice
functioning as a funneling springboard at both the outset and the renewing of teachers’
choice processes.
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Figure 1
Conceptualization of Research Design Model
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CHAPTER 3
METHODOLOGY
As shared in the Prologue and Chapter 1, my pragmatic worldview and choice to
view this topic and research through a lens of embodied teaching and learning (Bresler,
2004) permeated decisions to frame the research purpose and eight research questions for
this study. To examine influencers on PK-8th general music teachers’ choices to use
movement in elementary general music classes, I chose mixed methods research
(Creswell & Clark, 2018; Johnson & Onwuegbuzie, 2006; Morgan, 2017; Teddlie &
Tashakkori, 2009) to intertwine my experiences researching this topic previously from
only a quantitative or qualitative perspective. Specifically, I chose sequential explanatory
research.
Sequential Explanatory Research
Sequential Explanatory Research is a mixed methods research design where the
researcher collects data in two or more phases over a period (Ivankova et al., 2006). The
researcher first collects and analyzes quantitative data and then uses the outcomes from
the quantitative phase or phases to inform the subsequent qualitative phase or phases.
Recently, researchers have used sequential explanatory design in kinesiology
studies (Bilder, 2019; Ford, 2020; Ross & McIntyre, 2020) that demonstrated the
viability of the design for a study centered on human movement. A few researchers in the
field of music education have designed sequential explanatory studies including research
about special education and people with disabilities (Gerrity et al., 2013; Laird, 2016),
preservice music teachers (Prichard, 2017), and the effect of a music education
intervention on students’ abilities to learn fractions (Merida-Gonzalez, 2017). None, to
my review, have researched teachers’ choices to use movement in music teaching. This
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dissertation study, a two-phased explanatory sequential design (Creswell & Clark, 2018),
will add to the few sequential explanatory studies in the field of music education.
I prioritized the quantitative phase of this study as is common in sequential
explanatory design and planned to “integrate the data by using the quantitative results to
inform the qualitative phase of the study and to interpret the connected results” (Creswell
& Plano Clark, 2018, p. 294) Phase I supported a quantitatively-focused examination of
the first four research questions, and Phase II supported a qualitatively-focused
examination of the last four research questions. Neither phase alone would provide the
depth needed to answer the research questions fully (Ivankova et al., 2006; Tashakkori &
Teddlie, 2003). Next, I share the sampling techniques, procedures, and approaches to data
analysis for both phases of this study.
Approvals
I prepared the protocols for this study in compliance with Temple University’s
Institutional Review Board (TU IRB), which I presented to my dissertation committee on
December 6, 2019. I submitted the revised request for protocol review to TU IRB on
January 11, 2020. After adjusting the proposal as requested by TU IRB, I received
approval confirmation on February 24, 2020. See Appendix C for TU IRB approval.
Phase 1: Quantitative Design
In the first phase of the study, I examined the extent to which school
socioeconomic status, physical classroom space, and class size as interdependent
variables served as predictors to teachers' choice to use both non-locomotor and
locomotor movement as dependent variables.
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Quantitative Sampling
In 2011, the latest available estimate, the United States Department of Education
National Center for Education Statistics estimated a total of 65,000 elementary level
general music teachers in the country. From that estimated number of eligible participants
for this phase of the study I sought to sample elementary general music teachers fluent in
English who were currently teaching children in at least one grade from among prekindergarten to 8th, in at least one of the following school settings: public, private
religious, private non-religious, charter, or cyber. Homeschool or cooperative school (i.e.,
homeschool networks) teachers were not eligible, due to the likelihood that their
socioeconomic status, physical classroom space, and class size would be more diverse
among that population than across instructional settings. I sought to recruit 350 responses
which, according to Cohen (1969) is adequate to achieve 80% power with a medium
effect size and a .05 alpha level, allowing descriptions of practical significance for the
quantitative data analysis.
I sampled participants in two ways: NAfME and social media. In February 2020, I
applied to NAfME’s research assistance program for their approval and aid in
disseminating the study to their members within the targeted demographic of this study. I
purchased access to a filtered membership list filtered with criteria labeled Elementary
Only and General Music. I received financial assistance to purchase list access with a
grant from the American Center for Elemental Music and Movement (ACEMM). On
March 9 NAfME approved the research assistance request, but in mid-March when the
nation’s responses to the outbreak of the COVID-19 pandemic included most schools
halting in-person instruction—NAfME sensitively opted to temporarily suspend their
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administration of all research surveys. On April 7, though most everyone was continuing
to grapple with suspending in-person teaching and learning, NAfME resumed research
administration.
NAfME emailed potential participants the invitation to participate in the study
(see Appendix D), which included information about voluntary consent and a link to
complete the survey (see Appendix E). On April 24, NAfME sent a follow up email to
the same email list. Simultaneously to both email distributions from NAfME, I posted the
same invitation to participate with a link to the survey to the two Facebook groups “I’m
A General Music Teacher” and “Elementary Music Teachers.” I chose these two groups
because I had participated in them for several years prior to commencing this study and
knew from experience that the membership of these groups represented my targeted
participants. Additionally, prior practice of the groups’ norms included moderators’
facilitation of research participation by posting of surveys. From the members of the two
Facebook groups, 12 members of those groups commented that they shared the survey
link to their own personal Facebook pages, potentially resulting in snowball sampling.
Persons became official participants in the study by clicking “agree” to indicate
their consent in the first survey question and replying within the study parameters in the
second and third survey questions. If they clicked into the survey but decided against
participating in the study, they clicked “disagree” to exit the survey or closed the browser
page. As indicated in the invitation and consent process, volunteer participants knew they
could leave the survey at any point without penalty. They also knew their responses could
be anonymous or, if opting to consent for Phase II, identifiable by the researcher. Each
participant received a note of thanks as they exited the completed survey.
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Quantitative Data Collection and Analysis
I opened the survey between April 14 and May 1, 2020 using Survey Monkey as
my digital data collection tool. I collected and stored all participant consent information
within the security functionality of Survey Monkey.
I was poised to consider different statistical analyses dependent on the number of
participants completing 100% of the required survey items, including a median for
central tendencies and separate samples t-tests or chi-squares to answer research
questions 1-3. This was due to the categorical, ordinal nature of the three required Likerttype items in the survey (i.e., adequacy of physical classroom space by type, frequency of
use of non-locomotor movement, frequency of use of locomotor movement), as well as
the inclusion of items with dichotomous responses (e.g., Title I school or non-Title I
school). For example, if demographic responses (e.g., state/NAfME region, teacher
experience, school type) resulted in unbalanced representation, I would sum occurrences
of the dependent variables, including either dichotomous responses or Likert ratings,
across individual examples to produce scores with interval properties. I intentionally
designed the variables and related survey questions to generate ordinal data to allow for
nuances in participant perception of ranking labels. I used the IBM Statistical Package for
the Social Sciences for all statistical analysis and quantitative data management.
I planned to protect participant anonymity by assigning a Phase I participant
number generated by Survey Monkey based on the order in which participants completed
the survey. I kept all data on a password-protected computer and only shared the
individual participants’ quantitative results with my academic advisor, statistical
committee person for his guidance during analysis, and additional members of my
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dissertation committee as they requested. Using the TU IRB-approved invitation and
consent process to confirm Phase II participants at the time of their consent, participants
understood their roles would be for a 20-minute survey at a time and digital platform
convenient for them. All but six items (i.e., item numbers 21, 22, 23, 25, 26, and 27) were
required to continue advancing through the survey. Each of the optional six were openended response format, with corresponding text boxes for participants’ typed responses.
Phase II: Qualitative Design
As is common when researchers apply a sequential-explanatory design, I sought
to connect the quantitative phase of the design to the qualitative phase. In this study, I
sought to achieve the connection by ensuring that Phase I participants’ responses to the
survey informed the participant selection for Phase II and by directly recruiting Phase II
participants from the Phase I pool. Through purposefully sampling Phase II participants, I
examined potential participants’ teaching settings in relation to the first three research
questions to achieve stratified and rich individual participant voices in Phase II that
illuminated the depth of the statistical test results from Phase I. I reviewed their openended responses to the six optional survey items as needed to select participants. To
address the eighth research question, I sequentially integrated Phase I data with Phase II
data to complete the mixed method research design.
Qualitative Sampling
A priori, I sought to create a nested, stratified, purposive sample (Onwuegbuzie &
Collins, 2007; Teddlie & Yu, 2007) of 18 participants from Phase I who completed the
survey at 100% rate and who also indicated their interest in participating in Phase II (i.e.,
item number 28 on the survey). From among participants in Phase I expressing interest in
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participating in Phase II, I planned to categorize them based on the following criteria:
frequency of movement (i.e., little-to-no, moderate amount, every class), school
socioeconomic status (i.e., Title I, non-Title I), class size (i.e., small, medium large),
physical space type (i.e., dedicated music room, non-dedicated music room), and
specialized music teacher professional development (i.e., yes to at least one specialized
certification, no to any specialized certification). I assigned three teachers to one of six
participant groups as shown in Row 1, Table 2. In the event that more than three Phase I
participants were to meet eligibility criteria within one of the six groups for Phase II
participation, I planned to return to the six open-ended items on those participants’ survey
to select three with the richest replies regarding the extent to which those either further
explained the Phase I results or provided an outlying perspective not indicated by the
quantitative data. See Table 2 for Phase II participant distribution plan.
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Table 2
Phase II Participant Distribution Plan
Group 1

Group 2

Group 3

Group 4

Group 5

Group 6

Participant

Participant

Participant

Participant

Participant

Participant

1-3

4-6

7-9

10-12

13-15

16-18

Moderate

Every

Moderate

Every

Amount

Class

Participant
Groups

Frequency of
Movement

Little to No

Little to No
Amount

Class

Use
School SES

Class Size

Title I School

Non-Title I School

At least one teacher who reports small

At least one teacher who reports small

class size and one who reports large

class size and one who reports large

class size

class size

At least one teacher who reports a

At least one teacher who reports a

dedicated music room and one who

dedicated music room and one who

reports teaching without a dedicated

reports teaching without a dedicated

music room.

music room.

Physical
classroom
Space

Professional

Within the School SES individual teacher groups,

Development

I included at least one certified teacher and one non-certified teacher.

I strove to protect participant anonymity by converting their Phase I participant
number to a new number from 1 to 18 until their individual interviews were completed, at
which time I converted the number to a pseudonym and kept all data on a passwordprotected computer. I planned to share the individual participants’ qualitative results with
my academic advisor, peer auditor, and additional members of my dissertation committee
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as they requested or if I required if seeking their guidance during analysis. I included
survey and interview excerpts within the dissertation with all identifying information
redacted.
Using the TU IRB-approved invitation and consent process to confirm Phase II
participants at the time of their consent, participants understood their roles would require
30 minutes online or telephone interview using a mutually convenient platform at a
mutually convenient time, and an additional 20 minutes for each to member check of
transcribed interview, pseudonym, and read the final dissertation that featured content
from their interview.
Qualitative Data Collection and Analysis
TU IRB approved my eight-item semi-structed interview protocol (see Appendix
F), which I used to further explore how elementary general music teachers describe the
influence of this study’s independent variables (i.e., school socioeconomic status,
classroom space, class size) on their choices to use two type of movement (i.e., nonlocomotor, locomotor). By using a semi-structured interview approach, the interview
protocol included flexibility to reword the questions to ensure the participants’ responses
would be grounded in the results from the quantitative phase (Creswell, 2013) and to
address research questions five, six, and seven; and allow for follow-up questions to tap
into rich information from the interview questions or their open-ended survey responses.
I planned to begin Phase II within three weeks of the close of the survey, May 1,
2020. In the midst of COVID, I remained on schedule and recruited Phase II participants
between May 22 and June 13, 2020. I established a schedule for interviewing,
transcribing interviews verbatim from the video or audio recordings, emailing the

42
transcript to the respective participant for member check, and requesting a return
confirmation with a two-week time frame.
To analyze interview data, I chose a six-step process of thematic analysis (Braun
et al., 2019) to connect phases of the sequential explanatory design, to bring an
interpretive analysis to the exploration of participants’ rich descriptions as conceptualized
thematic elements, and to organize thematic elements into representative meaning units,
lower order themes, and higher order themes. By approaching the qualitative data through
thematic analysis, I connected the quantitative data from Phase I with the qualitative data
from Phase II interviews to address the three qualitative research questions. The process I
used for the thematic analysis is described below. I also prepared to integrate the findings
from both quantitative and qualitative portions by continually revisiting Phase I results to
keep them in the forefront of my mind during Phase II. As the final Part of Phase II and
to address the eighth research question, I integrated the findings from both the qualitative
and quantitative portions to merge and interpret the results in December 2020.
1. Familiarization: I transcribed all transcripts and uploaded them into the
Dedoose software. I re-read all the transcripts and began the thematic
analysis process by noting patterns and repeated words in a reflexivity
journal.
2. Coding: I compiled the list of repeated words from the familiarization
process and categorized them by repeating concepts or ideas. For example,
for the idea of classroom management, repeating concepts could include
control, discipline, behavior, or rules. I compared this list to the a priori
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codes and began coding within Dedoose. I began making inferences about
how the codes may answer the research questions (Salmona et al., 2020).
3. Generating themes: I reviewed all codes and concepts with a peer reviewer
and considered how the repetitions of the codes relate to one another. I
grouped related codes as child codes and named parent codes with the
overarching lower order theme. I captured a version history of code
combinations within my reflexivity journal.
4. Review Themes: I began to identify commonalities in the lower order
themes as they answered the research questions.
5. Define and Name Themes: I considered the lower order themes in relation
to each of the individual interviews. I returned to the transcripts and
considered the content, topics, and direction of each of the interviews and
the extent to which the theme encapsulates the patterns of meaning in each
participant’s narrative.
6. Write Up: I crafted the findings in Phase II within this dissertation
document to stitch together the participants’ narrative data and my
subsequent analysis as the conclusion to the thematic analysis.
Data Mixing
Through a pragmatic and iterative analytic process, I used Dedoose to look for
patterns between and among the quantitative data and qualitative data. I transmuted
coded qualitative data into quantitative data, a process known as quantitizing (Tashakkori
& Teddlie, 2003). I used Dedoose’s code application tables to quantitize the qualitative
themes based on their frequency and relevancy to Phase I results and to each other.
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Quantitizing is the process of transmuting coded qualitative data into quantitative data
(Tashakkori & Teddlie, 2003). I then mapped the quantitized data segments onto the
survey responses to look for similarities and differences between Phase I and Phase II
results.
Legitimation
Through all steps in this research, I consistently worked to achieve legitimation.
In mixed methods research, the term legitimation functions as a synonym to validity—a
quantitative term, and trustworthiness and credibility—qualitative terms (Onwuegbuzie
& Johnson, 2006). Legitimation is the continual process of assessing the research study
design, data collection and analysis techniques, and interpretation of results (Ivankova,
2014) I achieved sample integration legitimation through a representative sampling of
Phase II participants from Phase I. I achieved weakness minimization (Greene, 2007) by
maximizing the strengths of the qualitative approach (i.e., individual participant
interviews to dimensionalize the investigation of the participants’ choices to use
movement and semi structured interview protocol to provide flexibility to explore
previously unanticipated variables related to teachers’ choices) in completing following a
sequential explanatory design that initially prioritized the quantitative approach. Finally, I
achieved paradigmatic mixing legitimation that organized the quantitative and qualitative
approaches “into a usable package” for my research (Onwuegbuzie & Johnson, 2006, p.
57). By pragmatically combining my axiological motivation for a mixed method study
(e.g., quantitative value-free phase vs qualitative value-informed phase), my
methodological approaches to data collection and analysis (e.g., applying deductive vs.
inductive logic), and rhetorical considerations in writing this document (e.g., my formal

45
writing style vs. informal sharing of participants’ voices) I was further able to achieve
paradigmatic mixing legitimation by applying a pragmatic worldview and conducting
research accordingly.
Credibility
Credibility ascertains the degree to which qualitative research findings
characterize true information gathered from the participants’ data and represent an
accurate explanation of the participants’ original perspectives (Lincoln & Guba, 1985).
By triangulating with the primary investigator, conducting member checking of interview
transcripts, and collecting data through multiple methods (e.g., open-ended survey
questions and interviews), I achieved credibility for the data analysis of Phase II. To
reflect the deductive nature of the research questions, I derived and defined codes a priori
from related literature and pilot study results (Miles et al., 2019); however, I was open to
additional inductive codes emerging during the open coding and thematic analysis (Braun
et al., 2019; Creswell & Poth, 2018). See Appendix H for a priori codes. I transcribed and
analyzed the interviews using an explanatory sequential approach (Creswell, 2013),
which allowed for the qualitative data to inform, reinforce, or contradict the results of the
quantitative data through participant voice and depth of understanding. The qualitative
data from both the survey and interviews were interpreted through a thematic analysis
which provided me with the flexibility to make informed choices throughout the process
of data collection, identification, and interpretation as guided by my research questions
(Braun et al., 2019).
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Data Security
I committed to storing all Phase I and Phase II data on a password-protected
computer to prevent unauthorized access. I designed the computer system to remain
protected with antiviral and antimalware software and to maintain a firewall on the
operating system throughout the course of the study, ending in May 2021. I also have
committed to deleting all data for this study after six years (May 2027).
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CHAPTER 4
RESULTS
In this chapter, I present the results in four sections: Phase I Quantitative Results,
Phase II Qualitative Results, mixing of data, and thematic elements. The first sections on
Phase I and Phase II include descriptive data about the respondents, with the Phase I
section containing statistically significant quantitative results, and the Phase II section
reporting open-ended survey replies, and interview responses. See Appendix B to review
the survey in full.
Phase I: Quantitative Results
To protect participants’ identity and maintain confidentiality, I assigned each
Phase I participant a number (i.e., 1 through 251). Among the participants 106 indicated
their interest in participating in the Phase II interview; 28 qualified based on a priori
criteria. I assigned a second number temporarily to each of those (i.e., 1 through 28).
From the pool of 28, 17 agreed to participate and became Phase II participants. Once the
17 Phase II participants consented and completed their individual interview, I established
a pseudonym in place of the Phase II participant number (e.g., Peggy, Adam, Jamie). In
the section that follow, participants’ quotes associated with a number indicates a Phase I
response and answers matched with a name indicate a Phase II response.
Phase I Participant Demographics
Through the first 12 questions of the survey, participants reported on demographic
information, including the following: their school’s School Title I Status, geography,
school type, years of teaching experience, number of minutes of instructional time,

48
school setting, and grades taught. In the next section I present the demographic results for
Phase I of this study.
School Title I Status
At 65%, the majority of respondents (n = 163) were from schools classified as
Title I. The demographics reported by participants in this study mirror the national
distribution of Title I schools according to the National Center for Education Statistics
(NCES) report in 2017-2018, with 69.7% of United States schools qualifying for the Title
I program. The distribution of schools by Title I status is shown in Figure 2.
Figure 2
Phase I School Title I Status Distribution

SCHOOL TITLE I STATUS

35%

Non-Title I School
Title I School

65%

School Type
At 88%, the majority of respondents (n = 221) were from public schools.
Participants who taught in a private school comprised 9% of the respondents (religious n
= 13, non-religious n = 9), and participants who taught in a charter school, 3% (n = 7).
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The demographics reported by participants in this study mirror the distribution of the
national population of teachers according to the most recently available National Center
for Education Statistics (NCES) 2017-2018 report (National Center for Education
Statistics, 2018), with 82% teaching in public schools, 13% in private schools, and 5% in
charter schools. Comparatively, non-public-school teachers participated in this study at a
slightly higher percentage than reflected in the national distribution. (NCES, 2018) The
distribution of teachers by school type for this study is indicated in Figure 3.
Figure 3
Phase I Percentages of Participants’ School Types

3% 4%
5%

Charter
Private- Not-Religious
Private- Religious
Public

88%

Geographic Location by NAfME Region
Phase I participants reported living in one of 45 states in the United States.
Delaware, District of Columbia, Hawaii, North Dakota, and Wyoming were not
represented in this study. Regardless if participants were members of NAfME at the time
of data collection, I used NAfME’s groupings of six federated state associations (i.e.,
Eastern, North Central, Northwest, Southern, Southwestern, and Western) to group the
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reported 45 states into regions, as shown in Figure 4. See Appendix G for a table of
region assignments by state.
Figure 4
Phase I Percentages of Participants in NAfME Regions

4%

8%

Western
Northwest

33%

10%

Southwestern
North Central

Southern
20%

Eastern

25%

Grades Taught
Participants reported varied grade levels assigned to schools in which participants
were teaching. Some participants reported their teaching assignments included preKindergarten children as part of their building community, while others reported teaching
traditional middle school grades up through 8th grade students. Still others taught both or
neither of these groups. As shown in Figure 5, the majority of participants in this study
taught only Kindergarten through 6th grade (n = 152), while an additional 36% also taught
pre-Kindergarten children (n = 67).
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Figure 5
Phase I Grades Taught as Reported by Participants

4%
13%

PK+Elementary+ Middle Grades
Elementary+ Middle Grades
PK+Elementary
23%
60%

Elementary Grades Only

Career Employment
Participants reported their years of experience in their current setting and their
total number of years teaching (i.e., career employment). The mean for years of career
employment across all participants was 15.4 years. The frequency of years in career
employment is depicted in Figure 6.
Experience in current employment ranged from 1 to 40 years and career employment
ranged from 1 to 41 years, with 61.9% of respondents reporting 10 or fewer years of
experience in their career employment.
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Figure 6

Years of Experience

Phase I Frequency of Years of Career Employment
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Instructional Minutes
Participants reported their average weekly instructional minutes across all classes, with
53% of the respondents (n = 131) reporting between 41 and 60 minutes per week. One
person responded with an average of one minute, which I interpreted as a
misunderstanding of the question or a typo. Omitting that participant’s response did not
impact the rounded percentage average. Figure 7 illustrates participants’ report of their
weekly average instructional minutes.
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Figure 7
Phase I Percentage of Weekly Instructional Minutes

19%

40 or less
41-60
53%

61+

28%

School Setting
Reporting school setting, 52% of participants (n = 49) listed employment in a
suburban school setting, 29% in a rural setting, and 19% in an urban setting. Participants
in this study reported teaching in settings with frequencies that differ from the national
landscape as reported in 2010 by the National Center for Education Statistics (i.e., 34%
in suburban setting, 24% in a rural setting, 29% in an urban setting). Figure 8 illustrates
the representation of Phase I participants’ school settings.
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Figure 8
Phase I Percentages of School Setting

19%

Rural
Suburban
52%
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Personal Experiences in Movement
Participants reported the extent to which personal experiences with movement
influence their use of movement in their teaching: 10% (n = 25) reported “Extremely,”
26% (n =66) reported “Very Much,” and 37% (n = 93) reported “Moderately.”
Participants reported “Slightly” or “Not at All” at 17% (n = 44) and 10% (n= 24),
respectively. Figure 9 shows the frequency of influence of personal experience as
reported by participants.
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Figure 9
Phase I Extent of Influence from Personal Experience
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Specialized Music Teacher Professional Development/ Teacher Educators
Participants reported their experiences with specialized formal music teacher
professional development, and whether they were a teacher educator, instructor, or trainer
in one or more specialized music teacher approaches (see Figure 10). Of the participants
who answered “Yes” to having taken a specialized professional development (n = 111),
11% (n = 27) also reported holding a position as a specialized music professional
development teacher educator (see Figure 11).
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Figure 10
Phase I Percentage of Participants with Specialized Music Teacher Professional
Development
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Figure 11
Phase I Percentage of Teacher Educators for Specialized Music Teacher Professional
Development
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Adequacy of Physical Space
General Music teachers in this study reported multiple assigned buildings and/or
teaching spaces within the same building simultaneously, resulting in an increase from a
minimum expected value of 215 based on the number of Phase I participants to the
number of teaching spaces they reported to an observed value of 367. They also reported
both the type of physical classroom space or spaces in which they teach and the adequacy
of each space. The 251 participants reported their 367 assigned teaching spaces as a
designated music classroom (n = 221), shared space with other arts classes (n = 48), stage
(n = 67), using a mobile cart to push into other classrooms (n = 26), or other spaces (n =
5) such as gymnasiums or cafeterias. Participants who reported being assigned to a
designated music classroom rated the physical classroom space as “Good” or “Excellent”
80% of the time, while push-in (on a cart) received a rating of “Fair,” “Poor,” or “Very
Poor” 85% of the time. Figure 12 illustrates the participants’ ratings of adequacy of
physical classroom spaces by type.
Figure 12
Phase I Adequacy of Physical Classroom Space by Type
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Average Class Size
Participants were asked to report their average class size. Results for class sizes
were grouped as Small (17 or less students), Medium (18-24 students) or Large (25 or
more students) as shown in Figure 13.
Figure 13
Phase I Class Size
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Research Question 1 Results
Research Question 1: To what extent does variance in school socioeconomic status
significantly relate to the use of movement by type in elementary general music classes?
To determine the effect of school socioeconomic status as established by Title I
status on the use of movement by type (i.e., locomotor, non-locomotor), I performed
separate samples t-tests for each of the seven different types of movement (see Chapter
2). Title I participants used non-locomotor moving the steady beat while seated (M =
4.41, SD = .61) statistically significantly more frequently compared to Non-Title I
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participants (M = 4.23, SD = .73), t(251)=1.99, p = .047. I calculated Cohen’s d for this
statistic and found a small effect size (d = .26). Moving the steady beat while seated was
measured to be a statistically significant frequent response of movement use overall in
general music settings. There was also a significant difference for Title I participants in
their use of locomotor choreographed ensemble dances to songs (M = 2.69, SD =1.05)
compared to Non-Title I participants (M = 2.35, SD = 1.03), t(251). That statistic also
had a small effect size (d = .34). No statistically significant differences between Title I
and Non-Title I participants for showing pitch relations or melodic contour with hands,
conducting, using body percussion, moving with flow, dramatizing movement, traditional
dancing, locomoting in shared space, creative/exploratory movement, or dramatizing
movement existed between Title I and non-Title I participants. Table 3 displays the
means, standard deviations, t statistics, probability and effect size for school
socioeconomic status and movement type.
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Table 3
Separate Samples t-test Between School Title I Status and Movement Type
Type of
Movement

Non-Title I
M

Moving steady
beat while
seated
Showing pitch
relations or
melodic
contour with
hands

4.23

SD

Title I
M

SD

t-test

Non-Locomotor
.61
1.99

Probability

Cohen’s d

.047

.26

.73

4.41

3.70

.99

3.66

.92

.339

.735

-

Conducting

2.35

.79

2.56

.89

1.71

.088

-

Using body
percussion
Moving with
flow
Dramatizing
movement
Gesturing to
songs

3.73

.86

3.88

.85

1.23

.222

-

3.45

.86

3.50

.91

.41

.680

-

.97

2.82

.87

.75

.452

-

1.05

3.71

.98

.55

.480

-

2.91
3.64

Locomotor
Traditional
dancing
Locomoting in
shared space

3.23

.88

3.21

.91

.128

.899

-

3.46

1.00

3.40

1.06

.432

.666

-

Creative/
exploratory
movement
Dramatizing
movement
Choreographed
ensemble
dances to songs

3.08

1.13

3.18

.99

.706

.481

-

2.67

.97

2.77

.94

.791

.430

-

2.35

1.03

2.69

1.05

2.37

.018

.34

Cohen’s d is interpreted as small (.2), medium (.5), and large (.8) for this study (Cohen,
1969).
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Research Question 2 Results
Research Question 2: To what extent does variance in physical classroom space
significantly relate to the use of movement by type in elementary general music classes?
To determine the effect of type of physical classroom space on the use of
movement by type, I performed separate samples t-tests for each of the 12 different types
of non-locomotor and locomotor movements by each of the four types of assigned
physical classroom spaces participants’ reported (i.e., dedicated music classroom, a
shared space with other arts classes, push-in to a homeroom (on a cart), or a stage). There
was a significant difference for participants who were not in a dedicated music room in
their use of non-locomotor showing pitch relations or melodic contour with hands (M =
4.09, SD = .94) compared with participants in a dedicated music room (M = 3.63, SD =
.94). There was also a significant difference for participants in a dedicated music room in
use of locomotor choreographed ensemble dances to songs (M = 2.66, SD = .94)
compared with participants who did not have a dedicated music room (M = 1.77, SD =
.97). Participants teaching in both a shared arts space and push-in demonstrated a
significant difference in the use of non-locomotor moving with flow (M = 3.75, SD = .84;
M = 3.96, SD = .69) compared with participants who did not teach in a shared space (M =
3.42, SD = .89; M = 3.43, SD = .89). There were no statistically significant differences for
teachers on a stage and use of movement by any type. Table 4 displays the means,
standard deviations, t statistics, and probability for physical classroom space and use of
movement by type.
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Table 4
Separate Samples t-test Between Physical Classroom Space and Movement Type
Type of
Movement

Dedicated
Music Room
M

Showing pitch
relations or
melodic contour 3.63
with hands

SD

.94

Not in a
Dedicated
Music Room
M
SD

4.09

t-test

Non-Locomotor
.86
2.21

Probability

Cohen’s d

.028

.31

.000

.89

Probability

Cohen’s d

.026

.35

Probability

Cohen’s d

.005

.76

Locomotor
Choreographed
ensemble
dances to songs

2.66

1.02

Shared Space

M

SD

1.77

.97

3.87

Not in a
Shared Space
M

SD

t-test

Non-Locomotor
Moving with
flow

3.75

.84

3.42

.89

2.23

Push-In (On a Not Push-In
cart)
(Not on a cart)

M

SD

M

SD

t-test

Non-locomotor
Moving with
flow

3.96

.69

3.43

.89

2.81
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To determine the strength of the linear relationships between the ratings and the
amount of use by type, I computed Pearson correlations. To interpret the correlations
calculated in this study, the higher the magnitude of a positive correlation, the more
frequently participants reported use of the type of movement rating, the more positively
they rated their physical classroom space. While several correlations were moderate
between physical classroom space and type of movement, those results were likely
skewed by the disparate sample sizes of teachers assigned to different physical classroom
spaces. That is, there were many more participants reported teaching in a designated
music room compared with the participants teaching in shared spaces, push in, and stage
skews the overall sample’s results. However, the correlations demonstrate more
statistically significant occurrences of teachers using locomotor movement in designated
music rooms than in other spaces. The results of the Pearson correlations are shown in
Table 5.
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Table 5
Pearson Correlations for Physical Classroom Space Type by Movement Type

Steady Beat-Seated
Pitch/ContourHands
Conducting
Body Percussion
Moving with flow
Dramatizing
movement
Gestures to songs
Traditional Dancing
Locomoting
Creative/Exploratory
Dramatizing
Choreographed
Note: *p<.05; **p<.01

Designated
Shared Space
Music Room
Non-Locomotor
.049
-.057

Push In

Stage

.097

.107

-.068

.171

.281

.329**

.043
.104
.117

-.148
.072
-.223

.427**
.243
.313

.190
.196
.029

.139*

-.155

.511**

.047

.090

-.259
Locomotor
-.120
.-168
-.306*
-.330*
-.036

.297

-.074

.087
-.037
.069
.308
.219

.280*
.030
-.040
.147
.375**

.214**
.200**
.169*
.157*
.216*

Research Question 3 Results
Research Question 3: To what extent does variance in class size significantly relate to the
use of movement by type in elementary general music classes?
To determine the effect of type of class size on the use of movement by type, I
performed 36 separate samples t-tests—one for each of the different types of nonlocomotor and locomotor movements by participants’ indication of average class size.
Seeking a balanced ratio of participant in the distribution of class sizes, I grouped classes
of 15 or less as small, medium as 16-20, and large as 21 or more. There were no
statistically significant differences between class sizes and type of movement. To
determine if there was a relationship between the use of a specific type of movement with
class size, I performed a Pearson correlation, which revealed very few statistically
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significant relationships as shown in Table 6. Modest but statistically significant negative
correlations existed between the non-locomotor dramatizing movement and the class size,
as well as locomotor creative/exploratory movement and class size. Teachers with larger
class sizes reported less use of both types of movement compared to teachers with
smaller class sizes.
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Table 6
Pearson Correlations for Class Size by Movement Type
Pearson Correlation
Non-Locomotor
Moving the steady beat while seated
.080
Showing pitch relations or melodic contour with hands
(e.g., Curwen-Glover solfege hand signs, gesturing
melodic contour in the air)
Conducting
Using body percussion
Moving with flow
Dramatizing movement (e.g., storytelling, miming,
tableaus)
Gesturing to songs (e.g., fingerplays, choreographed
motions to illustrate song words)
Locomotor
Traditional dancing (e.g., play parties, salsa, line dancing,
Ceilidh)
Locomoting in shared space (e.g., traveling in time to an
external sound source, Dalcroze Eurythmics)
Creative/exploratory movement (e.g., Laban efforts,
moving with flow, interpretive dances)
Dramatizing movement (e.g., storytelling, miming,
tableaus)
Choreographed dances to songs (e.g., show choir, music
theater)

.-.102
.023
-.024
.012
-.132*
-.024

-.122
.061
-.198**
-.109
-.033

Research Question 4 Results
Research Question 4: To what extent do school socioeconomic status, physical classroom
space, and class size in combination explain the variance in the use of movement in
elementary general music classes?
To determine correlations between each of the three variables of socioeconomic
status, physical classroom space, and class size with movement, I conducted a multiple
regression. As noted in the results for research question 2, the large majority of
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respondents reported teaching in a dedicated music room, which did not allow for
physical classroom space to function as a predictor within the sample as a whole. I was
able to address that by conducing separate multiple regression for each of the seven types
of locomotor and 5 types of non-locomotor movement and whether or not the teacher
taught in each of the four physical classroom spaces. I calculated multiple linear
regression to predict use of movement type based on school socioeconomic status,
physical classroom space, and class size. A significant regression equation was found
with an R2 of .074. Teachers in Title I schools with dedicated music rooms use more
moving with flow and showed the only significant correlation of the variables in
combination.
Table 7 displays the Correlation Coefficients, B, Standard Error, and statistical
significance.
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Table 7
Multiple Regression for School Socioeconomic Status, Physical Classroom Space, and
Class Size

Does your school
qualify for Title I status
under the schoolwide
program? (i.e. Children
from low-income
families make up at
least 40% of your
school's enrollment)
Across all of the classes
you teach, what is the
average number of
children in your general
music classes? (Round
to the nearest whole
number)
Music Room

a

Coefficientsa
Unstandardized
Standardized
Coefficients
Coefficients
B
Std. Error
Beta
.327
.142
.149

t
2.303

Sig.
.022

-.006

.014

-.028

-.430

.668

-.914

.236

-.249

-3.870

.000

R = .294, Adjusted R2 = .074, p = .000
Additional Results
Experienced elementary general music teachers (i.e., teachers with used more

Conducting, Dramatizing Movement, and Choreography. Participants who had been
teaching longer than 8 years’ experience used more non-locomotor Conducting (r =
.253**), Dramatizing Movement (.166*) and locomotor choreographed ensemble dances
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to songs (r = .178**) than teachers with less experience used those types. Finally, school
setting (i.e., suburban, urban, rural) had no significant effect on type of movement
elementary general music teachers in Phase I reported using.
Phase II: Qualitative Results
I created a nested, stratified, purposive sample of 17 participants from within the
participant pool indicating interest in follow-up interviews. Though unable to achieve the
a priori criteria in the cases of physical classroom space and class size for each of the six
groups, I achieved a balanced representation for those two criteria within the
subgroupings of Title I and Non-Title I schools. While I originally strove for 18 Phase II
participants, after contacting 28 potential candidates, 17 completed individual interviews.
They demonstrated a range of class sizes, physical classroom spaces, and professional
development backgrounds.
At the outset of the Phase II recruitment process, I was not aware of participant
identities until they chose to share their name with me in an email reply. I discovered that
I had prior associations with two of the candidates, one as a passing acquaintance from
my service to the American Orff Schulwerk Association and another from a regional Orff
Chapter. I minimized any personal conversation within the interview itself and sought to
conduct interviews with them in the same manner as the other 15 previously unknown
participants.
All participants consented to interview recording, 15 of which were video
recorded on Zoom and 2 on an external audio recording device. Following the semistructured interview format, participants answered the same initial set of questions. Based
on the direction of the conversation, some participants answered additional questions of
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clarification or to provide elucidation according to comments from the Phase I survey,
such as “Can you tell me more about that?” or “Would you tell me an experience you had
in your classroom with that?” Additional questions, while framed open-endedly, returned
the conversation toward addressing the respective interview question or broader research
question. Interview recordings provided 14 hours of interview data, which resulted in 168
pages of transcription, averaging nine pages per interview. Most participants requested to
receive transcripts via email as an attached Microsoft Word file, and one participant
requested to review their transcript via Google Docs. All 17 replied to requests for
member checks and accepted their assigned pseudonym. Five participants offered content
corrections or clarifications, and one corrected grammatical content. Aside from those
changes, all results are shown with grammatical, colloquial, or syntactical quotes as
stated by the participant. In the following sections, readers will find Phase II
demographic information followed by Phase II results.
Participant Demographics
I gleaned participant demographic information from participants’ Phase I survey
responses from content I used when establishing eligibility during the Phase II participant
selection process. I confirmed all Phase I demographic responses during Phase II
participant interviews. Tables 8 and 9 display demographic and setting information for
Phase II participants in Title I and Non-Title I schools, respectively.

71
Table 8
Phase II Participant Demographics: Title I School Teachers
Pseudonym
(Grades
Taught)
Peggy (K-5)
Adam* (35)
Christy
(PK-8)
Rachel (K5)
Lydia (PK5)
Clara* (PK5)
Jennifer*
(PK-5)
Claudia
(PK-5)
Samantha
(K-5)

Note

Physical
Classroom
Space
M

Average
Class Size
L

School
Type
P

M

L

M

Location
SW

Years of
Experience
9

Average
Minutes
per Week
100

School
Setting
U

Personal
Experience
S

Music PD
N

P

E

15

86

S

V

Y

S

P

NW

10

60

R

N

N

M

M

C

NC

1

90

U

S

N

M

L

P

E

35

100

U

E

N

PI

L

P

E

41

40

U

E

Y

S

L

P

S

15

45

S

V

Y

M

L

P

W

34

30

U

V

Y

M

L

C

E

16

40

U

V

Y

• = Teacher Educator
P = Public, C = Charter, PR = Private Religious, PNR = Private Non-Religious
E = Eastern, S = Southern, NC = North Central, W = Western, NW = Northwestern, SW = Southwest
U = Urban, S = Suburban, R = Rural
E = Extremely, V = Very Much, M = Moderately, S = Slightly, N = None
M = Music Room, PI = Push-in, S = Shared space
S = Small, M = Medium, L = Large
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Table 9
Phase II Participant Demographics: Non-Title I School Teachers
Pseudonym
(Grades
Taught)
Jamie (PK8)
Ellen (2-8)
Lauren (18)
Nancy
(PK-5)
Judy* (PK3)
Linnea (K8)
Anna (PK5)
Alani (PK5)

Note

Physical
Classroom
Space

Average
Class Size

School
Type

Location

M

S

PR

NW

9

70

R

M

Y

M

L

P

S

38

60

S

V

N

S

S

PR

E

15

75

R

M

Y

M

L

P

S

40

40

S

S

N

M

S

PNR

E

39

80

S

M

Y

M

L

C

NC

8

90

U

E

Y

M

L

P

SW

7

55

S

E

Y

M

M

P

W

26

60

R

M

Y

Average
Years of
Minutes per
Experience
Week

School
Setting

* = Teacher Educator
P = Public, C = Charter, PR = Private Religious, PNR = Private Non-Religious
E = Eastern, S = Southern, NC = North Central, W = Western, NW = Northwestern, SW = Southwest
U = Urban, S = Suburban, R = Rural
E = Extremely, V = Very Much, M = Moderately, S = Slightly, N = None
M = Music Room, PI = Push-in, S = Shared space
S = Small, M = Medium, L = Large

Personal
Experience Music PD
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Research Questions 5-7 Results
How do music teachers describe the purpose of the use of different movement types in
elementary general music classes? How do music teachers describe the benefits of the
use of different movement types in elementary general music classes? How do music
teachers describe their challenges in the use of different movement types in elementary
general music classes?
Applying thematic analysis to the interview transcripts, I reduced data to 31
representative meaning units. Those units characterize the teachers’ descriptions of the
purpose, benefits, and challenges of the use of movement in elementary general music
classes. Each representative meaning unit is introduced with a brief description and
examples of participant voices illustrating the salience of the unit. In this section, I share
the 31 representative meaning units, concluding with a discussion of how these
representative meaning units generated the lower and higher order themes.
Representative Meaning Units
1. Teacher identity and personal experience. Participants described their personal
experiences with movement outside of their roles as educators and shared the extent to
which various encounters influenced their choices to use movement in their general
music classrooms. Participants reflected on childhood experiences with movement,
including both formal experiences such as dance classes or gymnastics, but also
influences of family traditions at weddings or in free play with other children. Following
are some of their responses.
Adam described his experiences with movement as that of an observer, but also
noted an increased awareness from that exposure.
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I came to movement as an adult. But I was aware of movement as a child.
My sister is 4 years younger and she had been involved in dance since
she was 5 and continued right through college. She works in a dance
studio currently. So I've been around dance, but like as a passive
observer.
Lydia shared about the influence of her family on her formation as a dancer.
I also in my family also sang a lot. Just sang. And at parties who always
danced. You know, I learned about cha cha’s and merengues and
mambos from watching my older aunts and uncles dancing.
Anna shared her early struggles with movement. She explained that she always had a
desire to be more successful.
So movement has always been important to me because I've always been
bad at it. If that sounds crazy. I mean, I was never the most coordinated
child. We started dance lessons when I was a child, it was not for me. But
I always wanted to be somebody who could purposely move. Um, and so
as a child, I kind of struggled with seeing all my friends, taking these
ballet classes these gorgeous dancers and me being like, “Can't do that.”
Alani also reflected on her struggles with movement.
Growing up as a kid, I was in a middle-class neighborhood. All the other
girls were taking gymnastics and jazz dance and tap lessons. I went
through the whole series of different little movement and dance lessons.
Always felt like I was pretty uncoordinated when it came to major sports
and things. I kinda wrote myself off as a movement person per se,
because of the sports side of things. And then, I came to learn about
myself, that I’m very much a kinesthetic learner.
Claudia recalled the role of movement in her childhood street games and how that
integration has changed over time.
I lived in Buffalo; I had a city block with tons of kids on it. We played
outside all the time. All the time we were constantly playing movement
games and they was singing like, you know these things like “The Farmer
in the Dell,” “Salt and Pepper” and “The Museum” and “Red Rover”
and all these childhood games—“Ring Around the Rosy” as a very little
kid. So, I think that's what I bring into my teaching is just more my
memories of a childhood with movement and music were just part of life.
Part of regular life as opposed to a discrete activity. So, I don't really
move much now, other than I go for a lot of walks right now.
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Jennifer shared that her experiences with the purpose of movement come from daily
experiences and emotional expression.
I did some gymnastics as a little tiny kid- but I never had any like formal
dance training at all. So, throughout the day, I mean, something like
walking— that's movement to me. Dancing to a song— that is movement
to me. It’s ribbon scarves. I'll put on Bobby McFerrin circle songs and
get out in the backyard and like move with ribbons and scarves and like
cry, ‘cause I just need to do it. So for me, it's really being connected to
the music I'm feeling.
Ellen shared the influence of her dance experience as a child and as an adult.
As a young child, I was always interested in music, and dancing and
singing so that it almost became like one packet for me. Dancing and
music. As I got older into my high school years (this’ll tell you how old I
am), I loved going to the high school dances. I was (still am) a good
dancer and I like, you know, dancing with good partners so my husband
and I have attended salsa classes.
Judy recalled struggling with coordination as a child.
I had ballet as a young child. I have a sister, and we were so
uncoordinated that my grandmother, when she saw a dance recital,
used to call us my two darling hippos. [Laughter] And she was right.
She was absolutely right.
Christy, a reluctant mover as a child, shared how her geographic location influenced her
experiences with movement while growing up.
I was not a mover. Not at all. We lived way back in the boonies and so I
had to walk to the end of a half mile driveway to get the bus. Then we
had to walk back home after school, so that was pretty much the extent
of movement that I would do voluntarily.
Samantha shared insight on the influence of movement on her social interactions.
In my personal life, I met my husband because of dancing. So in 2013, I
realized that I taught social movement in my classes like folk dances, but
I didn't do it personally. So I went to a Bulgarian folk dancing class and
then they pointed me to the contra dance community. So then I became a
member of those. And so dancing, up until the pandemic, was like one of
my primary forms of socialization outside the house.

76

2. Formal professional development. Participants described their personal
experiences with specialized music professional development. Some shared about
studies in advanced degree programs, while others noted the influence of programs such
as First Steps in Music or Kodály or Orff levels. Many participants noted that their
experiences with specialized music professional development was formative in how they
understand the purpose of the use of different movement types. Response examples
follow.
Anna, who cited her personal experiences as having influence on her choices to
use movement in the classroom as “extremely,” became very animated when asked to
share her experiences with professional development.
Oh my gosh! It completely changed everything for me. Orff, first of all,
just opened the realm of possibility for how to teach movement correctly.
And it also, um, not that I had been doing it wrong, but Orff gave me a
better way for me to express myself.
Alani, also certified by the American Orff Schulwerk Association, teaches in a region
with more teachers who are Kodály certified than Orff. She shared her experience on
pursuing different professional development than her colleagues.
I would say that it influenced my teaching movement in great ways. I
definitely am very glad that I’m fully Orff certified. I wonder if I would
have had a different set of foundational skills had I gotten some Kodály
certification first and then added Orff creativity. But, I love that it’s all
creative, all the time.
Jamie described seeking a professional development opportunity to help with curriculum
sequencing and lesson design.
Right now I'm taking a class through Anne Mileski’s Anacrusic. She is an
individual music teacher. She's not affiliated with a group, but she has a
sequencing concept that she uses to craft lessons and work them into a
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macro sequence that you have and make it effective. A lot of that
incorporates active music making, including movement.
Lauren described her professional development experience as illuminative in
understanding the purpose of movement.
When I came to Gordon College— and they're very much heavy on the
Gordon Music Learning Theory, the Feierabend, the Chris Azzara—it
was like, whoa. I know this is off topic but, the first time I experienced my
first summer of graduate school there, and even through the second
summer, I felt like I was on a giant earthquake, because everything that I
had learned in my undergrad was being challenged by rote before note.
Feel it, feel it and then see it.
Adam, also a teacher educator for the American Orff Schulwerk Association, shared his
Graduate study experiences as fulfilling.
I did my EDD at American International College in Springfield Mass,
finishing in 2018. Did a teaching and learning Focus. I did my study in
Orff-Schulwerk and looking at phonemic awareness in kindergarten
students and to see if different amount or different activities of musical
speech impacted their acquisition.
Nancy, a teacher with 40 years of experience, described the challenge of acquiring
specialized music education professional development opportunities.
It's just a matter of accessibility, and costs, and practicality of it. I mean,
I would love to, but I'll be honest. The district I'm in right now, gives no
money for professional development. Zero. If I want to go to GMEA, I
pay. So, um, and they don't bring anything in here to offer it to us.
Clara, a director for a major Kodály education program, shared her perspective on
different professional development experiences.
I’ve been teaching music teachers in workshops ever since the early 80’s.
For me, doing that kind of movement, that really kind of was my original
attitude and I’ve kind of, within the Kodály movement- I’m one of the
move people, and dance, and don’t just stand there. . . At Temple, my
master’s was in music theory so I figured I would get a paper degree to
go along with my practical. And I actually never really studied music ed,
thank God, but I did study Kodály philosophy, and I took a yearlong
course here in Boston, which includes student teaching in the inner city.
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3. Teacher fear and comfort. Participants also described their levels of fear and
comfort with movement. The participants in this study were both reflective and candid
about their feelings when sharing. Selected responses follow.
Anna spoke of a sense of initial discomfort with teaching movement and a fear of
judgement.
I never thought of myself as a person who would feel comfortable going
into a classroom space and being like, “create a triangle, now create a
star.” That is not me at all, but[Orff Schulwerk Levels have] given me the
freedom to now take that into my classroom and make it safe for my kids
to express themselves that way. . . One of my biggest fears as an educator
as a music educator has always been doing something weird in my
classroom and having an administrator come in and see what we're
doing and wonder if I'm sane, I guess.
Jamie grew up in a family of Seventh-Day Adventists, where some members of the faith
tradition frowned on dancing, but she was encouraged and supported by her family.
Jamie also taught in a Seventh-Day Adventist school.
Well, so like if so, for me, those experiences as a six- or seven-year-old
just moving naturally to music because I felt moved to move--because
those expressions weren't stifled by my family [because of religious
beliefs], but encouraged, then I knew it was a positive thing. And so that's
why there was cognitive dissonance when I was a junior high kid. And
that's why I still like wanted to move and that desire to move has been
there all through my teaching career. But like how to do that? But I feel
like if someone had been really not allowed to when they were little, or it
was frowned upon, or discouraged, it would be much harder for them to
get to that point as a teacher.
Jennifer reflected on the need for the teacher to feel comfortable both with facilitating
movement and with experiencing unsuccessful experiences in the classroom.
If the teacher is not comfortable with it, it's going to be harder. But the
teacher is willing to try and fail, and I'll say that to my kids. “We're
going to try something. It might crash and burn. But let's try it anyway.”
So the teacher is comfortable with it, all the kids need to move.
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In sharing about the challenges she faced with professional growth in teaching
movement, Alani noted a shift in her teaching style from choreographed dances to
creative movement.
It probably was a reflection of my discomfort as a mover myself. Not
having connected all the way with myself as a mover, but also, as a music
educator, it was very programized [sic], formalized. I did folk dances or I
did stuff that has specified steps that I could teach to the students and
move through them and say hey we're doing a folk dance today and we'll
learn another one next week, or things like that. More recently, I've just
really transitioned to a middle ground where it's like oh yeah creative
movement.
Samantha discussed the lack of comfort for general music teachers in bringing
continuity between social dancing and movement taught in general music classes.
Another challenge would probably be a teacher's own comfort level with
movement because our country doesn't have a whole lot of movementbased social activities that people widely participate in. Like there is
contra dancing. There's square dancing. There's English country
dancing. There's those European and then if you go into like swing
dancing or maybe club dancing? But there's not a lot of social dancing in
American culture and then the kind of social dancing there is, is maybe
something that would be perceived as not great for students.
Additionally, numerous Phase I participants included comments that reflect
movement use as connected to teacher comfort. Participant #6 noted feelings of selfconsciousness as a challenge to the use of locomotor movement. Similarly, Participant
#142 wrote “I feel somewhat self-conscious as well and get hesitant with 4th grade and
up. I know I need to push past it and just go for it.” Participant # 30 noted a benefit of
physical comfort for locomotor movement instruction as providing “a break from sitting
cross-cross all day” while Participant #173 wrote “I cannot stay on my feet in constant
motion for the whole day, so it allows for some intermittent sitting” as a benefit of nonlocomotor movement. Of locomotor movement, Participant #53 wrote “I’m not innately
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comfortable with movement, but my Orff Level 1 class helped me immensely with this”
and Participant #169 added “Also, personally, movement does not come naturally to
me.” Participant # 67 noted “I did not have this growing up so it does not come easily,”
and both Participants #37 and #64 wrote about feeling fear in how to plan for movement
instruction.
4. Teacher body image. Participants discussed elements of their physical bodies
and how they relate to their choices to use different types of movement in their
classrooms. For participants who shared about the role of their body image in shaping
their use of movement in their teaching, this segment of the interview often reached an
emotional point for them.
Anna’s expression turned quieter as she shared her experience.
Once I got into my professional life and started to shed some of my
insecurities about that [feeling uncoordinated], I realized that it’s
[movement] something that I could have been doing all along. (brief
silence). I’ve also always had kind of like a love hate relationship with
my weight. I know this is a little personal.
Judy shared about witnessing teachers’ challenges in grappling with body image during
her experiences as a teacher educator.
The single biggest thing you were asking, as a teacher educator, is
people's relationship to their own bodies. Teachers' relationship to their
own bodies. More than any curriculum, more than any mandate, more
than any set of choices, if the teacher is not at home in his or her own
body, it's extremely challenging for them to offer that in any authentic
way to students.
Lydia connected her experience with teaching choir and need for a healthy sense of selfconception.
I also really feel very strongly as your body is your instrument. You need
to be using it correctly. You need to be comfortable in it. And so, I
incorporated a lot of yoga and a lot of movement.
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Several Phase I survey respondents indicated having a negative body image as a
challenge to their choices in using movement. Participant 181 wrote, “I guess my age is
my biggest challenge. I’ll be 59 this year and it’s harder to ‘hang in there’ with the
kids.” Participant also noted age as a factor in saying, “As I get older, the knees and
back are not the same. I feel like I can’t keep up.” Participant 186 shared, “There are
days my muscles and bladder do not cooperate with the amount of movement I want to
model for my students.”
5. Teacher mental health. As with the theme of body image, for participants who
shared about the role of mental health in shaping their use of movement in their
teaching, this segment of the interview often was marked with more expressivity in their
interview affect. Rachel noted an improvement in her mood after providing movement
instruction, sharing, “I need to move frequently in my day for my own sanity. It makes
my body feel better when I move, and I feel calmer and happier after dancing and
moving with my classes.” Jamie spoke about a spiritual focusing in her use of movement
instruction.
It just allows them to be more fully human, when they make music, you
know, when any of us make music. As part of my faith, it's an expression
of being created in the image of God. That because we can do that,
because we can make music and we can move. It's just like another sign
of that. I also believe that movement strengthens my ability to teach and
stay focused.
Ellen spoke a lot about her experience being connected to the children’s experience in
her class. She thought it was important for the sake of a controlled classroom, and also
her own mental health, to use movement for those ends. She shared, “It brings me joy to
see the children happy. They also listen better after they have done movement.”
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In the Phase I survey, 28 individual participants noted a mental health benefit for
the teacher by including movement in their instruction. Some participants reported this
as creating fun and enjoyment for the teacher, while others commented about movement
as lightening the classroom management burden. Participant #208 said, “Love moving.
It helps me use proximity for classroom management, and also it just feels good.”
Participant #125 noted, “I like it and I don’t get bored,” and Participant # 34 simply
wrote, “Sanity!”
6. Teacher physical disabilities. Teachers noted their own physical disabilities as
challenges to including locomotor movement in their teaching.
Peggy shared that her current physical challenge was only expected to be temporary, but
still was frustrating to her in impairing her ability to model movement for her students.
My movement is very limited at this point because I’m getting a knee
replacement next week. So, there’s not a lot of movement at this point, but
I’m looking forward to getting back to movement. There are days you
want to sit. There are days you want to move.
Participants #187 and #194 both noted they are unable to participate in locomotor
movement interactions due to an unspecified disability.
7. Teacher philosophy. I asked participants to share their philosophy of music
education, both broadly and how movement instruction functions within their
philosophy. Some participants expressed concern about speaking their philosophies
eloquently on the spot in the interview, and so I encouraged them to speak about the
experiences they wanted for their students.
Christy noted the influence of John Feierabend on her teaching.
My overarching goal is to create kids that, by the time they're in sixth
grade, recognize music as an important part of their lives, that they're
going to become community members who enjoy music, that they're able
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to sing a song and not feel stupid and not feel like they can't sing to their
kids when they grow up. I don't aim to produce university level
musicians. I aim to produce people who love music for the rest of their
lives and are comfortable making music around other people. Movement
is a big part of it.
Adam shared about the importance of connecting his teaching to his students’
backgrounds.
Music education as a whole should be active, it should be joyful, it should
be opportunities for self-reflection, for exploration, and really it doesn't
matter where your home country is. I teach a lot of students who have
emigrated from a lot of different places. the opportunities that movement
brings really awaken a different side of your students. Just aesthetically
as well as musically, which of course is why we like to have the
movement and music connection.
Claudia shared about her view of a philosophy as a potential barrier to serving the needs
of her students.
Okay, so, um, I kind of struggled with the whole concept of philosophy in
music education because although I have this tremendous Orff Schulwerk
background, I just was really taken by a few things and just in
discussions in some ways. Having a discrete music education philosophy
is a luxury, I think. I teach in a very impoverished neighborhood, inner
city neighborhood. And so, my personal philosophy is my life's work is to
serve my students and their families and I need to do whatever it takes to
serve them. My way of serving them is through music education.
Jamie’s philosophy centered on active music making.
I think my philosophy's kind of changed over the years. What I'm settling
on right now is that it's just so important for the kids to make music and
to be active in their music making. So, to be singing, to be doing speech,
rhythm things, to be playing instruments, to be using body percussion,
and to be moving around. Just being interactive with the music.
Jennifer spoke about the diverse needs of her students and how she strives to provide
experiences that meet them.
For me, the biggest thing for me is for my students to leave my classroom
with an appreciation of music and a love for music. Some are going to
garnish that through singing, some through movements, some through
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instruments, some through the history of the music. So for me, I need to
have all different kinds of things going on in my classroom to reach all
my different learners and what they like and what they need to know.
Lauren expressed her philosophy as a desire to foster independent musicianship in her
students through a reconceptualization of music fluency.
I might get a bit emotional about this. I really want them to be able to
make music on their own. The performance heavy, elitist mentality that
America has fostered for the past hundred years has really got to go. I
think shows like American Idol have damaged people's desire to make
music, because they think, “Well I can't sing” . . . I can prepare my
private piano students for conservatory level. I can do that. I can send my
students to All-State. But, I also want them— the ones who aren't going to
do those things— I want them to be able to play on their ukulele and sing
along. I want them to be able to “musick” every day, because humans
are musical.
Judy shared her philosophy as well.
My philosophy of music education, based on the philosophy of Carl Orff
and Gunild Keetman, is that to sing and to, to dance is the birthright of
all children and that to sing and to move— doesn't even have to be formal
dance, per se, but sing and to move is their birthright. My philosophy is
influenced by the Greek word mousike where music and movement are
indivisible.
8. Classroom management. Classroom Management was among the most
frequently used representative meaning units across participants in both Phase I openended survey responses and Phase II interviews. In response to the interview question
about challenges faced in using movement, participants often named classroom
management as a consideration in their lesson designs. Classroom management can be
challenging for some teachers to describe not simply due to certain behaviors of
students, but because of the inherent emotionality and tension embedded in terminology
often used in discussion different approaches. For some participants, discipline, rules,
and control carry negative connotations, while for others, the concepts represent aspects
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of a safe learning environment. Some participants described specific management
strategies tied to broader school-wide approaches such as Capturing Kids Hearts,
Conscious Discipline, Responsive Classroom, Restorative Practices, or Positive
Behavioral Interventions and Supports (PBIS) while others reflected on personal choices
within their own classrooms to provide safe spaces for movement. Refer to Appendix I
for information about school-wide approaches to discipline mentioned by participants.
Anna’s classroom management strategies are centered around her planning and
pedagogy.
I have a teaching classroom management strategy of I teach like my
hair's on fire because I get my kids for 45 minutes a week-ish. . . I learned
really early on in my career that if we're not actively doing something,
that's when things fall apart. So from the second they walk in the door
until the second they leave, and sometimes even in the hallway, we are
doing. We're actively doing some form of music making or music. And it's
always very purposeful and intentional.
Jamie also noted the importance of meaningful interactions as a form of classroom
management.
Getting people engaged in what's going on and jumping right in is a big
part of it, especially with the younger ones. Once they're actively doing
something— if they have something to do, or a song like something to
sing or a motion to make, then they're focused on that and they're less
likely to get distracted and try and bother their neighbor. So generally,
my classroom management is if there's a problem with an individual then
I'll come to them individually and talk with them real quietly and kind of
work it out.
Claudia’s classroom management strategies focused on providing structure.
So the first thing I always teach in the first weeks of school is how to
move, how to go. How to stop, how to move. How to stop moving and
how to move around other people. . . I am super structured, because I
think once you have the structure, you can have a lot of freedom within
the structure, but if you don't have the structure you have chaos.

86
Like Claudia, Alani noted the need for carefully teaching children how to start and stop
their bodies.
I definitely start with activities where they have to learn to start and stop
themselves on cue. Either with a signal or something like that. They have
to be able to start and stop so I know I can regain control with that one
signal. Just an eighth-eighth quarter, or “ready freeze,” is kind of how I
introduce it. So, lots of different activities with that. Maybe another one
of the foundation skills is we talk about being in control of your body. So,
anyone who is clearly not in control or not following directions gets
warnings and/or pulled to the side until they regain control of themselves.
Linnea, who teaches at a Chinese immersion school, noted the influence of behavioral
expectations from the faculty in her classroom.
This is just the Chinese culture part because for better or worse-- I can
argue for it or against it. And the teachers that are the Chinese speaking
staff, they're very strict and regimented. Not that they don't have fun or
don't do fun things, but just their expectations for behavior are very high.
And so, because of that the kids are, well trained. That sounds weird, but
I mean you know they just know what to expect when they go to school in
terms of behavior and what they have to do. So I feel that makes my job a
million times easier. Yeah, they're very well disciplined.
Lydia framed her classroom management strategies with affirmative rules.
I have three rules, if you want to call them that, which are listen and
follow directions, the first time, keep your hands, feet, and objects to
yourself, and handle instruments carefully. That’s it. If they can listen
and follow directions first time, everything's good to go. And when
somebody is not I can point to that [rule] because it's right up on the
front. Listen and follow directions and we move on from there. It's not a
“you didn't do this. You didn't do that.” It's DO this. Tell them what TO
do, instead of what NOT to do.
Samantha shared here classroom management strategies while also sharing about her
philosophy.
So we don't have assigned seats in my class because, in an ideal day,
they're not in one space long enough to like need an assigned seat
because they're moving. . . I want my class to be joyful and a place where
they can express themselves and not a place where they have to follow my
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rules. If they follow my rules, it's because they want to do what I'm doing.
So if they want to do my activities, I don't really need rules.
Ellen spoke about the need for control as part of her classroom management strategy.
I do the boy, girl, boy, girl. Again, I'm constantly, I'm like a vulture. I
circle the classroom. I stand next to the student that is a little off task. I
call on kids randomly. By this time, you know, I know all my kids’ names
and had so many of them. I call out their name. I also give them special
tasks to do in my class. So, I greet them at the door. They don't even set
foot in my classroom until they're ready.
Clara thought that in order for teachers to have effective classroom management with
movement, they needed to have a level of experience and comfort.
I think a lot of people fear losing control, maybe, or they don’t move
themselves and they’ve never experienced moving in a group together.
9. Curriculum/pedagogy. While addressing my questions about their philosophy
and classroom management practices around the use of movement in general music
classrooms, participants often described elements of their pedagogy and curriculum as
they relate to movement.
Jennifer, a public school teacher, talked about the importance of kinesthetic
performance skills over music literacy.
I think some districts are very “We need to learn that this is a quarter
note. We need to learn that these are the letters and the staff.” No, you
don’t. You blow up the mind here. You don't need to know that
necessarily to be successful in certain things. Can you teach that in
elementary? Should you? Probably, certain things. But movement. Can
you feel the music? Can you keep a steady beat? If you get a kid that
leaves and knows what a quarter note is, but can’t keep a steady beat in
fifth grade, I don't think you've done your job as a music teacher.
Judy, a teacher in a private urban school, expressed enthusiasm when sharing about her
curriculum.
I designed my own curriculum. So in order to adhere to the curriculum, I
have to do what I've designed [laughter]. And movement is a big part of
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that. So, Something I haven't talked about at all yet is just how much
creative movement is involved, I, I've talked about movement forms and
I've talked about classroom management in terms of structured movement
forms. But I do a lot, especially with my youngest kids, but going on up
through, with creative and expressive movement both. So when they're
studying animals and winter and becoming an expert on that animal, I'm
playing Vivaldi's Winter and they're moving to that and pretending to be
that creature in the music room and just getting totally immersed that
way. Meanwhile, they're taking that music into their whole bodies and
they’ll remember that. So, I have that added advantage of curriculum.
Not only do I design my own curriculum, but the school curriculum is
interdisciplinary, and we’re strongly encouraged to build those ties and
that means that the learning is deeper.
Samantha, a mid-career teacher in an urban charter school, frequently expressed her
concern with culturally relevant teaching.
Right now in music education, we have a paucity of authentic movement
resources by the culture bearers. People have just gone and borrowed it
and maybe with the permission, but I don’t know.
10. Assessment. Like classroom management, assessment was among the most
prevalent representative meaning units in Phase II. Survey participants indicated
assessment as a benefit of the use of movement 108 times, however, only one interview
participant shared assessment to be among the benefits of use of movement. Selected
responses follow.
Rachel, a first year teacher at an urban charter school spoke about movement as a
meaningful form of assessment.
Movement is a way to know 100% for sure if they are understanding what
you are saying. The way children use language— which is amazingly
inventive, and beautiful and creative— but sometimes when I read what
they're writing I have no idea what they are saying. Or, if they answer a
question it's like “Huh? Are you saying what I think you're saying or are
you saying something else.” So, written answers are great for certain
things, but with something as abstract as rhythm, especially for me is, if
they're writing about rhythm, it's like they're dancing about architecture.
There's a level of disconnect there that I don't know if I'm actually
understanding what you're saying. But if they're moving to it, they don't
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need to explain it to me, they can just show it to me. So if they're showing
me a half note and they're showing [demonstrates gesture] their hand it's
like oh my gosh, that's a half note you've got it.
Participant #86 wrote about the ease of using movement as a beneficial assessment tool,
stating, “It allows me to assess understanding of music elements quickly in the students,
as their success is instantly visible to the eye.” Participant #157 wrote that using
movement in assessment was a benefit to both the teacher and the students, saying,
“This allows me to maintain a high energy in the class while assessing musical elements.
It also allows me to challenge students in applying known concepts in new ways.”
11. Student religion. Several times in the interviews, participants described how
their students’ religious traditions play a role in their choices to use movement in their
general music classrooms. Rachel, who teaches at a charter school, shared her
experience in adapting movement for students whose religious tradition was not
compatible with movement.
For my students that can do music but just can't do instrument and
movement activities, I try and have them, if we're singing while moving, I
just had them sing it. If we're playing instruments while singing, I had
them sing and do body percussion if that's allowed. Some of them are not
allowed to do the body percussion, so I just had them sway to the beat.
Anything they can do. I try to have dialogue with those students as much
as I can, because they are very in tune with what they're allowed to do.
So, the first person that I go to isn’t their parents, it's them. I don't want
them to feel like they did something wrong because they're not allowed to
do everything. So I say “Oh. What can you do in music? What are the
things that you like to do that you're allowed to do?” I check in every
trimester with the parents to say these are the accommodations that I've
made for your student because of her restrictions in my class.
Jennifer, who teaches at a public school in the south, shared her approach to students
that have concerns about their religious beliefs being in contradiction to the use of
movement.
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I have some religious, some Jehovah Witness. Some, like a handful
Jehovah’s Witness’, a handful Muslim, many, many Christian and many I
don't know about. But there are students who are willing to try things and
I feel like I built up a rapport enough for them that I can say, “This is
going to feel weird. And it's going to feel awkward, but I want you to try
it and it will it feel less awkward the more we do it.”
Jamie, who teaches at a private Adventist school in the northwest, shared her experience
in how the religious community of her school contributed to the formation of students’
identities.
So a lot of people go to church with each other at one of those churches
and then bring their kids to this school. And so that’s how they know each
other. They see each other outside of school as well. So it's, it's a pretty
tight knit community and that's got some good bonuses, but we also see
that we need to reach out and not be insular, but to be open. And I think
that's an important piece too. . . So yeah, there's a lot of community
support to help our families to have their kids at our school. And I think
that's kind of been a tradition. In our, our faith community’s history of
putting that education as the priority. And so the whole community comes
together to help the kids get an education where they can feel safe to talk
about their faith and support each other in their faith.
12. Student age. Participants expressed that they have widely different
experiences with the use of movement depending upon their students’ ages. Both Phase I
survey participants and Phase II interviewees noted that older students tend to carry
more challenges to the use of movement for a variety of reasons.
Adam noted the challenge of teaching older students with little movement experience.
It becomes very important personally to me this way to do whatever I can
for them and it's a challenge, because— and it's hard to keep reminding
myself this when I'm in front of the students— but, it almost doesn't
matter- third grade, fourth grade, fifth grade— when I'm dealing with my
international students, they are really coming in at a kindergarten level
[of ability] with movement experience. So, that's a big challenge in terms
of getting them to move now that they’re a tween and without a lot of
prior exposure.
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Lauren explained her experience bringing movement to her older students for the first
time.
The first time I did it with the kids, they were kind of like “I don't know.”
But, once they were familiar with it and realized this isn't awkward
anymore this is just fun, I mean, I was really happy with their happiness
doing it. Even the teenagers. Some of them we're still a little bit reluctant,
but I could see them smiling. They try to hide it, they try to pretend they
don't like it, but I could tell that they do and so I was really happy for that
opportunity.
Alani described her choice to use non-locomotor movements with older students as a
safe-feeling means of expanding student movement experiences outside of their comfort.
I definitely want to start with non-locomotor in connection to beat.
Getting that chance to move to the beat, but in smaller actions and
varying it up and down their bodies. Just reinforcing beat over and over.
Getting it built into them. When I’m thinking of the older students, nonlocomotor is a way to convince them that they can move other parts of
their bodies besides their feet or hands. Kind of, ok, do something with
just your elbow, or show me how your nose keeps the beat, or whatever it
is. It’s just reminding them to stretch and that dancing is not just hands
or just feet. Trying to search out the older kids and not preventing them
from learning to use their bodies and expressing them. Very much beat
oriented with the younger ones to lay that foundation and reminding the
older ones to use their bodies in a variety of ways.
Participant #250 noted the challenge of “knowing which movements are easily
accessible per age group. Keeping it simple, but not too simple for older students, so I
can keep their attention.” Participant #192 shared the challenge created by older students
due to their typically physically larger bodies. “I do not have space in my classroom for
a lot of locomotor movement, especially for my fourth and fifth graders. As the students
are older and larger. I tend to decrease movement activities due to lack of space. Even
for my younger students I often divide the class in half and one half watches then we
take turns.”
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13. Student gender. Participants in both Phase I and Phase II addressed the issue
of gender— referencing it most often in binary boy or girl terms— as related to the
challenges they face in using movement. Claudia noted the influence of the homeroom
teacher in changing the affect of boys in her classroom.
The fifth grade boys do get, especially in the spring, they get a little
[makes a smaller, scrunched up, gesture while leaning away from the
camera]. Part of it is a couple of teachers that we have in our fifth grade,
and you know, they are very introverted and very quiet and they don't
encourage [movement] in their classroom. So, I see a couple, I have a
couple classes where these kids are all enthusiastic and then get those
teachers and then they kind of seem like down.
Alani shared a story of a boy that was proud to share his own personal dance experience
with his teacher.
I had several students in a particular class that had gotten kicked out of
all of the other electives and so they ended up with me that semester.
Rough. Tough. You know, they had had been exposed to many-a things
that I wouldn’t want my child that age exposed to. But they were who
they were. We started talking one day about salsa dancing. Eighth grade
boy, if you can imagine it, regardless of their socioeconomic status, he
had no problem with taking the 40 year old music teacher and showing
her how to salsa dance. He was not concerned about having to touch me
or anything like that. He was pushing me around and I was like, “I want
to learn. I need to know how to do this better!” [laughter] And he was
not at all concerned.
Judy, who teaches at a private all-girls school, shared her goal of empowering her
students through their experiences and interactions with each other.
Well, one thing that makes my teaching a little unique is that I have all
girls. So, I'm always looking for female role models. They know about
Gunild Keetman. It's not just Carl Orff. So they know about girls and
women writing music, creating music, playing music, conducting music,
creating dances to music, all those kinds of things. I keep an eye out for
them. And so that's part of their empowerment as young musicians.
Linnea noted experiences with how she refocuses boys that become too physical during
movement instruction.
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Sometimes, I don't know, middle school boys love to touch each other and
wrestle and do different things to somebody. Just reminding them, “No,
we're not doing that.” Sometimes that could be a touch on the shoulder
or, you know, just moving around, proximity, being closer to them.
Participant #171 wrote one of their challenges with boys and movement, saying,
“During dance instruction, boys tend to sit and refuse to participate or play tag,” and
Participant #125 similarly reported “Boys find most activities dumb and refuse to do it.”
Participant # 96 wrote “Social stigma and many male students and parents being antidance. Lack of cooperation from boys to participate tanks many of the fun ideas I have.”
In contrast, Participant #171 shared “Boys in the class tend to act better when we do
physical activities.” Participant #5 wrote of both non-locomotor and locomotor
movement, “For some, especially boys, it is imperative that they move to promote
proper brain development.”

14. Student body awareness. Participants in both Phase I and Phase II named
student self-awareness of the physicality of their bodies, or body awareness, as both a
benefit and a challenge to the use of movement. In Phase I, 26 participants replied to
open-ended questions about the benefits and challenges of the use of movement with an
answer for Body Awareness. Some teachers framed a lack of body awareness as a
challenge to the use of movement, while others named the opportunity to develop those
deficient skills as a benefit of using movement.
Participant #186 named a benefit specific to non-locomotor movement by
writing “The benefits of non-locomotor movements to me are that I don't have to worry
about students invading the personal space of others and I can frequently check on
students more than once for assessment.” Also of non-locomotor movement, Participant
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#239 similarly noted, “They get to move; nobody is in their space, they can concentrate
on what they're doing and not looking out for possible collisions with other students.”
Participant #146 named a challenge in helping children with space invasion happens,
writing, “Students need to remember personal space and if someone encroaches that
space, our students do not always handle it appropriately. It is a teaching time of body
awareness before we begin these activities.” Participant #40 said “Locomotor
movements are essential for children to understand their body and how it fits into
space.” Participant #141 noted a challenge in use of locomotor movement relating to
age, writing, “Movement for my littles is challenging when they are all moving at once,
encouraging them to look where they are going and use personal space is something we
constantly have to practice.”
15. Student need to move. Anna noted that need to move stemmed from the
physical and mental strain incurred in other school settings.
My kids come to me squirrely as all get out, first from kindergarten, all
the way to fifth grade. They come into my room and it's like their brains
are just not ready to work. They've been forced to sit at a desk all day, or
they've been doing something that challenging for them. And so, coming
into my room and having a chance to move and express what we're
learning through movement is super important to me in my teaching
philosophy. So, I incorporate movement in almost every single class that
we do.
Jennifer, who teaches in two schools- one a Title I school and the other not—shared
about some differences in the movements that fit her two settings.
I use the same lessons at both schools, and then I approach it differently.
For example, at my Title I school, where I had a higher AfricanAmerican population, they're better movers than me in many regards.
Especially with dance. I can maybe be more fluid, but they can be more
like dance move-y better. So for our performance, I just said, “hey, what
if we did. Like there's seven of them in a line, one comes up, does the

95
movement you all copy” and I didn't do that for my other school because
their movement was not as. . . free. So I don't look at my Title I school
and go, I'm going to have behavior issues here. I can't do movement and I
don't look at my non-Title I school like, they’re going to follow directions
faster. I'll do more moment. No. We do movement with both. They all
need movement. So for me, socio economic status doesn't change my
class, but it might change what kind of movement we do. I just give the
freedom to students that want to move more. Some of my Title I kids want
to move more than my non-Title I kids. And that's a very broad, broad
statement, but I'm just thinking of specific ones in my head like, and
which school they fit into. They're told to sit down and be quiet, and stand
in line and be quiet, and follow directions and be quiet, all the time so if I
can get them up and moving and give them opportunities to talk, I'm
going to do it.
Linnea shared a similar sentiment about the need to move after sitting for an extended
period of time.
You want to move, you want to do stuff after you've been stuck in a desk
for who knows how long. So most of the time, I consider that a gift
because I try to do lots of movement, especially with the younger ones.
But sometimes, with second grade, third grade, I find it really tough not
only, like, just with their mental development, but also with the way the
school structures things, they are just heaps of energy, even more so than
kindergarten. And so that's sometimes a place where I struggle a little bit
with where they are developmentally versus what they're getting at school
and I want to do these fun activities.

Lydia shared her wholistic observations about children’s need to move both in and out
of school settings.
Just that it is so important because the way education has gone, it's about
sitting down and writing or reading or doing math or doing science and
it's all this sitting, sitting, sitting. They do a lot of sitting at home, too,
because they're sitting with a video thing. When I travel the trains here,
I'll see somebody with kids. If the kids being a little antsy, the first thing
they do is put something electronic in their hands. They need to get out
and move in, move on, MOVE. I have a class, a third grade class, I don't
see till the end of the day. They have spent almost five hours sitting.
Gosh, they just need to stand up and move. So it's so, so important to get
kids to move. It's the first thing they want to do when they're born, right?
The minute they can crawl, they crawl anywhere. Because it's like I could
move now and I'm going. So why squash that?
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Phase I Participants also commented on the use of movement in general music classes as
filling a child’s need to move. Participant #129 noted “Children need to move. They
understand concepts easier and quicker when partnered with movement, anxiety and
antsiness [sic] are lessened, a fun new world is explored.” Participant #193 wrote “The
benefit of locomotor movement to my students is that they have the opportunity to move
around and expel the built up energy from sitting for so long.” Participant #203 shared
“All students need to move frequently! . . . movement activities build community in
their classes, provide preparation for rhythmic and metrical understanding, and allow
them to express themselves in ways words cannot.” Participant #101 summarized, “They
have been sitting at their damn desks for hours, let's get up and move. It's good for the
body, mind, and spirit!”
16. Student motor skills. Across all Phase I participants, 23 reported the benefit
of motor skill development in the use of both non-locomotor and locomotor movement.
Specifically to locomotor movement, participants cited the use of large or gross motor
skills compared to non-locomotor movements. For non-locomotor movements,
participants reported the benefit of the opportunity to refine small motor skills.
Participant #25 noted the use of both non-locomotor and locomotor movements “is key
to developing both gross and fine motor skills together.”
17. Learning modalities. Participants described the use of movement as
beneficial in engaging multiple learning modalities. Forty-two Phase I participants
named kinesthetic learning as a benefit of both non-locomotor and locomotor
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movements. Clara shared how incorporating movement with other music-making
experiences activated various modalities simultaneously.
I am really bent on making sure they get up and move and sing. The other
thing is, moving is all well and good, but singing while you move is the
strongest implant because think of how many modalities. The one thing
about doing music all together— it’s not multi-task, it’s uni-task because
all of these things with any kind of music you perform, you have to pull
all of these areas at once to make this happen.
18. Special education. Participants described benefits and challenges to their use
of movement in light of their students who receive special education services. Nancy
shared a story of how incorporating locomotor movement from the Weikart series
presented both a benefit and a challenge.
I think the biggest thing that I found…is just knowing that you have to
make the dance yourself. It has to fit your room and your kids and what
you're comfortable with. If it's way too complicated, I simplify it so that
they're successful so that movement isn't something that frustrates them.
So, and one of my biggest successes, I would say, is with a couple of--we
have three autistic classes. They’re mainstreamed. . . of a couple of the
boys [were] doing one of the dances, not doing it right, but they were
partners and they actually touch each other and did the dance, and so it's
things like that that just makes you see that, I mean, it touches everybody.
Adam shared adaptations he made to promote a positive experience for his students with
autism and his students with emotional support.
It's the whole cognition piece with the sequencing— it's a challenge for
them. And for some students, the actual movement piece— whatever the
actual gross or fine motor control skill is, that is their challenge; the
physical aspect. Similarly, students would get an adaptation if there was
an injury oh, you know, someone's on crutches this week. Actually, we
have a student who is wheelchair-bound and I had this student last year. I
had this student do all the stuff that everyone else did and we would just
be creative with how he could join in and fortunately he did have an aide
that attended with him. So, if we were doing, let's say, like a big circle
formation, we're doing circle right. Well his chair was motorized
fortunately so he could go circle right. Now, sometimes, and the kids
were very kind and would adapt their speed so he wouldn't get run over
or get in the way, but sometimes we would do something, maybe a double
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circle, just to give him the interior space with maybe a few kids to join in
in that smaller circle. So it's less students that are constricting his
pathway and he can still participate in the speed that worked for him. So
changing that formation was an adaptation. Sometimes, there would be a
situation where he wasn't feeling comfortable or it wasn't an immediate
solution to adapting something, he would have a different role. So it
could be something that we modify into a new instrumental component,
but he was never off to the side just observing. He was doing something
with a reduced modification or an alternative related assignment.
19. Socioemotional learning. Participants identified socioemotional learning as
beneficial, often framing the application of this representative meaning unit through the
concepts of empathy, relationships, and prosocial behavior.
Anna shared how socioemotional awareness shaped her approach to the use of
movement.
I worked really hard to make sure that the students know that the music
room from day one is a place where people feel comfortable expressing
themselves in whatever way is good for them. And that it is not okay for
anybody else to take away that safety net for another person in the
classroom…I let them see me make mistakes so that it's common in the
classroom and so that it's not something that we call out. We've kind of
eliminated call out culture, at least in my classroom. I feel like my
students, because I've been vulnerable and said this is uncomfortable for
me, and this is how I handle it. I think my students have been really
comfortable expressing and being okay with just working out focusing on
themselves. We also have something in our classroom where I say,
“everything we do, we do together.” That's the very first thing that I say
to them on day one, every single grade level. It's, “Everything we do, we
do together.” And that way, nobody feels left out or uncomfortable. And
that way, everybody is doing, if I'm being ridiculous and silly, you're
being ridiculous and silly too, and we're all looking ridiculous and silly,
so nobody is…But I am huge on personal relationships with my students.
For me, music is all about— so as an elementary music specialist, it's all
about creating a positive relationship for students with music. So that it's
something that they enjoy and something that they want to continue
doing. And yes, I'm very serious about making sure that they know
rhythmic notation and they’re learning skills, but at the same time I'm
very aware that my classes a break for them during the day as well. So,
it's really important for me to make it as fun and engaging as possible.

99
20. Adequacy of physical classroom space. The representative meaning unit
Adequacy of Physical Classroom Space generated from the most frequently coded
challenge to use of movement from the qualitative data. Lack of adequate space was the
most mentioned challenge to use of movement by participants in the Phase I survey and
was mentioned by ten of the Phase II interview participants. Participants with spaces
ranked highly adequate recognized their fortune and expressed gratitude for their
classrooms. Participant #44 shared having “Excellent space and equipment, large room,
access to a dedicated and equipped dance studio also, furniture is movable to reset my
room. I am blessed.”
Participants often shared experiences of reducing the amount of furniture in their
physical classroom spaces to increase room for movement.
Alani noted the change in her classroom layout over time.
I’ve taught more than half of my career in this type of classroom design,
over the years I’ve changed how and where I keep things. At every
possible turn I’ve opened it more and more and more. I mean my room is
definitely not that big…I’d rather adjust my space so that we can do all of
the movement things.
Claudia shared a change in perspective she experienced when her assigned physical
classroom space was changed from a traditional music room to teaching on a stage.
I had two years where I had to work in the auditorium at that school
where I had been used to having my own classroom before. And then I
had a realization. I was like the Orff instruments are coming in and out of
the closet. It was, it was so much work. But then I thought, “BING! I have
a different resource now. I have space!” Space is one of my amazing
resources and I think I got really creative that year because suddenly I
was doing things that I used to teach one way in a different way using
space.
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Linnea, who teaches both in a dedicated music room and some classes on a cart, shared
about her challenges in working in multiple environments.
Sometimes in second grade— and they have individual desks instead of
tables— sometimes in second grade depending on the lesson, I'll go back
and forth. Sometimes we’ll be in the desks part of the day or be back on
the floor, even though I'd rather have them on the floor, all the time.

When asked to report about what challenges teachers face in choosing to use movement,
lack of adequate space was the first item named by many Phase II participants.
Samantha, who teaches in a dedicated music classroom, shared her sympathy for spatial
concerns of teachers assigned to push-in on a cart.
They're probably going to be way less likely to use any movement.
They're going to be less likely to use movement activities, I think period. I
remember my first couple of years, when I was sharing the school with
another music teacher like half the time, I'd be in a cart, half the time,
we'd be in a room. And so, and when I was in my music room, we would
do our movement activities and when I was in their classroom, we do
more like literacy and rotational based activities. I think one is access to
like a sufficient amount of space.

Participant #84 shared, “The size of the music classroom is insufficient for certain
groups. For example, I teach one kindergarten group that includes a regular ed class as
well as a Learning and/or Language Disabilities class; this year, that group contains 33
students. It is very difficult for that number of students to perform locomotor activities
in the space of the music room.”
Participant #186 noted while the physical classroom space was adequate for younger
students, it was insufficient for older students.
My building does not have a room that was designed exclusively for
music. My room is the size of a normal classroom with very limited
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storage space. For my youngest students, there is plenty of space to move
and spread out. For my older students, the space feels smaller and does
inhibit our ability to play games or do other music activities that require
a larger space.

21. Class size. Class size can relate to the adequacy of physical classroom space.
For example, an average size music classroom may be adequate to allow for many
different types of movement with a small number of students but become too cramped to
allow for a large class. However, this representative meaning unit refers to the
challenges inherent in designing movement instruction with a larger number of students,
regardless of an adequate space. As Participant #218 wrote, “Even though I have a large
room, with 45 kids on the move, it’s hard to manage them.” Rachel shared how larger
class sizes present problems when using movement that requires turn taking.
I have one third grade class that has 16 girls in it instead of 20 or 22, and
it's amazing the difference that it makes, because I can individually
assess every single one of them doing one thing. I can give every single
one of them a turn within one class, and I can't do that with anyone else.
It's just four people less, but it's amazing. I find that the space is huge
when they come in, and we can do a rhythm game with them, where they
throw a ball to someone and they improvise a rhythm in the meter that
we're doing. I can't do that with any of the other classes, but because by
the time we get to the end of the class, everyone's yawning.
Anna talked about how her ability to manage the larger class sizes limits the types of
movement she can use, especially at the outset of the school year.
We did not do a lot of locomotor at the beginning of the year, because
while my classroom is huge, I do have big classes. In Kindergarten this
year I think my biggest kinder class was 47 at a time. I had to teach them
a lot of processes first, and so a lot of it was non-locomotor before we got
to that point.
22. Safety. Participants responded with many concerns regarding student safety
in their choices to use movement. Some participants spoke of physical safety, such as
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Participant #80: “Non-locomotor movements are often safer than locomotor movements
to set the ground rules for movement,” or Participant #166 who teaches on a stage and
shared “it is very shallow and I worry that kids will fall off easily.” Others shared about
emotional or relational safety, as Jamie named when speaking about balancing
uncertainty of teaching movement in her religious setting.
I'm a very kind of sensitive person as far as inter-relational stuff. So, with
the kids, it's never a “You have to do this” sort of thing. It's more like,
“Here. Let's try this. What do you think? What do you think of this? What
do you think of that?” So if there's ever a moment where someone's
feeling uncomfortable and says, “Hey, can I talk with you?” then I just
talk with them and we figure out what we're going to do next…I’m
looking into Responsive Classroom. A little bit more focusing on
understanding the individual and making a safe space where people are
feeling safe and brave enough to take risks.
Jennifer spoke about music class serving as a safe space.
They look forward to music because it's a place where they can be safe
and have fun and play games and not necessarily realize always the
concepts they're learning right away… But for me, safe space is that their
voice is heard and their voice is valued. Because then they feel more
comfortable doing more of it. And I think for safe space too, it's a space
where awkwardness is okay and trying new things. Okay. And failing is
okay. Because that's how we're going to learn and that's how we're going
to try new stuff.
Judy spoke about creating relational safety in her use of movement, specifically in
regard to hand holding.
I'm really strict about their not refusing to be with anybody because it's
all girls, there's not that whole girl, boy awkwardness that there can be.
But sometimes, sadly, there might be a child who isn't well liked and it's
just I insist that it be safe for everybody all the time. And they know that
from [the first day they enter the music classroom at a young age].
Samantha shared her concerns about creating a safe space through consent in handholding movement interactions.
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So I've been thinking, and it's not something that I have an answer to, but
about consent. Like, what do you do with the kids that don't want to hold
hands? And since in my classroom I generally make it a classroom norm
that we hold hands. When they're in kindergarten and you say everybody
join hands like they're perfectly fine. They're going to do what you asked
them to. They have no problems with that. But of course, as they get
older, physical contact has negative connotations. And I've just been
trying to think a lot about what to do when that situation arises,
especially if they're older or if it's a student that transfers in. Because like
it's our culture and a student that you refuse to touch, that makes that
other student feel bad. But, our students need to have bodily autonomy.
They need to feel safe.

23. School type. Nancy shared teaching in a public school, but also
named her prior experience teaching in a private school. She shared her similar
experiences with curricular choices involving movement in both settings.
I've been doing this for a very long time. Actually 34 years. And when I
first started, I was kind of, well, I taught like part music and part,
whatever, because I was in private school. But for the last 20 years I've
been in the [public school] music room and I'm still very eclectic. I do
Orff, I do some conversational solfege, I do drumming, I do ukulele. I do
a whole lot of stuff with my kids in different ways. But the biggest thing is,
because I've been doing it so long, if I get bored, they get bored and
aren’t then engaged in the lesson. If I can tell you know they're not with
me, we'll get up and do movement. We’ll dance or move or do something.
In my current school, I've had to really adjust a lot of how I teach.
Jamie described the supportive influence of her private religious school
community and compared the financial status of her students to public school
settings.
Um, yeah. I would say that most are middle to lower-middle, which is
maybe surprising because it's a private school. So there is a tuition that
people pay, but a lot of that tuition is subsidized by their local church or
by relatives to help that family out. So we do have a few families, I
wouldn't say on the poverty level, but if they were in a public school, they
would probably be doing the reduced or free lunch program. So yeah,
there's a lot of community support to help our families to have their kids
at our school. And I think that's kind of been a tradition. In our, our faith
community’s history of putting that education as the priority. And so the
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whole community comes together to help the kids get an education where
they can feel safe to talk about their faith and support each other in their
faith.

24. School setting. Participants described the influence of their school
setting on their choices to use movement. Rachel shared how her school’s urban
setting and the poverty in which her students lived brought challenges to her
prioritizing use of movement.
As an [urban] charter school…their home lives are wildly varied. We
have students coming from very unstable homes. I can think of five or six
students that live in homeless shelters with their families. We have some
students that come from huge families, some students that come from
living with Grandpa. Some students that can't make it to school because
Mom didn't wash their uniform. There's a lot to unpack very gently with
some of them, and it's been interesting to get to learn all of their stories
because I have an interesting perspective where I see all of them. Their
home life, some of them just break your heart. Truly. It's tough to look at
them and expect them to concentrate on music and movement when you
know what's going on at home, so it's escapism for them. Some of them,
when they come to school it's like, this is your safe place and we can play
together, but there's that armor around some of them where they don't
want to be out there for everybody to see. They don't want to be exposed.
For Christy, the choice to use movement for the needs of her students connected
to their experiences living in a rural setting.

I'm in a really rural area of Oregon and most of my students have
experienced trauma and there's a lot of challenging behavior. Sitting still
and listening and writing is not an option for me if I want them to be
engaged or interested. It just doesn't work for them. So, we do a lot of
circle games.
Anna witnessed her school setting shift over time as housing developments grew
within the school’s boundaries, and then again as her school setting shifted to
online teaching due to the COVID-19 pandemic.

105
We started out as a rural country district. And now we're much more
suburban. So that it's just kind of become a melting pot of people. And so,
for our students, it's a brand new building. The school was opened three
years ago. And so, they've got access to literally everything that they
could possibly want…This [COVID-19] experience, I've gotten to like
actually see where most of my students live because we've been trying to
reach out to a lot of our students and I was incredibly surprised by the
way some of my students are living. They didn't feel the need to carry
those things into the classroom or into the school building because they
felt comfortable with our teachers and with our campus and that it's a
very even playing field for all of our kids on our campus. I teach in a very
unique place. I'm very blessed there. They’re great kids. And we also
have access to every instrument you could possibly want. We're very
supportive through the arts, technology, everything and it's, it's,
[becoming animated] it's a very magical place to teach. I believe me, I
know it. I know I teach in the magical unicorn school land.
25. Elements of music. Participants described both non-locomotor and locomotor
movement use as beneficial for teaching various elements of music. Beat, phrasing,
audiation, tempo, meter, rhythm, and instrument preparation emerged as elements of
music effectively practiced through the use of movement. Participant #187 noted a
preference for using “any type of movement that engages the brain and can help students
to learn an instrument part, understand a musical concept, and the like.” Participants also
named the importance of movement as a physical manifestation of various elements of
music. For example, Participant #226’s stated benefits of movement: “Physically
showing the elements of music, including beat, tempo, mood, flow, and rhythm. It helps
to move from the external to the internal.”
26. Musicianship and skill internalization. Improved musicianship established as
a representative meaning unit when participants shared benefits of using both nonlocomotor and locomotor movement. Participants primarily shared musical skill
internalization as the expression of musicianship inherent to the use of movement.
Participant #88 wrote “Non-locomotor movements enable children to internalize the
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beat.” Participant #260 shared, “I am learning that they [locomotor movements] help my
students internalize the beat and become more aware of their bodies.” Naming both the
representative meaning unit of skill internalization and elements of music, Participant
#226 listed the benefits of “physically showing elements of music, including beat,
tempo, mood, flow, and rhythm. It helps to move skills from the external to the
internal.” Of Phase I participants, 23 named internalization of musical skills as the
benefit to the use of movement, and an additional 22 named feeling the music as a
benefit. Peggy shared her view about how movement encouraged musicianship more
quickly and directly than other music class interactions.
There's not always the time to get in depth, like everybody in the world
sometimes thinks you need to do it. All the curriculum things to do. I don't
have time for that. So, I like to get my kids feeling the music, experiencing
the music. My goal for them is to come out of there enjoying music. Being
able to appreciate music. Being able to feel moved by music.
27. Expression. Expression also was conceived as a representative meaning unit.
Many participants’ open-ended survey responses referred to benefits of movement as
simply stated “expression,” and interview participants expanded the idea of expression
to a physical expression of the music being interpreted through movement and of
personal self-expression of both the teacher and the students. Participant #40 wrote,
“They can be part of the space and see how bodies can be expressive as a group and not
just individually.” Lauren shared about the challenges of using movement in American
culture where people may not feel safe in their expression as a moving person.
America is about the only place, maybe Great Britain, where movement
and singing together are not part of everyday life. You go to almost any
other country in the world and everybody is singing all the time. Moving,
dancing, singing. It's all connected and it's everyday life. When we're
washing the dishes we're dancing. The postal workers in Ghana are
making music as they work and they're not performing for people, they're
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simply an expression of their joy and their humanity. That is something
that we as [American] music educators need to free our students from the
“Take a Bow” and my own kids— my own kids— will see me dancing
and they're like, “Mom, stop” and I'm like, “You know what? No.” It's
this whole oh somebody might see me. When I am at a stoplight and I see
somebody through their window jamming out to the radio, it makes me so
happy to see that because they have the unbridled joy that they probably
don't when they're not by themselves. I want people to feel free to express
themselves with movement and music and not think about it. The Sesame
Street writer Joe Raposo wrote the song “Sing.” “Don't worry if it's not
good enough for anyone else to hear.” It's like that's where we are.
28. Cultural relevance vs. appropriation. Claudia shared her experience
changing between schools with students with different cultural backgrounds and her
subsequent change in how she viewed the purpose of the use of movement.
I'm teaching in the Los Angeles Unified School District. When I was
hired I had taught 12 years in Rochester area…This was like I became
immersed in this completely different world than I'd ever
experienced…This was near MacArthur Park. It’s a high poverty, high
immigrant neighborhood. Gangs, a lot of Salvadoran gangs in the 80s,
90s. So a lot of Central American and Mexican immigrants. So then, after
the big recession after 13 years there, then I got assigned to five schools
and I became a traveler, which I never wanted to do. . . Five schools, four
of them were in that general neighborhood. One was in a completely
different neighborhood, completely different kind of culture…They're the
schools next to each other, but they're night and day. They're very
different…Most do not have opportunities for music lessons or dance
classes outside of the school, which is why the school is so
important…And just the realization of these kids are every bit of smart,
they're every bit as musical. They just haven't had the opportunities.
Adam expressed the importance of cultural relevance for meeting his students’ needs, as
well as the need for meaningful movement opportunities to explore cultural connections.
So, it's important to keep opportunities going with movement because it
connects them to some traditional experiences that are culturally bound.
It gets them moving, which they're not always interested in. Even things
my students five years ago were able to do, a lot of challenges, I found,
[are] because of the different cultures where my music students come
from. I've got a large population of immigrant students from Brazil and a
large portion from Ecuador and then we have a few smatterings here and
there from Egypt, Africa, a couple of . . . Latin American countries.
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Predominantly Ecuador and Brazil. Now that I've worked with them for a
while, especially the kids from Brazil, I understand the education system
that they came from. So now, I'm no longer shocked when they can't tell
me much about their own musical culture. Or, they haven't really danced
a whole lot because it hasn't been developed in their homeland as much
as some of our other students from other countries, or certainly our
U.S.A.-born kids. Not that they're dancing on the Juilliard stage either,
but comparatively speaking it was interesting for me to learn when I try
to get to know students, I'd ask "can you tell me what is some music that
you listen to at home with your parents", or just trying to find out,
ethnomusicologically, influences and there weren't really a lot of
answers.
Samantha also described seeking a balance between cultural relevance and
appropriation.
For so long, music teachers [have] gone around, and we've collected
songs and dances like they were Pokémon cards and we've just wanted to
collect them all. And again, that tokenism. We want to cover the whole
world and take this from here, from here, from here, from here. But that's
not the right way to do it. Some cultures are absolutely fine with sharing
their dances and music and they want you to pass it on, especially if it's
like social. But I feel like we've also co-opted sacred dances and/or we've
moved dances away from like their original purpose.
Participant #61 shared the challenge of “making sure the movements are not an
appropriation of songs introduced in an effort to have ‘authentic’ music-making
experiences.”
29. Relationship/community. Participants named relationship or community
building as a benefit to the use of movement. The representative meaning unit of
Relationship/Community initiated from the coding those words and additional ones,
such as collaboration, teamwork, interaction, camaraderie. Lauren shared the role of
relationships in action in her classroom and extending the benefits of movement to her
greater school community.
I noticed the parents they would come for the day and would hang out in
the fellowship hall, but the nursery was where we were dancing, so little
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siblings would have come out and dance and you could see them dancing
along and the parents would come and watch and I could tell they really
wanted to participate…I was thinking before all of this [COVID-19
pandemic] happened, of creating a community dance at our church. Just
opening it up to the community for people to just come in and do social
dancing, because I was like I can call. I can play this Chimes of Dunkirk
CD and I can call and people can just come and dance. What a great
ministry that would be to get people together.
30. Music through movement. The representative meaning unit Music Through
Movement initiated from participants’ expressions of the purpose of the use of
movement. Participants named the experience of movement as part of music-making,
equal in importance to singing. Participant #68 wrote, “Engaging the whole person in
music through movement = embodied cognition = better comprehension and more
chances to creatively express themselves and their understanding of music.”
31. Embodiment. The representative meaning unit of Embodiment was created
from Participant descriptions about the benefits of the use of movement. Interview
participants shared the benefit to the teacher and the students that occurs when
movement interaction manifests both the music concepts and personal expression. Jamie
shared why the experience of embodiment was important both for herself and her
students.
I see that movement makes it more part of you. When you're moving in
response to a song and you're moving the rhythm, or you're moving like
through the levels— moving the melody somehow, it just becomes so
much clearer in your mind what it is that you're doing. You remember it
better. It's just part of you. You don't have to teach the steady beat
because your body makes a steady beat, for example. So I think that the
benefit is just that it makes it so much more real for students. It's theirs as
well. It gets so much more ownership. They take ownership because their
body is doing it.
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Thematic Analysis
Via the thematic analysis process, I generated the 31 representative meaning
units into patterns of shared meaning, which created 10 lower order themes that
described the way music teachers describe the purpose, benefits, and challenges of use
of movement. I constructed four higher order themes that captured the underlying
insights of the lower-order themes: Who I Am, Who My Students Are, Where We Are
Together, and What We Do Together. See Table 10 for a depiction of the representative
meaning units as they relate to the lower order and higher order themes.

111
Table 10
Phase II Thematic Analysis Results
Representative Meaning Unit
1. Teacher Identity and Personal
Experience
2. Formal Professional Development
3. Teacher Fear and Comfort
4. Teacher’s Body Image
5. Teacher Mental Health
6. Teacher Physical Disabilities
7. Teacher Philosophy
8. Classroom Management
9. Curriculum/Pedagogy
10. Assessment
11. Student Religion
12. Student Age
13. Student Gender
14. Student Body Awareness
15. Student Need to Move
16. Student Motor Skills
17. Learning Modalities
18. Special Education
19. Socioemotional Learning
20. Adequacy of Physical Classroom
Space*
21. Class Size*
22. Safety
23. School Type
24. School Setting
25. Elements of Music
26. Musicianship and Skill
Internalization
27. Expression
28. Cultural Relevance vs.
Appropriation
29. Relationship/Community
30. Music Through Movement
31. Embodiment
Note. *= Also a quantitative result

Lower Order Theme

Higher Order Theme

From Experience

In Body

Who I Am (Purpose,
Benefits,
Challenges)

As an Educator

Identity

In Body

Who My Students
Are (Purpose,
Benefits,
Challenges)

As Learners

Physical Classroom
Space
Location

Where We Are
Together (Purpose,
Benefits,
Challenges)

Music

Engagement/
Experience

What We Do
Together (Purpose,
Benefits,
Challenges)
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Note that the four higher order themes capture the underlying ideas in participants’
reports that describe the individual’s intersectional perspective on contextual
applications. For example, one participant labels physical exercise as a benefit for the
teacher while another labels teaching movement a challenge due to a personal physical
ailment. Another example would be some participants characterizing locomotor
movement leading students to become too rambunctious while another participant views
it as providing an opportunity for students to expel energy.
Of the higher-order themes, participant responses in the categories of Where We
Are Together and What We Do Together represented the contextual interaction
stemming from participants’ expression of the themes of Who I Am and Who My
Students Are. The Phase II connections between lower order themes and higher order
themes, depicted in Figure 15, offered me a deeper understanding of the participants’
unique views about how they understand the purpose, benefits, and challenges of using
different types of movement.
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Figure 15
Phase II Lower Order and Higher Order Thematic Connection
• From
Experience
• In Body
• As an
Educator

• Identity
• In Body
• As Learners

Who I
Am

Who My
Students
Are

What
We Do
Together

Where
We Are
Together

• Music
• Engagement/
Experience

• Physical
Space
• Location

Four higher order themes comprise inner circle of figure 15. Their placement in the
circle with arrows represents the fluid connectedness with which teachers describe the
purpose, benefits, and challenges of use of movement in general music classes. The
participants described their choices to use movement from their sense of their identity
(Who I Am). Their personal and professional experiences, physical body, and mindset as
an educator influenced their confidence (or lack thereof) in facilitating movement
interactions, both non-locomotor and locomotor.
Participants described their choices to use movement in response to their
awareness of students’ identities (Who My Students Are). The arrow in the center of the
figure illustrates the initiation of this understanding (or lack thereof) as starting from the
participant’s sense of Who I Am as informing their perception to Who My Students Are.
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Participants named teacher awareness of students’ physical capabilities, learning styles,
and personal experiences as variables that influence teacher choice in use of movement.
Participants described Where We Are—the physical teaching space—as part of
their challenges in the use of different movement types. Participants never explicitly
described a benefit or a purpose in discussing their physical classroom space. However,
participants often described the both the physical classroom space and the setting of the
school (i.e., urban, suburban, rural) as a part, for better or worse, of the process in
choosing type of movement interactions that would function for their students.
Participants’ concepts of Who I Am, Who My Students Are, and Where We Are
Together, in summation, informed their choices in movement and music regarding What
We Do Together. The totality of participant identity, awareness of students, student
identity, physical classroom space informed the extent to which participants choose to
engage in movement and in which type: non-locomotor or locomotor.
Research Question 8 Results
What results emerge from comparing the quantitative data on influencers to the use of
movement by type with qualitative data that describes teachers’ choices in movement
instruction?
To answer research question eight, I brought the quantitative and qualitative data
together to compare the results of both phases side-by-side. The minimal statistically
significant results in the quantitative Phase I suggested that the quantitative variables
operationalized to study influencers from a limited perspective. The richness of results
from Phase II altered my original conception of the quantitative phase of the explanatory
sequential design as taking priority for this study. My pragmatic worldview enabled me
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to shift priority from the quantitative to the qualitative, such that in addressing question
eight, I considered the lack of statistical significance in Phase I variables in evaluating
those results to that of Phase II.
Upon comparing the quantitative data from Phase I to the qualitative data from
Phase II, I found in both Phases that participants confirmed physical classroom space
and class size as influencers on their choices to use movement. Though they shared
these influencers, there were nuances in how participants expressed their experiences
with those variables. Regarding physical classroom space, Phase I participants who
lacked a dedicated music room (i.e., assigned to teach on a cart or other shared teaching
space) relied on more non-locomotor interactions, such as using hands to show pitch
relations or contour. Phase II participants indicated lack of adequate space (i.e.,
insufficient square footage) as a negative influence on their choices to use locomotor
movement, supporting the Phase I finding. Participants from both Phase I and Phase II
indicated less use of movement in inadequately sized physical classroom spaces. Phase
II participants uniquely reported challenges in facilitating various types of locomotor
movement in both inadequately sized dedicated music classrooms and non-dedicated
music classrooms. Regarding class size, Phase I and Phase II participants confirmed that
larger class sizes negatively influenced their choices to use locomotor movement.
Participants varied in their choices to use movement when considering the two
variables of physical classroom space and class size. Phase II participants named
varying thresholds of comfort with facilitating movement in settings with various class
sizes in different sized spaces. For example, a larger physical classroom space could
enable the participant to facilitate more locomotor movements when accommodating a

116
larger class size. However, class size impacts this choice as well, regardless of the
adequacy of the space, as perhaps the level of safety and management can become
beyond the teachers’ comfort level simply because of the larger numbers of students to
teach. Regarding larger class sizes, Phase I participants used fewer creative movements,
such as non-locomotor dramatizing and locomotor exploratory/expressive movement.
Phase II interview data indicated that teachers of larger class sizes engage in less
creative movements as well.
However, the results indicating little or no difference between use of movement
in Title I and non-title I schools encouragingly contradict findings related to existing
disadvantages in musical opportunities for schools of lower socioeconomic status
(Miksza & Gault, 2014). This may be because use of movement is a musical
engagement opportunity that does not come with the same type of upfront financial
resource implications such as needing to purchase classroom instruments or sheet music.
My premise for this mixed-methods research was to examine influencers on
teachers’ choices to use movement from all relevant angles through the predictive power
of quantitative statistical analyses and extensive insights of contextualized qualitative
thematic analyses. As demonstrated in this sequential explanatory study, the qualitative
data can function as a critical part of illuminating the complexity in variables that
influence teachers’ choices to use movement, especially when the quantitative data
yielded limited results. The small number of statistically significant Phase I results
demonstrated that, for these participants, in this study, the variable of School Title I
status did not influence teacher’s choices to use movement, and physical classroom
space and class size had minimal influence as well. While I felt this result was initially
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in conflict with my sequential explanatory design that prioritized quantitative results,
upon further consideration I noted that the lack of statistical significance in Phase I
influencing variables was directly informative in understanding the importance of the
Phase II results. Variables identified in Phase II that demonstrated influence on teacher’s
choices (e.g., personal experiences in movement, identity and body image) are
potentially more within a teachers’ circle of control than the Phase I variables (i.e., Title
I status, physical classroom space, class size).
Summary of Study Results
United States-based elementary general music teachers in this study believe that
the use of movement is an important part of their instruction. That finding supports prior
research about the importance of movement use in general music education (Abril,
2011; Campbell, 2010; Ferguson, 2005; Jones, 2014), and the influence of physical
classroom space and class size on education in general (Achilles, 2012; Brandts, 2011;
Dee & West, 2011). Phase II participants confirmed what all of Phase I participants’
survey responses revealed: a lack of adequate space negatively influenced their choices
to use movement. Phase II participants explained more about that finding: they believed
in the essentiality of kinesthetic engagements for their students, confirming the
assertions in prior literature about the benefits of using movement in music instructions
(Bartolome, 2015; Blesedell, 1991; Butke, 2014; Culp, 2016; Glen, 2016; Walker, 1996;
Woods, 1987). I summarized this result as reconceptualizing spaces. Participants in
Phase II of this study described developing a positive self-concept in their identities as
moving persons to feel empowered in their choices to use movement with their students,
regardless of participants’ school socioeconomic status, physical classroom space, or
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class size. I summarize that result as movement moves us. For teachers who lacked
adequate space and felt uncertainty in teaching movement, their use of movement
declined as they did not have a sense of empowerment in solving that problem. Feeling
qualified often stemmed from a participant’s overall negative self-image, either as an
embodied moving person or from an issue related to a negative body image. Teachers
expressed positive personal experiences with movement as empowering to their sense of
self as a teacher of music and movement. I summarize that result as from engaging
experiences to embodied empowerment. Although teachers agreed personal movement
experiences were a powerful variable in feeling confident to use movement regardless of
other mitigating variables, they were diverse in expressing their options to engage in
such experiences based on local professional development options, financial
implications, and physical disabilities, on top of potentially needing to overcome a
negative body image.
Because in my review of literature and related research I identified a gap in the
literature on use of movement and the topics of school socioeconomic status, physical
classroom space, class size, and teacher body image, I am unable to compare results
from this study with results of previous researchers’ studies. Before this study we knew
of There are not comparisons to prior related research because this is the first study, to
my findings, that indicate the role of teacher choice to use movement in elementary
general music teaching. Those results align with the findings about body image from my
prior phenomenological study on expert movement facilitators, but as far as I know, this
is the first study that points to physical variables (i.e., school socioeconomic status,
physical classroom space, and class size) as influential on teachers’ choices to use
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movement as well as to the connectedness of teacher identity and teacher choice to use
movement. The data generated by this study are uniquely situated to inform new inquiry
into the role of general music teacher’s body image, which I present in more detail at the
end of Chapter 5.
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CHAPTER 5
SUMMARY & CONCLUSIONS
The purpose of this two-phased mixed methods research was to examine
influencers on pre-Kindergarten through 8th grade general music teachers’ choices to use
movement in elementary general music classes. The intent was to explore school
socioeconomic status, class size, and physical classroom space as they influence general
music teachers’ choices to use of different types of locomotor (i.e., movement with
traveling) and non-locomotor (i.e., movement without traveling) movements. Using a
pragmatic paradigm and explanatory sequential mixed methods research, I explored the
influencers to teachers’ choices through eight research questions in two phases for this
study. In quantitative Phase I of this study, I posed four research questions: To what
extent does variance in (a) school socioeconomic status (Title I/Non-Title I), (b)
physical classroom space, and (c) class size significantly relate to the use of movement
by type in elementary general music classes, and (d) to what extent do school
socioeconomic status, physical classroom space, and class size in combination explain
the variance in the use of movement in elementary general music classes? In qualitative
Phase II of this study, I posed three additional research questions to explain the results of
Phase I: How do music teachers describe the (e) purpose, (f) benefits, and (g) challenges
in their use of different movement types in elementary general music classes? I posed a
final research question to compare the quantitative data on influencers to the use of
movement with the qualitative data that described teachers’ choices in movement
instruction.
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To answer the research questions, I first applied statistical analyses (Phase I) and
thematic analyses (Phase II) to original data collected from the researcher-designed
survey and member-checked individual participant interview transcripts. Throughout the
study I , I pragmatically served in the roles of researcher, colleague, and elementary
general music teacher. As a researcher, I implemented the survey, analyzed quantitative
data, and recruited the participants for the interviews all through the lens of embodied
teaching and learning (Bresler, 2004).
In Phase I, I examined the relationships between school socioeconomic status as
defined by Title I status, physical classroom space, and class size and twelve types of
movement. Separate samples t-tests demonstrated small but significant differences for
use of for Title I participants using the steady beat while seated and choreographed
dances to songs. Separate samples t-tests demonstrated small but significant differences
for participants not in a dedicated music room in their use of showing pitch relations or
melodic contour with hands and for participants in a dedicated music room in use of
choreographed dances to songs. Pearson correlations demonstrated participants with
larger class sizes use less dramatizing or creative/exploratory movement. The Phase I
participants indicated that their physical classroom space and their class sizes most
directly impacted their choices to use different types of movement.
In Phase II, I interviewed 17 purposively sampled Phase I participants
individually. Participants in the Phase II interviews further explained the roles physical
classroom space and class size play in their choices to use movement, but additionally
remarked about their own experiences that impacted their use of movement.
Participants’ illuminated their experiences with the purposes, benefits, and challenges in
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use of different types of movement. Phase II thematic analysis resulted in four higher
order themes that encapsulated the research questions framed with “How do music
teachers describe:” Who I Am, Who My Students Are, Where We Are Together, and What
We Do Together. These themes moved from teachers expressing a concept of self from
experience, in their body image, and as educators (Who I Am), to a knowledge of student
identity and experience (Who My Students Are), to constraints from the physical
situating of their teaching space (Where We Are Together), and as a musical experience
that is expressive of the students and teacher (What We Do Together). Results
illuminated the centrality of identity (Who I Am, Who My Students Are), location (Where
We Are Together), and experiential learning (What We Do Together). The idea of
embodiment (discussed earlier in Chapter 1) as a unique means of knowing (Dura, 1998;
Juntunen & Hyvonen, 2004; Reimer, 2003; Seitz, 2005; Walker, 2000) permeated these
results.
Since this study involved self-selected participation, readers are cautioned that
results may not be transferrable or generalizable. I collected data through a pilot-tested
survey instrument and interview questions. I exercised thoroughness in establishing
legitimation during data collection and analysis through sample integration, weakness
minimization, and paradigmatic mixing. In Phase I, I had a smaller sample size, which
reduced my ability to make inferences across various populations and decreased the
power of transferability. In Phase II, I was unable to recruit the intended 18 participants.
Phase II findings were specific to the context of the teachers and their schools and
should not be generalized. Nonetheless, I found a saturation of rich data and while an
additional participant may have brought voice to an underrepresented group in this study
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(i.e., cyber teachers), I do not believe the final results were impacted. Significantly,
participants in both Phase I and Phase II contributed during the midst of the COVID-19
pandemic, a condition which also potentially affected results. Had the data been
collected during a typical teaching environment, participants would have been
physically present in their physical classroom spaces instead of quarantining and
teaching remotely. Teachers accommodated their teaching styles to adapt for students
learning from a variety of remote spaces, which additionally, may have placed them in a
distressed mental state, thereby offering different perspectives due to the stresses of
pandemic teaching. These cautions notwithstanding, my use of sequential explanatory
design and the data collection instrument might be used by other researchers to
investigate these and other influencers on teachers’ choices to use movement in different
settings.
Conclusion
The teachers in this study connected choices to use movement in elementary
general music to their own identity and their students’ identities, their school context,
and their musical engagement . Teacher in this study identified influencers to their use of
movement in elementary general classes: physical space, class size, identity, and body
image. School socioeconomic status, as defined by Title I status, did not influence
teachers’ choices to use movement. In this next section, I will share my overarching
conclusion characterized by the three summarized influencers (i.e., movement moves us,
reconceptualizing spaces, from engaging experiences to embodied empowerment) and
share the summarizing joint display for sequential integration. Finally, I share
implications, applications, and limitations for this study.
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Movement Moves Us
Teachers choose to use movement because they desire to plan meaningful
experiences for their students and to use of movement as a means of connecting with
who their students are, as evidenced by Phase II results. Teachers who choose to use
movement recognize movement moves us through meaningful experiences. Because
movement inherently engages many students and utilizes the valued realm of
experiential learning, when teachers opt to instruct and assess using movement, they not
only meet curricular requirements while gauging students’ musical comprehension but
also address socioemotional learning needs of both themselves and their students. By
choosing to include the movement in their instruction, teachers provide learning beyond
discrete musical standards to an experience for the learners—teacher included—where
movement moves us to exploration of identity, self-confidence, and social relationships.
Reconceptualizing Spaces
When considering teachers’ choices to use movement-based instruction, teachers
face challenges in providing a safe space—both physically and socioemotionally— for
movement to happen, as evidenced by both Phase I and Phase II results. The variety of
reasons range from the practical realities of inadequate square footage to accommodate
class size (as evidenced by the quantitative results) or danger from spaces with tripping
or falling hazards like stairs or the edge of a stage to the relational safety needed to take
risks in movement in front of peers (as evidenced by the qualitative results). When
teachers offset physical classroom challenges such as removing furniture from the space,
seeking out alternate spaces for movement instruction, or using turn taking to allow
students more space, they are physically reconceptualizing spaces. Similarly, when
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teachers apply strategies to address emotional safety, such as building rapport with and
between students, developing self-awareness and interpersonal skills, and intentionally
creating a culture of growth that invites risk-taking and acceptance of mistakes as
opportunities for learning, they are socioemotionally reconceptualizing spaces.
From Engaging Experiences to Embodied Empowerment
Participants named music and movement experiences- both positive and
negative- as formational in their sense of embodiment, as evidenced in the qualitative
results. Teachers choose to use movement with an objective of providing experiences
that empower their students to a place of greater understanding of their own selves, both
as musicians and as human beings with unique cultural, faith, and family traditions.
Teachers choose movement interactions that provide space for students to go beyond
experiencing music content and curricula to empowerment where students view
themselves as leaders, with agency, with responsivity, with grit, with interdependence to
have freedom, skills, and knowledge to pursue their future interests and passions, musicrelated or otherwise.
The knowledge of “Who I Am” and “Who My Students Are” informs choices
teachers make about “Where We Are Together.” As the teacher considers how to bring
safety to the shared physical and emotional space of the music classroom (or cart, or
stage,) “What We Do Together” becomes clear as a directional variable in providing a
new depth of understanding for teachers of “Who I Am” and “Who My Students Are.”
As teachers choose to use movement, they have the opportunity to use engaging
experiences to create new understanding of “Who I Am” and “Who My Students Are.”

126
The summarized influencers foregrounded in teachers’ choices to use movement
as informed by this mixed methods study are illustrated as a layer over top of the lower
and higher order themes as shown in Figure 16.

127
Figure 16
Summarized Influencers on Teachers’ Choices to Use Movement

United States-based elementary general music teachers in this study believe that
the use of movement is an important part of their instruction. They recognize the
powerful way movement moves us as teachers and as learners. In pursing moving
experiences for their students, teachers reconceptualize spaces to create a safe learning
environment for engaging experiences. Teachers choose to use movement to create
engaging experiences that lead to embodied empowerment. Finally, embodied
empowerment returns to the enactment of more experiences where movement moves us,
renewing the cycle of influencers on teachers’ choices to use movement once again, as
depicted by the joint display for sequential integration in Figure 17.

128
Figure 17
Joint Display: Cycle of Summarized Influencers on Teachers’ Choices to Use Movement

When teachers center their commitment to use movement as a choice for student
engagement, challenges presented at any point in the cycle may be viewed as just thatas obstacles, which can be potentially be overcome, or may present too much of an
obstacle for a teacher to overcome, even if all of the previous aspects of the cycle were
in place. For example, a teacher may have a positive body image and perceive
themselves as an embodied mover but may not have a point of connection to engage
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with their students, and the cycle is paused until they come to a better relationship with
who their students are. Or, a teacher may have vast experience with movement to have a
positive sense of “Who I Am” as a mover as well as positive understanding of “Who My
Students Are,” but may be in a school where they are assigned double classes of 60
students in a space that would only be physically safe for 20 students using locomotor
movement. In situations such as these, the thematic parts of the cycle shift from being
positive influencers to negative ones. The parts of the cycle are not necessarily
sequenced but are parts of the whole picture that teachers in this study shared. Teachers
and students doing movement together advances the renewal of the teacher choice cycle,
as experiences in movement directly inform teachers’ concept of “Who I Am.” A
positive self-concept, including body image, brings teachers to engage in more moving
movement experiences both for themselves and their students. It allows teachers to
reconceptualize their teaching spaces and to dimensionalize their instructional designs
for engaging experiences that embody empowerment for both students and teachers.
Implications and Applications
The research presented in this study expands on the literature on movement and
music education. The results of this study intimate several implications. First, while the
physical classroom space teachers are assigned can directly impact their choices to use
movement, teachers who have prioritized the use of movement have found ways to
reconceptualize their teaching space and managing of their class size to accommodate
the use of movement. Teachers who are in dedicated music rooms with limited space
and who are committed using movement in their general music classes could consider
reducing the furniture in the space to eliminate safety hazards. They also might consider
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using a turn-taking system for students or seeking the use of alternate spaces for
movement activities, such as a vacant stage or outdoor space on a playground. Teachers
who push in to classrooms to teach general music “on a cart” could consider alternate
spaces as well. Of course, teachers may be limited in their flexibility to seek out
alternate spaces. Therefore, administrators in schools with limited space for movement
in general music classes could assist their school music teacher with finding alternate
spaces for movement instruction or could work to reduce the practice of doubling
homeroom classes. School architectural stakeholders should design instructional spaces
that are large enough to accommodate locomotor movement for the largest class sizes
expected within that building using a square footage per student ratio rather than a flat
square footage per space recommendation. School district administrators must not only
provide students and teachers with an adequate space for music and movement
instruction, but they must also consider the impact of larger class sizes on a teachers’
ability to safely facilitate experiential learning through movement.
Implications relating to the internal influencers on teachers’ choices need to be
carefully considered by administrators, teacher educators, and teachers themselves.
Administrators might purposively seek to create a working environment where teachers
can feel confident in their identity and sense of self as being affirmed and value.
Because of the centrality of engaging experiences in moving both students and teachers
to a place of embodied empowerment, teacher educators, authors, and researchers should
strive to create a safe environment for teachers who are seeking growth in their practice
of teaching movement. Within the field of elementary general music education, we must
grow in our understanding of the role of identity and body image at various junctures of
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a movement and music teacher’s career. In our present practice, teacher educators tend
to begin workshops, methods books, and other types of professional development with
an assumption of all general music teachers having a level of comfort with movement.
Persons in those spaces who are self-conscous as movers or with movement in practice
will be less likely to engage as successfully in movement content. Researchers should
continue to investigate the needs for a teaching space that is optimal and physically safe
for both the students and the teacher and a socioemotionally safe space for teachers
grappling with issues relating to body image. Our collective goal can center on ensuring
experiences that embody empowerment throughout a general music teacher’s career.
Limitations
Although this study generated several significant findings related to teachers’
choices to use movement, it is not without limitations. I limited this study to
prekindergarten through 8th grade general music teachers from within the United States.
As such, the quantitative results may not be generalizable outside of that demographic.
Additionally, quantitative results may not be generalizable to teachers in other music
content areas, such as choir, band, or music appreciation. Qualitative results may not be
transferrable to other populations and contexts.
Because teachers volunteered to participate in this study about movement, they
may have presented with inherent bias toward more positive opinions toward the use of
movement in general music classes compared to teachers who elected not to participate.
Teachers who do not use movement, or use it minimally, or those that have physical
disabilities that make use of movement a challenge may have felt as though the topic did
not relate to them and elected to decline participation. Additionally, since the Phase I
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data were collected with self-reported information, participants may have
misrepresented themselves in seeking to present an ideal general music teacher, which
may limit the information we can determine from opinion-based responses. Finally, as
the participants largely taught in dedicated music rooms in suburban schools, results
from teachers not in a dedicated music room and/or in urban schools are
underrepresented.
Regarding Phase I recruitment, participant invitation was issued through the
NAfME research assistance and through Facebook music teacher groups, which could
have affected the pool of potential participants to exclude teachers who are not members
of either source. Regarding Phase II participant sampling, my purposive selection of
participants to achieve stratification of demographic representation was limited by
participants’ self-evaluation and reporting of information such as the extent of impact of
personal experience in movement and opinion on adequacy of teaching space.
Future researchers might solicit specifications of teaching space (e.g., size,
layout), analyze the physical classroom space consistently, or ask participants to submit
a log of movement interactions teachers use over a period rather than self-reported
ratings on frequency of use of movement types. Researchers might focus in greater
detail on the role of teachers’ movement experiences outside of the typical professional
development path, the roles body image play in teachers’ empowerment to use
movement, or the ways teachers use movement in both synchronous and asynchronous
virtual or cyber teaching. Future researchers could examine the impact of physical
classroom space or class size on teachers’ choices in early childhood or high school
levels, or examine variables that influence band, orchestra, or choir teachers’ choices to
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use movement. Researchers also could examine approaches that teachers with physical
disabilities use when teaching movement, and teachers’ choices in using movement in
relation to students with physical disabilities.
Through a mixed method approach, I sought to not only gather quantitative data
about the results of general music teachers’ choices in using movement but to explain
the results in more personable detail with salient participant voices. By investigating
both quantitative and qualitative data, this research addresses the need for a more robust
understanding of the variables influencing the day-to-day choices teachers make
regarding movement in general music classes. Results from this study may help the
music research community to close a gap in literature regarding influencers on teachers’
choices to use movement in school settings. In conclusion, elementary general music
teachers’ choices to use movement are influenced by their conceptualization of their
physical classroom space and class size, their experiences in movement, and their
embodied empowerment from their identity as a mover. With that new understanding,
the music education community can continue to work gathering voices in policy,
research, families, and practice to address influencers on teachers’ choices to use
movement, to support teachers, galvanize stakeholders, and advocate for broader
endorsement from educational agencies, all to the end of facilitating increased
movement opportunities for children.
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EPILOGUE
In the early stages of beginning of my study, I contemplated which teaching
settings to include in my research. I considered for a while whether or not to include
general music teachers in cyber schools because of what a unique and somewhat rare
situation virtual teaching was. Emphasis on the “was.” For a study that was centered
around teachers’ choices, I think now about the irony of my labor over that choice and
how differently I understand the role of teaching movement virtually now in a COVIDchanged world-- a world where many of us face-to-face general music teachers became
cyber teachers and needed to find a new way to create movement experiences that would
empower our students. Virtual teaching during COVID brought a whole new series of
challenges to our use of movement. We were limited instead by our lack of experience
in teaching this way while simultaneously, in our personal lives, grappling with
struggles of surviving a worldwide pandemic. We were devastated by our loss in no
longer experiencing the beauty of musical entrainment* through movement (McNeill,
1995). We felt paralyzed at the thought of our carefully cultivated teaching affects being
broadcast into people’s homes for many to see and judge. We lamented the loss of
“together” in “Where We Are” and “What We Do” in our classroom communities as we
taught our students on a screen in virtual isolated videoconference boxes instead of faceto-face circles in our physical classroom spaces—however inadequate they might have
been.
Yet for some of us, the move to virtual teaching brought new freedom to use
movement. We were no longer constrained in the same way by “Where We Are
Together” in the physical classroom space, or the number of students crowded into a
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classroom. We all lived the experience of reconceptualizing spaces. Our students were
free of previous social pressures to present a “too cool for movement” image to their
peers that was eliminated by remote instruction. We had a glimpse into the homes and
lives of our students, which dimensionalized our understanding of “Who My Students
Are” in a way never previously possible. It is no doubt that COVID has markedly
changed our educational practice in a short amount of time. What will a return to normal
“What We Do Together” use of movement look like in a post-COVID music classroom?
What will it take for students to comfortable once again feel in joining hands in dances,
playing hand-clapping games, and creating movements with others, devoid of social
distance? As general music teachers return to in-person instruction, we will need
mindful consideration of our choices to use movement to ensure a restoration of moving
together once again from engaging experiences to embodied empowerment.

*Thanks to participant Clara for introducing this concept to me.
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APPENDIX A
HISTORICAL MOVEMENT PERSPECTIVES IN MUSIC EDUCATION
Emile Jaques-Dalcroze (1915) observed his music students at the Geneva
Conservatory, noting they only reproduced musical skills mechanically and that they
lacked fluid musical comprehension and creativity. He developed Eurythmics in
response to this observation Dalcroze (1967) noted, “the practice of bodily movements
awakens images in the mind. The stronger the muscular sensations, the clearer and more
precise the images, and thereby a more metrical and rhythmic feeling is developed; for
feeling is born of sensation” (p. 67).
Dalcroze (1967) defined movement as a full embodiment of musical intent
through interactions of time, space, and energy by either the individual or the group. By
examining the connection of the mind, the emotions, and the body, Dalcroze worked to
develop a pedagogical approach that would connect the three, which he called
Eurhythmics (Lewis, 1998). Teachers of Eurhythmics learned to practice three core
branches: (a) Eurhythmics; (b) solfège (sight-singing and ear-training); and (c)
improvisation. Eurythmics, solfège, and improvisation increase both musicality and
cognitive awareness. Divergent and convergent creativity were paramount throughout
this process as students translate various musical rhythms into corresponding body
movements. Dalcroze’s teaching drew from precision and uniformity in interpreting
duration through movement in Eurythmics (convergence) as well as creative
interpretation of music through movement in Plastique Animée (divergence). Dalcroze
laid a philosophical foundation of movement in music education that would continue
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through the legacy of his followers to shape general music education practice today
(Anderson, 2012).
Dalcroze’s contemporary Rudolph Laban defined movement as radiating from
inside the body, and, like music, movement was comprised of linguistic elements, such
as grammar and syntax (Laban & Ullman, 2011). For Laban, movement itself was a
language. In his writing and practice, Laban maintained Dalcroze’s concepts of time and
space but integrated them, along with flow and force, into his conceptualization of
energy (Laban & Lawrence, 1974). Laban advocated movement for its own sake,
especially in the teaching of children.
British music educator John Curwen (1901) organized a systematic relationship
between sound and notation in developing his tonic sol-fa method. Curwen based the
tonic sol-fa method on the work of British music teacher Sarah Glover (Bennett, 1984;
Southcott, 2020). Glover’s Norwich sol-fa system served not only as the inspiration for
Curwen’s method, but also the means by which Curwen initially learned to read
notation. Curwen developed hand signs as representational kinesthetic notation that
vertically demonstrated the relationship of scale tones to reinforce moveable do
solmization. The downward angled thumb of fa showed its tendency to resolve to mi, the
upward-pointing ti showed its ascending aural pull to do, and do itself was solid and
closed (Shaw, 1950). This small-motor kinesthetic experience allowed the singer to both
feel and see the intervallic relationship of different scale degrees (Choksy, 1999).
Curwen’s hand signs are widely used by general music teachers in the United States as a
kinesthetic tool to promote fluent music reading and develop tonal memory (Frey-Clark,
2017).
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Zoltan Kodály (Bonis, 1974) lamented the decline of children’s musical fluency
and the loss of cultural identity rooted in the musical Hungarian folk traditions. As both
an ethnomusicologist and composer, his music education approach sought to address
children’s loss of Hungarian cultural identity and their deficit in singing skills (Carder &
Landis, 2008; Choksy, 1999), Kodály attributed failing music curricula to both poor
repertoire and low-quality methods of teaching. He pursued the development of a
sequential approach to teaching pitch and rhythm, which he created in collaboration with
practicing teachers in Hungary, including his former student, Jenö Adám (Gault, 2016).
In the Kodály method of teaching, folk dances, play parties, and other movement games
synthesized the convergent skills of rhythm and pitch development. Today, teachers
applying the Kodály concept use locomotor movements such as walking and marching
and non-locomotor movements such as clapping and Curwen-Glover hand signs to
function as a visual aid (Choksy, 1981).
As Carl Orff, Gunild Keetman, Maja Lex, and Dorothee Günther laid
foundational work for the Orff Schulwerk in Germany, they believed that movement
was essential to what they defined as elemental music (Keetman, 1974; Kugler, 2013).
Orff noted, “elemental music is never just music. It’s bound up with movement, dance
and speech, and so it is a form of music in which one must participate, in which one is
involved not as a listener but as a co-performer” (Orff, 144, 2013). In application today,
Orff Schulwerk approaches movement by embracing both the divergent creative and
intuitive movement as expressive artistry as well as convergent folk dance as a socialcultural connection to music.
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Researcher, teacher, and author Edwin Gordon (2012, 2015) viewed movement
as a tool to develop audiation, especially related to beat, tempo, and metric
comprehension at the first stages of early childhood instruction. Movement facilitated
accurate awareness and understanding of macrobeats, microbeats, and melodic rhythms
when aligned with student readiness. Gordon used both non-locomotor and locomotor
movement in his Music Learning Theory to develop context for audiation, with
prominent attention to continuous flow in space, or Continuous Fluid Motion (CFM)
(Taggart, 2016). CFM described the body movement in a free, unbound, lightweight
flowing motion that explores the full dimension of the surrounding body space. In
incorporating CFM, Gordon connected back to the influence of Laban and Dalcroze,
with the convergent goals of audiation. The movement activities themselves, however,
were based on Laban’s principles of time, space, weight, and flow to emphasize beat
function, coordination of breathing, singing, chanting, describing, labeling, reading, and
writing.
Phyllis Weikart (1999, 2004) wrote and presented extensively about the need for
children to have sufficient time and quality experiences in movement. As a professor of
kinesiology at the University of Michigan, she was concerned that the reduction in
children’s time to be physically active negatively impacted the development of their
motor skills, thereby hindering their academic abilities. An essential tenet of her
philosophy to movement education was for children to understand the patterns of music,
including mastery of the steady beat. She developed sequential pedagogical principles
that illuminate levels of difficulty in movement for young children. Her seven stages of
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motor development continue to inform many choices made by both music and physical
education teachers.
John Feierabend (2000) also presented theories regarding music and movement
development and created the First Steps in Music method. He offered three purposeful
movement experiences for children, including movement exploration to expand creative
abilities, movement for form and expressive qualities, and movement to develop a
“beatful” awareness (Feierabend, 1990). Music and movement activities functioned
toward the purpose of bringing richness to people’s lives through successful musical
engagements, either as music consumers or music creators (Feierabend et al., 2018).
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APPENDIX B
ONLINE SURVEY
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APPENDIX D
EMAIL/SOCIAL MEDIA INVITATION

Dear Music Educator,

My name is Lori Arner, and I am a doctoral student in music education at
Temple University. I am conducting my dissertation research study on the influencers
that impact the use of movement in general music classes in the United States. I invite
you to participate in the research by taking an anonymous online survey. Participation
will take approximately 20 minutes of your time.

I will not collect your name or personal identifiers unless you choose to submit
them for contacting you regarding your interest in participating in follow up interviews.
Participants may be contacted for follow up interviews only if they indicate their
consent. For participants contributing via interview, I will use pseudonyms to protect
their identity in the final report or, if the participant wishes, their real first name.
Interview participants should be aware that even with the use of a pseudonym, readers
might deduce individual participant’s identity from the information provided if they are
already familiar with the participant’s school setting or teaching style.

There are no known risks to your participation. It is not possible to identify all
potential risks in research procedures, but I have taken reasonable safeguards to
minimize any known and potential (but unknown) risks.

To indicate your consent to participate in this research and to continue to the
survey, please click this link or scan the QR code below to go to the survey. Please
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remember to indicate your willingness to be considered for follow-up interview
questions at the end of the survey.

If you have any questions about the research, please contact me, Lori, at
lori.ann.arner@temple.edu or primary investigator Alison Reynolds at
Alison.Reynolds@temple.edu. If you have any questions about your rights as a
volunteer in this research, contact the TU IRB at (215) 707-3390 or e-mail them at
irb@temple.edu.

Thank you for your time,

Lori A. Arner
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APPENDIX E
INFORMED CONSENT
Title of research: Examining Influencers and Inhibitors that Impact Teachers’
Choices to Use Movement in Elementary General Music Class: A Mixed Methods
Study
Investigator and Department: Alison Reynolds (Primary Investigator) and Lori Arner
(Doctoral Student), Boyer College of Music and Dance
Why am I being invited to take part in this research?
We invite you to take part in a research study because you are a general music teacher in
a public, private, charter, religious-affiliated, or cyber school in the United States, and
you teach children as young as pre-Kindergarten or as old as 8th grade.
What should I know about this research?
• Someone will explain this research to you.
• Whether or not you take part is up to you.
• You can choose not to take part.
• You can agree to take part and later change your mind.
• Your decision will not be held against you.
• You can ask all the questions you want before you decide.
Who can I talk to about this research?
If you have questions, concerns, or complaints, or think the research has hurt you,
contact the research team at:
Alison M. Reynolds, Ph.D. and Lori Arner
2001 N, 13th St.
Philadelphia, PA 19122
Alison.Reynolds@temple.edu; lori.ann.arner@temple.edu
(215) 204-1660; (540) 742-2704
This research has been reviewed and approved by an Institutional Review Board. You
may talk to them at (215) 707-3390 or e-mail them at irb@temple.edu for any of the
following:
•
•
•
•
•

Your questions, concerns, or complaints are not being answered by the research
team.
You cannot reach the research team.
You want to talk to someone besides the research team.
You have questions about your rights as a research subject.
You want to get information or provide input about this research.
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Why is this research being done?
The purpose of this research is to examine the relationship between three variables and
type of movement interactions used in elementary general music. The intent is to explore
school socioeconomic status, class size, and physical classroom space as they influence
choices of general music teachers to use of different types of movement.
How long will I be in this research?
The survey will be available on December 8-21, 2019. The online survey will take
approximately 20 minutes to complete. For most people, completing the survey will
mark the end of their participation in the study. If you volunteer to participate in the
interview portion of the study and are selected, I will contact you approximately one
month after the survey closes to schedule follow-up interviews. Two weeks after the
interview, I will send the transcript for your review with a request for you to return it
with your feedback within seven days. Once you have returned the feedback member
check, you will have completed your participation in the study.
What happens if I agree to be in this research?
You will complete a 20-minute survey on a device of your choice at a time convenient
for you. At the end of the survey, you will indicate whether you would be willing to
participate in an individual follow-up interview. If you are not interested, your
participation is complete. Your identity will remain anonymous in the reporting of data
collected from the survey.
If you are interested in participating in an interview, you will provide your preferred
contact information, including a working email address. Your survey results will no
longer be anonymous to the investigators. I (Lori) will contact 18 persons from those
participants who indicated their interest and consent for the interview at a convenient
time for each participant. Follow-up interviews will take approximately 30 minutes and
will be transcribed for data analysis. Each participant will be provided with a copy of
their interview transcription to check for accuracy. I (Lori) will follow up with a final
phone call to confirm the accuracy of transcription.
What happens to the information collected for this research?
To the extent allowed by law, we limit the viewing of your personal information to
people who must review it. We cannot promise complete secrecy. The IRB, Temple
University, Temple University Health System, Inc. and its affiliates, and other
representatives of these organizations may inspect and copy your information.
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APPENDIX F
INTERVIEW PROTOCOL
1. Tell me about your philosophy of music education.
2. Tell me about your specialized professional development certification(s). Why
did you choose that/those approach(es), and how did that/those experience(s)
influence your philosophy?
3. Tell me about movement as a motivating influence on your choices in your
teaching, apart from your specialized professional development experiences.
4. Describe your students and your school. What percentage receive free/reduced
lunch rates? How would you describe the racial diversity in your school(s)?
5. Describe your physical classroom space. What would I see? Where do the
children sit? What furniture is in the room? Is your school climate-controlled? If
you wish, you may email photos to help describe your physical classroom space.
6. What types of classroom management systems do you use?
7. Why do you choose to/choose not to use non-locomotor movement in your
classroom? What challenges and benefits do you consider in making your
choices?
8. Why do you choose to/choose not to use locomotor movement in your
classroom? What challenges and benefits do you consider in making your
choices?
9. Is there anything additional you would like to tell me about movement in music
education related to this study that we haven’t noted today?
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APPENDIX G
NAfME REGIONS BY STATE
NAfME
STATE
Region
Alabama
Southern
Alaska
Northwest
Arizona
Western
Arkansas
Southwestern
California
Western
Colorado
Southwestern
Connecticut
Eastern
Delaware
Eastern
Florida
Southern
Georgia
Southern
Hawaii
Western
Idaho
Northwest
North
Illinois
Central
North
Indiana
Central
North
Iowa
Central
Kansas
Southwestern
Kentucky
Southern
Louisiana
Southern
Maine
Eastern
Maryland
Eastern
Massachusetts Eastern
North
Michigan
Central
North
Minnesota
Central
Mississippi
Southern
Missouri
Southwestern
Montana
Northwest
North
Nebraska
Central
Nevada
Western
New
Hampshire
Eastern
New Jersey
Eastern
New Mexico Southwestern
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New York
North
Carolina
North Dakota
Ohio
Oklahoma
Oregon
Pennsylvania
Rhode Island
South
Carolina
South Dakota
Tennessee
Texas
Utah
Vermont
Virginia
Washington
Washington,
D.C.
West Virginia
Wisconsin
Wyoming

Eastern
Southern
North
Central
North
Central
Southwestern
Northwest
Eastern
Eastern
Southern
North
Central
Southern
Southwestern
Western
Eastern
Southern
Northwest
Eastern
Southern
North
Central
Northwest
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APPENDIX H
A PRIORI CODES
Non-locomotor Movement
Steady Beat
Hand Signs
Conducting
Body Percussion
Moving with Flow
Gestures to Songs
Twisting
Turning
Bending
Swaying
Swinging
Stretching
Locomotor Movement
Folk Dance
Eurythmics
Creative/exploratory movement
Dramatizing movement
Choreographed dances to songs
Walking
Running
Hopping
Leaping
Jumping
Galloping
Skipping
Sliding
Socioeconomic Status
Title I
Non-Title I
Resources
Free/Reduced Lunch
Racial diversity
Class Size
Large
Medium
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Small
Physical Classroom Space
Music Room (dedicated)
Teaching on a Cart
Student Seating
Flooring
Furniture/Equipment
Shared space
Adequacy of space
Specialized Music Teacher Professional Development
AES
AOSA
DSA
FAME
GIML
OAKE
SAA
Time
Cost
Classroom Management
Classroom system
Schoolwide system
Special Education
Teaching Philosophy
Teaching Experience
Curriculum
Travel to Multiple Buildings
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APPENDIX I
RESOURCES FOR SCHOOLWIDE APPROACHES TO MANAGEMENT AND
DISCIPLINE NAMED BY PHASE II PARTICIPANTS
Sub-bullets: Tenets of each approach as listed on their respective websites .
•

Capturing Kids Hearts (https://www.capturingkidshearts.org/)
o Cultivating relational capacity
o Improving school culture
o Strengthening trust between teachers and students
o Building self-managing classrooms
o Creating accountability
o Improving academic performance
o Fostering trauma-informed care

•

Conscious Discipline (https://consciousdiscipline.com/)
The School Family as built on a healthy family model- the goal of which is the
optimal development of all members. Three essential ingredients:
o Willingness to learn through a sense of belonging
o Impulse control while teaching self-regulation skills
o Attention system that is sensitive to stress and becomes engaged with
positive emotions

•

Positive Behavioral Interventions and Supports (https://www.pbis.org/)
o Three tiered framework for improving and integrating all of the data,
systems, and practices affecting student outcomes every day.
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▪

Tier 1: Universal Prevention (All) through emphasis of
prosocial skills and expectations

▪

Tier 2: Targeted Prevention (Some) through increased support for
students who are at risk of developing more serious problem
behavior

▪

Tier 3: Intensive, Individualized Prevention (Few) for students for
whom Tier 1 and 2 supports have not connected.

•

Responsive Classroom (https://www.responsiveclassroom.org/)
o A student-centered, social and emotional learning approach to teaching
and discipline through four key domains:

•

▪

Engaging Academics

▪

Positive Community

▪

Effective Management

▪

Developmentally Responsive Teaching

Restorative Practices (https://www.iirp.edu/)
o A social science that studies how to strengthen relationships between
individuals and within communities resulting in students experiencing
greater safety and sense of belonging, improved behavior, less bullying,
and less violence.

