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ABSTRACT 

The purpose of this case study is to examine the nature and uses of multiple literacies in 

an Opera Project as experienced by school children who attended a bilingual first grade in a 

culturally and linguistically diverse urban school district in the American Southwest 

Thirty-one young children created and produced an opera in collaboration with an aitist-in-

residence, university researcher, apprentice teacher, and their classroom teacher and 

parents. Significant to this research is a focus on the perspectives of the participants about 

this in-school multiple literacy experience as well as the sociocultural contexts that 

influenced their experience. In addition, this study provides evidence of the processes, 

types, and uses of multiple literacies in young children's opera. By working at the nexus 

of language arts/literacy and music/arts education, this research builds on the existing 

theories and practices in these disciplines and informs both. 

A review of the literature points to the gap between a reductionist, deficit-driven 

paradigm in schools and children's natural learning proclivities. Culturally and 

linguistically diverse children are considered as less capable and further marginalized by 

school practices that emphasize deconte.xtualized and verbocentric forms of literacy. This 

study uses ethnographic techniques and an arts-based approach to educational research to 

examine 24 one hour sessions of an Opera Project New understandings were rendered in 

an opera libretto, constructed in the vernacular of the participants with the personal 

signature of the researcher. This alternative genre contributes to changing the way we think 

about language arts. 

A reconceptualization of language arts/literacy that both includes and goes beyond a 

skills-with-print definition requires a transformation in the way educators think about 

meaning making and curriculum, intelligence and knowledge, perception and expression. 

It requires an unpacking of one's assumptions and perspectives about what it means to 
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have an experience and to live a literate life. For this process to be sustained, a wider 

audience must have access to young children's opera as (1) semiotic apprenticeship, (2) 

inquiry, (3) synergy, (4) an awakening to multiple literacies, and (5) survival. In this way, 

art as conscious life is literacy for life's sake. Many ways is the way. 
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CHAPTER 1 

A MULTILITERATE EXPERIENCE 

The purpose of this case study is to examine the nature and uses of multiple 

literacies in an Opera Project as experienced by school children who attended a bilingual 

first grade in a culturally and linguistically diverse urban school district in the American 

Southwest. Thirty-one young children created and produced an opera in collaboration with 

an artist-in-residence, university researcher, apprentice teacher, and their classroom teacher 

and parents. 

Significant to this research is a focus on the perspectives of the participants about 

this in-school multiple literacy experience as well as the sociocultural and historical contexts 

that influenced their experience. In addition to describing the nature of the participants' 

experience, this study provides evidence of the processes, types and uses of multiple 

literacies in young children's opera. By working at the nexus of language arts/literacy and 

music/arts education, this research builds on the existing theories and practices in these 

disciplines and informs both. 

Research Questions 

Specifically, the key question that guided my study was: 

What is the nature of voune children's opera as a multiple literacy experience? 

To support this inquiry, I explored the following questions; 

1. What is the nature of young children's opera from the perspectives of the 

participants? 

2. What are the socio-cultural-historical contexts that influenced the 

participants' experiences in an Opera Project? 
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3. What are the multiple literacy processes evidenced in young children's 

opera? 

4. What are the types and uses of multiple literacies evidenced in young 

children's opera? 

In this chapter, I introduce the Opera Project by way of three exploratory studies 

conducted during the course of my doctoral work from 1994-1995. These preliminary 

studies are important to portray here because they paralleled, informed, deepened and 

broadened the scope of the ongoing literature review from 1994-1997. My immersion in 

an interdisciplinary field of inquiry generated new questions and characterized the nature of 

the design of this dissertation study. In Chapter Two, 1 present the review of the literature 

beginning with an unpacking of my assumptions and perspectives. This recursive and 

multi-layered process of bringing my own experiences to the inquiry and then questioning, 

immersing, transacting, doing and undergoing, reconstructing, gaining deeper 

understandings, and generating new questions shaped the form of the conscious and 

educative experience you are about to enter in this chapter (Dewey, 1934). I begin with my 

own entry into the Opera Project as an apprentice researcher in the fall of 1994. I provide a 

brief overview of my initial understandings of the processes involved as young children 

create and produce opera and then share increasingly more detailed portraits of the three 

inquiries that led to this dissertation study. I do this because, in Dewey's words, "We lay 

hold of the full import of a work of art only as we go through in our own vital processes 

the processes the artist went through in producing the work" (p. 325). 

The Opera Project 

The three Opera Projects portrayed in this chapter are the products of a collaboration 

between young children and several teachers, an artist-in-residence. a non-profit arts 

agency, parents, and a researcher. Children lived the stories in the opera process. Dr. 



Carroll Rinehart and several teachers implemented the projects. I scribed, audio-taped, 

participated in, and wrote-up the experiences. We all sang the songs in our dreams. 

In conducting these studies, I learned that the Opera Project is an arts process that 

creates opportunities for students to work together on an inquiry project. They create and 

produce their own songs and stories in the form of an opera. The teacher and artist are 

facilitators throughout the seven phases of the process: trusting and risking, warming up, 

selecting a story, composing text and music, producing, performing, and critiquing/ 

appreciating. Together, the facilitators provide demonstrations of a multiplicity of literacies 

in a motivating social context that supports the children's coming to know in many ways 

(Vygotsky, 1978). Under the leadership of Dr. Carroll Rinehart, Very Special Arts 

Arizona has provided the Opera Project to local school districts since 1983. Its success is 

reflected in the continued support of the following agencies that have also provided past 

and present funding; Arizona Commission for the Arts, Tucson-Pima Arts Council, Tucson 

Community Foundation, Phoenix Arts Commission, and Opera America. 

During our period of collaboration, I conducted these three exploratory studies of 

the opera process in the Tucson schools. I learned that creating and producing opera 

involved the whole child and provided opportunities for students to make connections 

between concepts and across different art forms. They gained tools for understanding 

human experience as they developed their imagination and literacies. They selected a 

literary work and engaged in an extended response to it. They sang the stories of their lives 

and at the same time learned the essential elements of story. In improvising, creating, 

performing, and responding to music, children "learned by doing." 

in the next section of this chapter, I share the first phase of my journey into Tucson 

classrooms. As a way to understand the nature of the opera process and its relationship to 

students' learning, 1 talked at length with four teachers experienced in facilitating opera 

projects. In this way. I met Wendy Hood. I choose to focus on her in this section because 
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she and two of her first grade classes were involved in operas that I later participated in and 

observed from beginning to end; one being the pilot project and the other this dissertation 

study. This brief vignette introduces us to one of her whole language kindergartens as she 

reflects on past projects. N4y talk with her informed me more about the nature of whole 

language and its relationship to the Opera Project It also gave me insight about the 

importance of creating contexts and conditions for children that support their language and 

literacy development. Our conversation combined with interviews of the other three 

teachers, shaped the beginning of my literature review for the dissertation. I began 

questioning my print-bound definition of literacy and expanded it to include the worid as in 

Freire and Macedo's (1987) notion of "reading the word and the worid." 

Sing A Storv: Teachers Talk About Young Children's Opera 

My journey into the worid of young children's opera began in the spring of 1994. 

To partially fulfill the requirements of two classes, I conducted my first exploratory study 

as a way to leam how to do ethnography by interviewing teachers about their experiences 

with the opera process. An invitation to observe several operas already in progress in four 

different school districts in Tucson led to this qualitative study based on interviews with the 

teachers and observations in their ethnically diverse classrooms. 1 wanted to know what 

they had to say about the Opera Project and how it related to the students' learning. Rrst, I 

learned there were similarities between the process and principles of whole language and 

the Opera Project Both support the creation of whole, real, and relevant experience. 

Ownership, choice, and meaning making are central. Learning is understood to be both 

personal, social, and holistic. 

I also found that this form of education through opera resonates with Camboume's 

(1988) conditions of learning model as it applies to language and literacy: immersion, 

demonstration, expectation, responsibility, approximation, use. response, and engagement 
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Barrett (1992) developed the connection between these conditions and some forms of 

music education. She concluded that a strengths-based learning environment providing 

support, security, and assistance will facilitate music education. Upitis (1990) provides an 

explication of how music, like whole language, is the social construction of meaning and 

can be integrated throughout the curriculum. 

The following vignette from my first investigation of The Opera Project serves as a 

portrait of my initial introduction to Wendy Hood and her two kindergarten classes in the 

spring of 1994. Each had created and produced an opera the previous fall. My first 

experience of the Opera Project was a vicarious one. Nonetheless. 1 was "hooked." 

Mrs. Hood teaches each group of morning and afternoon bilingual kindergartners. 

Her philosophy that reading and writing develop very naturally and are an outcome of a 

literate society is reflected in the print-rich environment of her whole language classroom 

and its community of learners. Song charts and stories are hung on the walls along with 

the children's drawings. Inviting learning centers are arranged around the large room: 

blocks, computers, music, dress-up, math manipulatives, and writing. A large circular 

area is available for whole group language activities with a rocking chair, song charts, and 

books of many shapes and sizes. While she doesn't consider herself very musical, she 

tells me she sings everyday with her children and says she has been known to "have an 

obnoxious song for every occasion." She smiles as she adds. "Some people think that's 

what makes me a good kindergarten teacher." 

As the morning group is preparing to leave. Mrs. Hood sings directions (an idea 

she says she got from Dr. Rinehart years ago at a workshop) as they gathered their painted 

shoe boxes representing the pond-home of the "turtle who lived in a box." When the 

afternoon group arrives, they record their attendance by moving a name card and get out 

their writing journals as they have every day since the first day of school. Mrs. Hood and 

the children read their journals and she models the writing process by writing back to them. 
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'it's very much an imitation of the oral language development process," she says to me. 

Then she sits at the computer and prints the text of the two operas her groups had adapted 

from two books; Cordurov (Freeman. I960) and The Three Little Javelinas (Lowell, 

1992). Interested children ask us questions and when I show them the words, a few sing 

the song with Mrs. Hood: 

"Friends" 

Friends share. 
Friends share toys. 

Friends share. 
Friends share playing. 

Friends care. 
Friends care. 

Friends care about each other. 

As I photograph the original student-created charts that are hanging on the chart 

rack, this draws interest Another small group of children help me find the songs to the 

two stories they had constructed. I wonder aloud if one particular chart was part of 

Corduroy? "Yes," insists a boy as he points to the title "Lisa's Song" and finds Lisa's 

name throughout the text: 

"Lisa's Song" 

Lisa: My name is Lisa. 
I want a friend. 

I want a teddy bear. 
Mom: I spent too much money 

already today. 
Lisa: Please, mommy, please? 

I want that teddy bear over there. 
I want that teddy bear to be my friend. 

Please, mommy, please. 
Mom: No. No. No. No. 

He lost a button. 
He costs too much. 

Lisa: Please, mommy, please? 
Mom: No. not today. 

When I ask Mrs. Hood if she sees any relationship between the kind of reading and 

writing she normally does with the children and the reading and writing that happens in the 



opera Project, she replies, "Yes, they're pretty much the same." What is her view of 

music? She says, "I think music is just another form of creating meaning. I see art as 

creation of meaning. I see writing as creation of meaning. It's an expressive form. So it 

gives kids one more avenue." 

The three other teachers that I interviewed in different schools in Tucson also 

shared stories of student and teacher transformation. The following are a few examples of 

the transformations: As fourth graders shed patterns of intolerance, they developed into a 

caring community of learners and embraced a severely handicapped child, revaluing 

themselves and each other as equals in the process. First graders and third graders 

extended their rain forest opera by taking action in real projects to preserve the desert on 

their school grounds as well as adopt an acre of rain forest And teachers reported that they 

learned to be better teachers who value looking at things from the children's point of view. 

All the teachers felt that education through the arts is essential because it gives more 

avenues for expression and it can be central to and integrated throughout the curriculum. 

I wanted to know more. I wanted a first-hand experience. This first investigation 

became the catalyst for "hanging out" in a classroom to observe an Opera Project from 

beginning to end. I didn't know at the outset that I'd be spending eight months with a 

group of second graders as they created and produced an opera based Charlotte's Web 

(White, 1952). The next section takes the reader deeper into the process as I focus on the 

composition of one song-Wilbur the pig's lullaby. 

The Reader. The Text. The Lullabv: Second Graders Compose a Song 

What began as a personal inquiry became a passion. Interested in observing an 

entire cycle of the opera process. I was invited to observe the process in a second grade at 

Walter Douglas School in the Flowing Wells School District In the fall of 1994.1 

designed an exploratory qualitative study in which 1 was a participant observer in the 



classroom for eight months. I audio-taped and scribed the sessions and interviewed the 

teacher. After most sessions, we all wrote our reflections in journals with some of the 

children volunteering to read from theirs. It was the children's reports of "shivers and 

goosebumps," that excited verbal invitations to sing their lullaby to whomever entered their 

classroom, and dieir highly favorable written responses to the lullaby that prompted me to 

go back to the transcripts of the lullaby sessions and do a discourse analysis of this selected 

composition based on Qiarlottes' Web (1952) by E. B. White. With the facilitation of Dr. 

Rinehart (Dr. R) and their teacher Todd Autenreith (Mr. A), who went on to do another 

opera the following year serving as an informal counterpoint to the dissertation study, the 

students encountered themselves and each other in synergistic ways that changed the way 

they viewed themselves as learners and awakened their potential to create a literary and 

musical work of art through their extended and ongoing transaction with a text (Rosenblatt, 

1938/1976). This investigation is included in Chapter One because it too informed the 

ongoing review of the literature for the dissertation study. Transactional theory, literary 

theory, and synergy will be described in the review of the literature in Chapter Two. The 

following vignette, rendered from field notes based upon participant observation, provides 

the reader with an introduction Lo what transactional theory and synergy look like in the 

classroom. 

Scene One: Humble Beginnings 

"Watch out!" Priscilla says to Ben. who, looking down, realizes he's almost 

stepped on a squiggly bunch of worms. It is an early October morning and a group of 

children are huddled in front of the second grader's room 10. Priscilla points at our feet as 

more children arrive in line and peer into the puddle. 

The bell rings and in the blink of an eye. Priscilla is crying and doesn't let up even 

as I put my arm around her. Mr. A arrives at the door and invites Priscilla to come inside. 



A moment later he returns and several children tell him who had done the deed. "It doesn't 

matter who waved a worm at Priscilla and it won't happen again. How would you like it if 

someone tried to scare you with something you didn't like?" Greeting each child as they 

enter, he doesn't break his good-natured rhythm as he asks a student if she has anything to 

say to E^scilla. 

Reeting injustices, humble apologies, issues of social justice, friendship, 

community, and voice would become a central theme in this class. In the crafting of an 

opera, they would be singing the stories of their lives through the literature. They had just 

chosen Chariotte's Web (White, 1952) as the literature basis for their opera. In the 

process, the children brainstormed many ideas and in choosing their own story, diey 

learned the value of listening to each other's ideas. In this farm yard fantasy, a runt pig 

named Wilbur is saved from a most certain death by a community of friends. The smallest 

character, a spider, ends up having the biggest voice. In this classroom subtext, the bright, 

shy, quiet boy who initially has a small circle of friends, is chosen by his peers to be 

Wilbur. 

Scene Two: Composing a Lullabv 

The children are composing a lullaby for Wilbur the pig who has just arrived in the 

bam. doesn't know anyone, and feels lonely. Giariotte the spider, too small to be seen by 

Wilbur in the waning light of dusk, sings to him. In school, the children have been singing 

lullabies, and becoming familiar with the forms. Many recall lullabies that were sung to 

them or their siblings. Many of the children have composed their own lullabies at home 

and have brought them to school as they volunteer to "weave" their versions of Charlotte's 

voice into the one "web" of a group lullaby. 

Embedded in this story are many metaphors. A hammering maintenance man 

working in the hallway outside of their room becomes part of their text as he bangs out the 
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rhythm from behind the door. We cannot be separated from the contexts in which we live 

and work. His "voice," the voice of the hammer, is also accepted by the classroom 

community, and as they experience inclusiveness, they also hear the need to make their 

own voice heard. Standing in front of their peers, they naturally project. Humor and 

laughter emerge as the teacher and children sing to the beat of the hammer to the request. 

"Can WP! please have that in 3/4 time?' At times, it seems the hammering is helping to nail 

their story together. The momentum begins to build as each child's story becomes part of 

the whole text and a new greater voice is being constructed. Later, the teacher would say 

that he feeis 'ihere are more risk takers when there's a little noise in a room." 

More brainstorming and more momentum transport the class further into creativity 

as they begin inventing words. Throwing words into the air, these storytellers are 

metaphorically engaged in a naming ceremony for a character. Jeff reads from his 

composition; "Go to sleep go to sleepland. Here comes the sand man." The sand man, 

with the invitation of the teacher, became transformed in a flurry of excitement into the 

"sand animal," "sand pig," "san pedro," "sandimal," "sandapig," "sanda pig," "santa pig," 

They laugh. Fmally, when the class seems to be teetering on the edge of chaos, they add 

"sand lamb." Dr. R passes the decision back to the creator of the original lullaby, who 

becomes part of a decision about it In a quick vote invited by the teacher, the class decides 

to shift ownership from the individual to the benefit of the community. In a demonstration 

of inclusiveness. the teacher writes, "Here comes the sand lamb" to the developing script 

on the chart paper. 

Wilbur's Lullaby Rondo 

Go to sleep. Go to sleep. 
Close your eyes lit-de pig. 

Go to sleep. Go to sleep lit-tle pig. 
Go to sleep. Go to sleep. 
Close your eyes lit-tle pig. 

Go to sleep. Go to sleep, lit-Ue pig. 
We'll see you in the morning. 
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Fem will see you in the afternoon. 
Go to sleep. Go to sleep. 
Close your eyes lit-tle pig. 

Go to sleep. Go to sleep lit-tle pig. 
Go to sleep and we'll sing a song for you. 

Here comes the sand lamb. 
La ba ba, ba ba ba 

go to sleep lit-tle pig. 
Ba ba ba ba ba ba 

go to sleep lit-tie pig. 
Go to sleep. Go to sleep.. 

Lie in rest sweet pig. 
Have sweet dreams. Have sweet dreams. 

We love you. 
Go to sleep. Go to sleep. 

Lie in rest sweet pig. 
Have sweet dreams. Have sweet dreams. 

We love you. 

Scene Three: The Intimate Leamer 

The momentum builds. Another invitation to read one's composition is accepted by 

Breanne. She reads amidst some of the setding excitement A call to read her piece again 

is invited by the teacher, who has cued the group to listen. There's a litde bit of tension as 

Breanne, in a lengthy moment of poise and grace and clear pitch cradled in the safety of her 

now attentive classroom community, sings and expands her piece as she gently rocks back 

and forth, voice fading as she nears the end. "La la la lullaby, la la la go to sleep close your 

eyes go to sleep la la la la la la lullabyyyyyy." Applause rises and Ben, usually very quiet, 

scoots out across the rug to look me directly in the eyes and returns a belated but most 

welcome, "Hi, Ms. Rossi" before quickly scooting back to the risers. It is Ben. the 

quietest, smallest and shyest boy who will later be chosen as Wilbur by his peers. The 

class discusses Breanne's idea of fading-out their voices as the curtain closes and the idea 

is accepted. 
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I write in my field notes: "Intimacy is developing here. The capacity to trust is 

present They are accepting each others uniqueness and appreciating their relation to the 

whole." 

Scene Four Releasing Human Potential 

Music composition begins and takes on the metaphoric appearance of another 

"birthing." This time, the observing music teacher (Mrs. S) takes a more active role as the 

teacher passes the marker to her. She seems like a musical midwife as she assists in the 

delivery of the notation into the waiting arms of the chart paper. The children sing a line 

and Dr. R accepts it by imitating what he's heard on the piano and sings the name of the 

note as the teacher records it In my field notes, 1 comment that this process requires that 

all listen very carefully to one another. Children listen to children, teachers listen to 

children, and teachers listen to teachers as Dr. R plays their notes on the piano. Dr. R 

plays a line or two of what they have already composed, and like the cloze procedure in 

reading, he leaves a space for the children to invent This process is repeated with student 

choice and decision making all the way through. In my field notes I write, "What an 

opportunity for children to really feel heard and then hear back the result of their 

contribution." The children compose music for their words: 

D E F D E F  E  F G F E D  
Go to sleep Go to sleep Close your eyes lit-tlepig 

D E F D E F  E D C  
Go to sleep Go to sleep lit-de pig 

The response is aesthetic. The affirmation is mutual and sincere. 

Kids: (Some squealing! Some singing! Some shivering!) 
Mr. A: Do it again! Oh man you guys are killing me. It's beautiful! You give me 

the shivers! 
Mrs. S: Oh! I love it! Publish it! 
Dr. R: We ought to do a lot together. It's so gorgeous! 



Composition continues with more abandonment as some children jump up to the 

chart with an idea to repeat a part Great care is taken that the notes the children have sung 

are being recorded on the chart The children have decided they want to include the 

repeated part (//:) idea: 

Kids: Yah yah yah! That sounds good! 
Mrs. S: OK. So back here? (writes //: in front of first "go to sleep") 
Kids: Yes! 
Mr. A: That is very good. 
Dr. R: (Plays a G note and sings.) Weeeeeeeeee'll 
Kids: (Sing) See you in the morning. 
Dr. R: (Plays) See you in the morning. 
Mrs. S: Now say it a couple of times. 
Dr. R: (Plays a G.) Weeeeeeee'll 
Kids: (Sing) see 
Dr. R: (Imitates on the piano.) 
Kids: (Sing) you 
Dr. R: (Plays) 
Kids: (sing) in 
Dr. R: (Plays) 
Kids: (Sing) the 
Dr. R: (Plays) 
Kids: (Sing) morrrnrming. 

They continue negotiating the rhythm and tiie notes. Sometimes the teachers 

(facilitators) offer an idea, but that doesn't mean that his or her idea has tiie dominant 

power in tiiis process. The children have an idea of their own that they prefer, and Mr. A 

concedes with," I have nothing to do because [you're doing itj." 

Caught up in the ownership of their piece, a child jumps up again to take a risk, 

edit, and offer another idea. He explains it, but is having some difficulty using words to 

describe what he wants. The music teacher says, "So, sing it like you mean." He sings, 

"aaaaaaf termr nooooon" lengthening the notes. Dr. R plays what he heard, and the music 

teacher writes it down as a dotted note, affirming what a good idea it was. The classroom 

teacher also appears to be very engaged and again tries to offer an idea. Dr. R warns him 

with a laugh, "You run the risk of losing, Mr. A." Mr. A goes on to explain his idea. Dr. 

R. turns to the music teacher and says, "Mr. A has grown musically," and then plays what 
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he heard the teacher suggesting. Dr. R asks the children if they like it They nod and it is 

included. Later, Dr. R offers an idea and Mrs. S announces to him, "You got voted out 

with your 'go to sleep.'" Mr. A says "join the club." They laugh and Dr. R plays it the 

way a child has just sung it. 

I write in my field notes: "Notice how the power and decision making is shared. 

The teacher's voice is one of the voices, but not the dominant voice. The students decide 

what goes into their text. They have ownership, but there is room for ail to make 

suggestions. All ideas are given consideration. They have been very engaged for a long 

time." 

Scene Five: Sharing Power 

At one point near the end of the session, the teachers have excitedly become 

engaged in their own discussion of the composition. Some children are singing, but for the 

first time, a child jumps up to go to the bathroom and the teacher, engaged in this exciting 

exchange of ideas, gives him the go ahead. Another child is swatting a classmate who has 

scooted up too close to him. Suddenly, one of the adults says, "We have taken it away 

from the children." One teacher apologizes and the other teacher clarifies. "We have all 

taken it away from the children." He says to them. 'That's the trouble when you get adult, 

boys and girls. When we get excited about your ideas, we want to get in and compose too" 

(laughs). One child offers to share ownership with "Go ahead," and Dr. R laughs, "Oh, 

go ahead, all right." As the children get ready to leave. Mrs. S shares her idea of why they 

are tired now and invites them to touch the right side of their brain. 'That's the side that's 

been working real hard trying to create, and you're not used to it" As the children leave to 

go write in their journals, they look happy, and many of them are singing their new lullaby. 

I write in my reflections: 
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This day was a breaicthrough... a phenomenon in which the entire class was 
transformed. The form got to be an aesthetic energy that got released. All felt it. 
There's more a concern for the beauty of the song. They have learned to listen to 
each other. The conditions have been created for the sharing of power. There is a 
valuing of the individually different voices coming together into a shared whole and 
the importance of the affirmation of everyone. They have brought all of who they 
are to this moment, and their literary inquiry has led them to a place that was always 
within their own classroom and their collective minds waiting to be awakened and 
aesthetically released. 

Scene Six: Return To The Dance of the Parts and Wholes 

The children's lullaby was a dance of the wholes and parts. They wove their 

different voices into one voice and began with a sense of the whole. They began with a 

commitment to writing a lullaby for their opera based on their reading of a whole and 

complete text, Charlotte's Web (White, 1952). They didn't know what would happen at 

the outset, but they were given the opportunity to create within a dynamic process that 

followed their creative leads. The flow of their responses is similar to the Goodman and 

Goodman (1990) idea of invention and convention. The children tested their own 

inventions in the social community and further refined them to achieve their literary and 

musical work of art. In the exciting discovery that they had invented a rondo, the children 

exclaimed that they felt shivers and goosebumps. In my field notes I wrote, "Did you ever 

get shivers and goosebumps reading a basal?" 

Scene Seven: Tension and Release 

Let's return to the closing scenes of the children's opera. They have been 

composing the script for six months. In informal interviews with the children, it becomes 

clear that they are prolonging Charlotte's death at the end of the story. Many of the girls 

want to be Charlotte, but "don't want to die." they say. Finally, in an attempt to bring 

some closure to the story and move some of the inertia that had developed, the teacher 

invites the children to spend some time that evening reflecting on how they might write 
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Charlotte's death and to bring in their written compositions the next day. Derek reads a 

piece that he and his mom have worked on at home: 

Wilbur Charlotte, please don't die. 
Charlotte: Just as the summer comes and goes so must I. We have had our time 

together, and the memories will last a lifetime. Even though my life is 
over, you can be sure yours will be long and happy. I'll ^ways love you. 
Wilbur. Good-bye. 

This literary work of art (Rosenblatt, 1938/1976) brings tears to the eyes of all, 

including the teacher's, and one girl weeps on his shoulder. The tension has been released 

in this aesthetic reading, and Charlotte is allowed to die as she births a new generation of 

spider children and grandchildren. Powerful and important connections are being made by 

these second graders. Later, Ben, in the role of Wilbur and in the company and support of 

his community of friends, discovers his voice. He seems transformed and elevated by the 

experience. Three girls are chosen for Charlotte and leam the value of inclusiveness. The 

second graders go on to produce and perform their opera before an audience of peers, 

family, and community. In all their joys and sorrows, maybe they have helped us 

remember something about the synergistic cycles of life, experience, nature, and the literary 

work of art. 

In February of the 1994-95 school year, while I was immersed in documenting the 

second grade Opera Project just described, I also received an invitation to take a look 

inside Wendy Hood's first grade bilingual class as they created and produced an opera with 

their kindergarten neighbors across the hail. I was interested in leaming more about the 

relationship of the opera process to whole language. I also wanted to explore meaning 

making through the lens of an expanded defmition of literacy. 1 conducted another 

literature review that examined existing knowledge in the areas of inquiry, muldple 

intelligences, sign systems, and multiple literacies. 

In the next section of this chapter. I take the reader even more deeply into the 

process of young children's opera as I portray highlights of an Opera Project from 
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beginning to end. In March, 1995,1 wrote and submitted a grant to the Arizona Arts 

Education Research Institute (AAERI), a coalition involving die state's three major 

universities, the Arizona Conmiission on the Arts, and the Arizona Department of 

Education. In July, 1995,1 learned that the Opera Project would be funded through 

AAERI. Dr. Rinehart, Wendy Hood, and Todd Autenreith agreed to explore the question: 

What is working in the arts in Arizona schools? I would continue being a participant 

observer in the two classrooms previously described. The preliminary research questions 

were; "What happens when children and teachers work together to create and produce 

opera?" "How does this process support and develop the multiple literacies of grade 1-2 

learners?" I include the following in-depth look at an entire cycle of an Opera Project in 

this chapter because it became the pilot project for the dissertation study and led to new 

questions about the nature of experience as in John Dewey's notion of "having an 

experience" (1934). 

During the spring of 1995,1 also began participation in a sign system study group 

facilitated by Dr. Kathy Short, a professor in Language, Reading, and Culture at the 

University of Arizona. Sign systems are the many ways we make and communicate 

meaning through the symbolic languages of dance, song, word, and visual art (Short, 

1989). 

Transactions with participants in this group, as well as theoretical literature, 

informed my focus as a participant observer in this classroom. As children, teacher, and 

musician negotiated the construction of a group libretto and score, I joined in dances and 

sang songs, but most of the time, I sat to the side, adopting the stance of co-learaer. 

looking for the opportunities and ways sign systems were being used in this whole 

language classroom during an opera project New questions that emerged in the pilot 

project contributed to the review of literature in Chapter 2. 
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A Pilot Project: Kindergarten-First Graders Create and Produce An Opera 

It's midwinter in the Southwestern United States, and kindergarten-first grade 

students are about to embark collaboratively on a journey of learning through artistic 

expression. Outside, the air is filled with the fresh smell of sage and creosote after recent 

rains, and the distinctively prominent and rocky hillside that borders the school is dotted 

with yellow. Crows and hawks glide above the playground, and roadrunners dart from 

prickly pear to saguaro. 

In the early moming of Valentine's Day, Dr. Carroll Rinehart (Dr. R), a "retired" 

music educator well known in Tucson for facilitating hundreds of opera projects, 

serendipitously arrives in Wendy Hood's (Mrs. Hood's) bilingual classroom carrying his 

keyboard under one arm and asks, "When do we start?" 

Love of Reading Week is underway and Mrs. Hood, the first grade teacher, and 

Mrs. West, the new kindergarten teacher across the hall, have both just chosen Covote: A 

Trickster Tale From The American Southwest (Mc Dermott, 1994) to share with their 

students. Mrs. Hood, a veteran facilitator of four previous operas with Dr. Rinehart, sees 

its potential right from the start To meet her criteria for an opera, it has to be a book that 

all the kids like, have very defmite episodes that can be acted out, and have sufficient roles 

for the different characters, so that all the kids can actively participate. The teachers hope 

the kids will like it as much as they do. 

Mrs. Hood holds the colorful picture book open to face the two classes of children 

sitting on the rug in a large open area of the first grade room and reads in English and 

Spanish. They get very excited. Dr. Rinehart, now settled behind his keyboard with 

pencil in hand, asks, "Who's the character in it?' The kids say, "It's a coyote; it's a blue 

coyote." He asks, "What will he say?" One of the kids sings "I'm a blue coyote." He 

accepts it enthusiastically and writes. The music and the writing composition happen at the 

same time. Mrs. Hood notices that some of the kids aren't tuned in to the opera process at 
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first, but they are very interested in the story. 'They love it," she says. "It's them. Here 

we are where the kids see mesa-like mountains. They're not as big as the Hopi mesas 

where people live on top of them... but we live in this desert setting." 

In their version of this tale. Coyote's singing, dancing, and flying his way into 

trouble from atop a mesa, learning life's lessons, becomes a metaphor for the children's 

lives. As the opera process unfolds in this whole language classroom, it provides ''opera-

tune-ities" for the flexible use of multiple sign systems and "suggests the possibility that 

new voices can be heard and new perspectives on knowing can come to be valued. The 

result is not simply more access, but that everyone's education is expanded" (Leiand & 

Harste, 1994, p. 339). Personal investigations such as this are an attempt to get an inside-

the-classroom perspective on specific instances of learning through multiple sign systems 

as they are integrated throughout an opera process. These experiences in Wendy Hood's 

bilingual first grade at Warren Elementary School in the Tucson Unified School District are 

part of an effort to find out what happens when children are given opportunities to listen, 

speak, read, write, sing, draw, and dance their understandings of their lived experiences. 

Dewey's works. Art As Experience {1934), and Experience and Education (1938), 

philosophically explore the notion of art as conscious life or experience. For educators and 

policy makers, the issue becomes how to engage in co-creative, collaborative, and school-

based educative experiences. In this Opera E'roject, the children had many opportunities to 

respond to a book using other sign systems. What happens when we have more 

opportunities for making meaning through the use of multiple sign systems? Let's take a 

closer look at this ongoing and integrated response to literature as 1 share numerous 

examples from this pilot project of what multiple sign systems look like from the inside of a 

classroom as a participant observer (Spradley, 1980). 
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Scene One: Ltsino Alternative Sign Systems 

One child is counting the crows on the mesa top, and soon they are all counting. 

Children's arms flap as Coyote tries to fly. Dr. Rinehart plays downward notes on his 

keyboard as Coyote falls to the ground. When Mrs. Hood asks what it means when 

Coyote sang out of tune, Alberto responds with, "He didn't sing the right thing," and Dr. 

Rinehart illustrates with a discordant tune. The students giggle and look with interest at the 

keyboard. Once again. Mrs. Hood returns attention to the book, showing the illustration 

and reading how arrogant Coyote tries to fly and falls to the ground. This time, the students 

bend their torsos down to the floor with the falling music and laugh. 

Scene Two: Making Personal Connections 

Sarah shares excitedly after Mrs. Hood reads from the book. Others join in. 

Sarah: We [her family! went on a mesa. We had to drive out of Tucson. 
We also got to go hiking. 

Mrs. Hood: Can you tell everybody what it was like? 
Sarah: Brown, green and yellow. 
Mrs. Hood: How did it feel? 
Sarah: Like on a mountain. 
Rodney: Was it scary? 
Sarah: No. There was a little water and we got to go in it. 
Mrs. Hood: Oh, was that the pool Coyote fell in? 

(She opens the bwk and shows the illustration.) 
Rodney: He (Coyote | is bigger than the cactus. How could he be as big as a 

mesa? 
Dr. R: Yes, why did the illustrator do that? 
Berto: So we could see it 
Andy: They're important. 
Dr. R: Yes, they' re the most! rnportant. 
Mrs. Hood: Sarah's dad is an artist. 
Sarah: But the mesa is littler than the one we walked on. 

Sarah, Berto, and Rodney draw upon their prior experience (Dewey, 1938; Harste, 

Woodward & Burke, 1984). They demonstrate visual literacy in their awareness and 

discussion of perspective. This generates another inquiry as the children become interested 
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in the illustrator. Building upon this, they read a number of Gerald McDermott's picture 

books. Looking at the common elements of his art work, they create collage in his style. 

Scene Three: Composing The Mesa Song 

Dr. R: What does Coyote say? 
I see a... 

Bradley: Mesa. 
Mrs. Hood: (Writes) Mesa. I see a mesa. 
Andrea: Mesa mesa. Yo veo una mesa. 
Mrs. Hood: We can repeat mesa twice (writes). 

Can you put that heartbeat in your legs? 
All: (Kids read and clap the rhythm on their legs.) 
Dr.R: How does that feel? 
Kids: Happy! 
Dr.R: Will we sing it in major (plays) or minor (plays)? 
Kids: Major! 
Andrea: (T^es a risk and sings). Mesa mesa... (giving the melody a fresh 

direction and a more reflective tone). 
Mrs. Hood: iQue bien cantos! (What nice songs!) 
All; (Applause and nods of approval, some singing.) 
Dr.R: (Adds Andrea's tune to the score.) 

During the composition, a small group of boys have been scooting around the rug 

from one place to another. They're not singing or contributing to the group writing. 

Because the process doesn't always engage all the children at the same time. Dr. Rinehart 

gives an invitation, "Do you want to sing it from the top, the beginning?" After the "go 

ahead," he begins playing. The boys settle into a place and begin softly singing. The tune 

is reflective and melodic. Some of the girls drape their arms over each other's shoulders 

and gently sway to and fro. Taking notes, I look down from my chair and see that 

Rodney, Andy, Joey, and Daniel are now sitting quietly and singing. Andy's eyes are 

watery. He looks at Daniel and Daniel's eyes are watery. Dr. Rinehart says, "It's 

beautiful." 

Music can communicate to us in a way that oral or written language can't. The 

linguistic and musical composition didn't seem to resonate with the small group of boys 

until it was sung as a whole, continuous song. Language is only one of the sign systems 
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that people use to express themselves (Langer. 1942/1957). Gardner's theory of multiple 

intelligences has expanded our own thinking about the ways we think and communicate. 

Interpretations of his theory (which view these intelligences as talents and not as natural 

abilities) may translate into curriculum that can narrow opportunities for the use of multiple 

sign systems (Berghoff, 1993). In this case, opportunities for growth were expanded as 

some read, some wrote, some sang, some moved, and some were moved to tears. 

Scene Four Celebrating Rodney's Covote Song 

Rodney is sitting on Mrs. Hood's lap, a real-life, comfortable, and safe version of 

an "author's chair" (Harste, Short, & Burke, 1988). She announces that Rodney will be 

reading the Coyote song that he had written with Joey the previous afternoon. His child-

authored book, with its tattered black cover, looks well worn, reflecting the work and 

engagement that went into this collaborative effort There isn't a peep from the 

kindergarten-first grade audience as he reads. Mrs. Hood says, "This is a first for Rodney, 

who can write, and is just discovering he can read." Note how his personal writing 

inventions are approximating social writing conventions (Goodman, 1986). 

1 wet to the Palt sAlP N 1 SALL A 
1 went to the pet shop and I saw a 

coyote N I capttitt 
coyote and 1 kept it 

NDA we SALS A SLG 
and we sang a song 

N 1 totk HeM HOM 
and 1 took him home 

N 1 totk he for a WLK 
and 1 took him for a walk 

1 wet Bak Ho thE Palt sALP 
I went back home to the pet shop 



N I BT A RLSR 
and I bought a rooster 

N the CoyotE MAT A 
and the Coyote met a 

ROSRN N day R FANS 
rooster and they are friends 

N day we for A WALK 
One day we went for a walk 

N day wet to the Prk N day Liv hv L 
one day we went to the park and they lived happily 

E AtRN thE Coyote EN the 
ever after. The Coyote and the 

ROSR day PLALDALL 
Rooster they played all 

day LALLG N Coyote 
day long and Coyote 

SAD R yoy ok 
said are you ok 

After Rodney reads and sings, the group applauds. He beams and later sings the 

song into a tape recorder. A group gathers and listens, giggling and celebradng. Rodney 

decides to write another one. Here we have seen the use of the musical and linguistic sign 

systems. Note the rhythm of the piece and the affirmation Rodney experienced as he read it 

to his larger community of co-leamers, both peers and teacher. This created the conditions 

for further growth and risk taking. 

Scene Hve: Producing Dances and Chants 

In April. 1995, at the conclusion of the Opera Project, Mrs. Hood gave me an audiotaped 
account of her perceptions of the experience. She said: 

It kept going. We wrote the words to a few of the songs by ourselves (without Dr. 
Rinehart's help), and at one point I wanted to get more going on. We talked about 
the different parts we needed and they divided into groups. I had to assess some of 
the kids and 1 said, i can't help you.' They came up with some incredible ideas on 
their own. They took the line "Old Man Crow plucked a feather from his left 
wing.' Then they elaborated on it. 'Old Man Crow told his crew to do it too." That 
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crew was very powerful language. What do you call Old Man Crow in Spanish? 
They negotiated the two languages. Immediately Andrea said, 'Duerio Cuervo.' It 
wasn't Cuervo Viejo. All of the children were singing in Spanish and singing in 
English. 

They start to talk of the potential for a dance. Mrs. Hood says to me, "Could you 

imagine crows dancing and snakes dancing?" I say, 'There's a children's version of a 

gopher snake song that my Hopi first graders used to sing and dance in our classroom on 

the mesa." I move around the classroom hununing it and the children ask me to teach it to 

them. Immediately the kids began dancing around the room singing, '"Loloqangwtu, 

loloqangwtu " (This means "gopher snake, gopher snake" in Hopi). When they line up for 

lunch, Rodney says, "Can we do that [gopher] snake dance down to lunch?" So all the 

way down to the cafeteria they sing "loloqangwtu, loloqangwtu." 

On another day, they write a chant An excellent opportunity to snap or tap the 

rhythm of a sentence that has been recorded on a chart. They listen for the accents. This 

linguistic patterning leads to dance, another form of representation. Mrs. Hood adds that 

"while there is some inappropriate behavior on a day-to-day basis, we have these kids 

working for 50 minutes. ICindergartners and first graders working for 50 minutes on this 

focused process. I have learned that it is helpful to get up in the middle and work on a 

dance." 

This segment from my field notes demonstrates how the children's use of gestural 

signs in dancing and mathematical signs in patterning are valued. This leads to another 

way of responding to the story as they gain a deeper understanding of diemselves and their 

creative potential. 

All: I hear chanting and singing. They sound like crows. 
Robert: (He wants to show everybody what crows do. He stands, hands down at 

his sides, fingers widely stretched and pointed down. He lifts one foot at a 
time and moves forward.) 

Dr. R: (Plays a note each time Robert moves.) 
They start to fly. (He gets up and holds a pose, one leg lifted behind him.) 

Andrew: I have another way. (He makes slapping sounds on his thighs.) 
Dr. R: (The piano follows his lead.) 
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Robert: Sounds like the crows are sneaking up on you. 
Danielle: (Stands) 
Mrs. Hood: Don't be shy. We're all your friends. 
Danielle: (Moves side to side, arms flapping on sides.) 
Dr. R: (Plays a low beat to the rhythm of her arms.) 
Mrs. Hood: I saw Luis do something. 
Luis: (Shakes head no.) 
Robert: (Up again.) I think it looks like this in the picture. (Hops on one leg, hands 

pointed down.) 
Mrs. Hood: What should we do? 
Kids: More crows! 
Mrs. Hood: (Quickly gives a rule about stopping dancing when the music stops.) 
All: The class becomes a "crew of crows," all dancing to the music. 
Dr. R: (Plays a series of eight notes.) Let's count how many times Daniel hops on 

one foot and then another. I see a pattern. 
Kids: 1, 2, 3.4... 4 times! 4 times! 
Dr. R: [ wonder if we can all sing 1,2,3,4; 1.2,3,4 ? 
Mrs. Hood: Let's change feet at one. 
All: 1.2,3,4; 1,2,3,4 
Dr. R: (Sees Berto and comments.) Watch Berto dance! 

'That's what we thought the crow dance was going to be." says Mrs. Hood, "but it 

was a lot like the [gopherl snake dance, especially when Dr. Rinehart played it (on his 

keyboardl." She recalls this story about the inventiveness of children when given the 

opportunity to freely explore some musical instruments and feel the beat of the music and 

the rhythm of the words. 

Robert: (Hits the three drums that have three pitches, dat dat dat, then he hits the 
next one dat dat and repeats.) Oh! That would be really good for the 
crow dance. It could go like dat dat dat /caw caw. 

Alejandro: I'm a crow! 
Robert: Caw caw! (Plays and says dat dat dat /caw caw.) 

The group likes this idea. This gives another direction to the choreography of the 

dance as they then decide to audition for the crows by hopping on one leg three times and 

the other leg two times in this repeating pattern. In groups of four, they dance around, and 

with the help of cross-age helpers, they all vote on who was most able to maintain the 

rhythm. 

Mrs. West, wanting to invite more of the kindergartners* voices into the song 

writing, facilitates a very imaginative and lyrical song writing session. As they flap their 
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arms and sing, "I'm flying, I'm flying, I'm flyyyyyyyyyyyyyyyyyyying," she follows 

along on her guitar. The kindergartner's verses reflect their love for repetition and familiar 

rhymes as they sing, "Crows, crows go away, little coyote wants to play." 

Scene Six: Producing Costumes and Scenery 

During this dme, Mrs. Hood's son was about to go on tour with a local boys 

chorus and needed some vests for the "Phantom of the Opera" scene. She made some out 

of blue felt and, in the process, her son noticed that a piece looked like a feather. She dien 

got the idea to use the leftover felt to make sleeves for her students and use velcro for the 

feathers of the bird's bodies and a coyote suit In addition, their principal gave them some 

funds for mask materials. The children made very brighdy colored, above-the-head 

"masks" for the coyotes, crows, woodpecker, badger, and snakes, and they didn't cover 

their faces. The snake headbands became the opportunity to use the mathematical sign 

system as children invented colorful patterns to cut and paste. They also used the pictorial 

sign system (visual art) as they sponge painted large flats for the mesas and made some 

representative plants for the foreground. 

Another session concludes with the first graders dancing out to recess. The 

children return to work at learning centers where they choose from a variety of invitations 

to use sign systems in the room. Some write in their journals (linguistic-written); some 

read (linguistic); some tell stories (linguistic-oral); some make collages (constructive-

pictorial); some shape coyotes and snakes out of clay (constructive); some work at a center 

where they engage in an inquiry about wolves, foxes, and coyotes (pictorial, linguistic); 

some look at non-fiction books and extend their knowledge base (linguistic); some listen to 

a tape of the opera as they read their scripts and sing along (linguistic-musical); others 

discover a keyboard with blank staff paper nearby. Some write the words above the staff 

lines. One child gets a clipboard and writes the music from the chart (musical-linguistic). 
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Others are in the computer lab, using the draw-a-picture feature on their program. After 

Mrs. Hood shows them how she drew a mesa and a crow, they begin singing the opera 

and drawing characters in great detail (pictorial-musical). 

Scene Seven: Transformations 

'Things started happening," says Mrs. Hood, reflecting in her journal: 

The opera just kept growing and expanding through the curriculum. Kids staned 
looking for more coyote tales. Around this time, a very gifted boy had just rejoined 
the class. He was another child that needed to remember that he wasn't the only 
child in the classroom. He became an incredible leader. A normally quiet child was 
participating. Another child I thought was tuned out would stand in the back, pick 
up a pencil, and conduct The kids all participated at different points. A 
kindergarten child receiving special education services came up with the line, Tm 
flying, I'm flying, I'm flying!' Other kindergartners were observed creating crows 
on the computer and counting them. One little boy who seldom writes or draws 
anything recognizable, drew a mesa with crows on top and a reddish squiggle. It 
turned out to be coyote with his tail on Are! It was the flrst piece of art woi^ from 
Alberto that showed an understanding of story, an understanding of a concept we 
were trying to build for him. Another boy asked if he could make the crow 
singing. He had used the stamps to create in great detail coyote getting in trouble. 
And all around the birds were treble clefs and that was the music the crows were 
singing. The interpretation of that was absolutely incredible. 

Lizbeth, after several sessions of freely exploring the keyboard, was heard one day 

improvising. She was intuitively creating the direction of a melody. She had pushed the 

keyboard buttons for arpeggio and harpsichord, and when she played a note, it would play 

the chord in quick succession. She played for a long time in the mid-range and was very 

engaged. Another student joined her and tapped lightly on a hanging triangle. When 

Lizbeth stopped, she looked at me and said, ''I like this sound." I got a tape recorder for 

her and she continued playing until it was time to clean up. She took the tape and recorder 

home and after that appeared more confident in her musical ability. She asked to be one of 

the lead coyote singers. Although she hadn't auditioned for it eariier. Mrs. Hood realized 

that "we must create opportunities for those students who discover themselves in the 
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process, not just at prescribed times." For the performance, Lizbeth stood quite poised and 

centered as one of the coyotes, really projecting her voice. Mrs. Hood added. 

Another of the major impacts I hear, is that kids are just bursting with song, and the 
English-speaking kids are seriously attempting to use Spanish. At the same time, 
Lizbeth. who in kindergarten was a monolingual Spanish speaker, wrote a story 
recently in English. Her inventions in Cnglish were as close to convention as her 
percentages in Spanish. And you could read the entire story without having to have 
her there. I think part of this growth was due to creating in two languages for the 
opera. 

Mrs. Hood recalled one occasion when the local Sunday paper invited the children 

to write a story about a trip to a park where they had seen an animal. The children liked 

this idea and became very engaged in telling each other their stories first, then writing 

stories about the coyotes or javelinas or jackrabbits they had seen in the area. Since they 

were for the newspaper, she proofread them for spelling and the children attempted a final 

draft for the first time. One child had shared a powerful story and it was the most oral 

language she had heard from him in any one setting. 

Scene Eight: Performing and Reflecting. It's 5:00 p.m. I enter Mrs. Hood's first 

grade, and then walk across the hall to Mrs. West's kindergarten where I am immediately 

put to work serving pizza. Sarah announces to me. "We are getting ready to sing our opera 

to grown ups and kids. All we have to do is try our best to do it." She tells me she really 

likes the Mesa song because "it's fun to sing." 

After pizza and ice slushies, the children excitedly get into their costumes and share 

their stories about the morning's matinee they had performed for their peers from another 

school. Some say they were embarrassed at first, and many say their favorite part is the 

Mesa song because "it is beautiful." Robert's eyes are shining as he joins the group in his 

crow costume and excitedly shares what the story means to him. "If the Coyote had a third 

chance to fly. they would have to balance him. and the way they'd balance him was a few 

feathers from the right wing and the left wing! That's why they said they were going to 
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have some fun with the coyote, because they were balanced, because they had right wing 

and left wing feathers, because if the coyote had one from the right wing and the left wing 

he really could have flied!" Lizbeth, wearing her hand-made, orange-brown, tie-dyed, 

coyote t-shirt with a "burnt" tail of yam attached to it under the felt of her blue coyote 

costume, joins the group and says, "I like to sing. I know my best part. I like Mesa (the 

song I because the mesa's brown and my favorite color is brown." That past week, while 

kid watching (Goodman, 1986) during a free choice period in the classroom. I had 

recorded Lizbeth improvising at the synthesizer. Lizbeth shared how she felt about it and 

what happened when she iuok the tape home, "I loved it, and my sister said, "Who made 

that and I said me.' 'Who else did it?' she said, and I said, 'Bella did some' and then my 

sister said, 'I wish 1 made a tape of music.' My sister went, 'I'm a grey coyote' (she 

sings) but she's not a grey coyote," Lizbeth laughed. 

The ownership, excitement, pride, and growing sense of community the children 

feel has been expressed in many ways during the nine weeks of writing the words, 

composing the music, choreographing dances, preparing the scenery, and making 

costumes for their very own opera. Mrs. Hood hands Dr. Rinehart a stack of thank you 

letters the children have written to him. She hands me a set of copies. The children's 

engagement with the thank you letters is immediately evident as they gather round to read 

them to us. The letters hint at the many opportunities these five, six. and seven-year-olds 

had for expressing themselves in multiple ways as they uncovered the "potentials by which 

all humans might mean" (Leiand & Harste, 1994, p. 339). Some drew pictures with 

hearts, homes, rainbows, and notes. Berto wrote about his new love of the drums; 

Danielle wrote about her happiness in dancing as the head of the gopher snake in their 

interpretation of an indigenous song and social dance; Ashley, in having a brief solo part, 

wrote that she learned not to be shy; Lizbeth. who became a lead coyote, wrote about 
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learning to sing; Sarah wrote about the importance of finding new friends; and Viviana 

wrote a new song about a coyote who sang for Dr. Rinehart. 

Thinking in terms of a multiple intelligences perspective of literacy, we might say 

that Berto's and Lizbeth's letters demonstrated how they were pushing at and playing to 

their musical intelligences, Danielle to her bodily-kinesthetic intelligence, Ashley to her 

intrapersonal (knowledge of self) intelligence, Sarah to her interpersonal (knowledge of 

others) intelligence, and Viviana to her linguistic-musical intelligence (Gardner, 1990). All 

had the opportunity to try new ways of making meaning as they explored and played to 

their strengths. 

This study showed how we can build on what we have learned about language 

processes from the whole language movement, "move it across the curriculum," and think 

of it as "whole literacy" (Leiand & Harste, 1994, p. 344). I learned, according to Mrs. 

Hood, that in the bilingual class, even though predominantly Spanish speaking children 

were talking and writing more in English, their Spanish was also reinforced and 

maintained, and the English speakers were singing Spanish songs they had learned in the 

opera process. The children came to recognize other strengths they had without a loss to 

their "linguistic literacy." I also observed that the Opera Project is a dynamic meeting place 

of the sign systems in its curricular integration of reading, writing, singing, dancing, 

painting, and constructing. 

In this dissertation, I have narrowed the focus of the original grant to concentrate on 

the domains of process and experience in a bilingual first grade. The second grade (taught 

by Todd Autenreith) also created and produced an opera. While not described in detail in 

this study, the students served as a counterpoint to the process. They became the opera pen 

pals of the first graders. Their opera and exploration of multiple sign systems through their 

journal writing may be the basis of a future study. 
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Preview of the Dissertation 

In order to answer the research questions addressed at the beginning of this chapter, 

I conducted a qualitative case study using ethnographic methods and an arts-based 

approach to educational research. An overview of the dissertation follows: In Chapter 1,1 

introduced The Opera Project by way of three exploratory studies conducted during the 

course of my doctoral work from 1994-1995. In Chapter 2,1 present a review of the 

literature, beginning with an unpacking of my assumptions and perspectives. Chapter 3 

follows with a description of the research methodology. In Chapter 4,1 describe the socio-

culturai-historical context and address the question. "What are the socio-cultural-historical 

contexts that influenced the participants' experiences in an opera project?" Chapters 

introduces the research collaborators and their experiences with young children's opera. It 

answers the question, "What is the nature of young children's opera from the perspectives 

of the participants?" In Chapter 6,1 address the question, "What are the multiple literacy 

processed evidenced in young children's opera?" I present a rendering of the opera process 

using the operatic convention of a libretto (text of an opera). In Chapter 7,1 provide an in-

depth examination that answers the question, "What are the types and uses of multiple 

literacies evidenced in young children's opera?" Chapter Eight summarizes and synthesizes 

the findings for each of these questions and concludes with a discussion of implications. 
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CHAPTER 2 

REVIEW OF THE LITERATURE 

This study focuses on the nature of young children's opera as a multiple literacy 

experience. The review of the literature was an ongoing process throughout the many 

phases of my involvement, from the initial exploratory studies in 1994, to the dissertation 

data collection in 1995, and in-depth data analysis and write-up in 1996-1997. This 

recursive and generative process of desiring to understand the nature of experience and 

young children's opera, by "hanging out" in classrooms, talking to kids, teachers, parents 

and an artist-in-residence, generated questions and ideas that led me into new and 

interdisciplinary areas of inquiry. 

I knew that I couldn't fully and openly enter into the investigation without an 

examination of my own assumptions about teaming, teaching, and ultimately researching. 

This led to an initial examination of the nature of reductionist and constructionist beliefs as 

a way to characterize the vastly different perspectives encountered in schools and about 

schooling. Turf or boundary disputes are presendy occurring within many disciplines such 

as education (language and literacy education, special education, multicultural education), 

music education, literature, anthropology, psychology, and semiotics. Instead of 

attempting to provide a detailed explication of the controversies evoked between 

constructionist and behaviorist perspectives, I chose to focus on *Vhat is working in the 

arts" in the classrooms I observed since that was the directive of the funding agency. It 

was also my personal inclination. 1 reviewed the particular areas described in this chapter 

because of the observations I was making and kinds of questions I was asking in the 

classrooms. While I acknowledge the existence of behaviorist practices in language/literacy 

and music/art education, this review focuses primarily on the constructionist underpinnings 

that have relevance to this study of young children's opera as a multiple literacy experience. 
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Assumptions and Perspectives 

The review of the literature is composed of two sections; (1) assumptions and 

perspectives about experience, learning, language, and music and (2) related literature 

about literacy, opera, transaction, curriculum, synergy, multicultural education, 

intelligence, perception, and semiotics. 

The first section is an examination of the reductionist and constructionist paradigms 

and an unpacking of the assumptions and perspectives embedded in my own thinking. 

*'Our understanding of theories of teaching and learning, our views of what is important in 

the educational process, and our image of acceptable teacher-pupil relationships all come to 

bear upon what we are likely to notice and how we interpret it" (Eisner, 1991a, p. 66). 

This epistemological backpack that we carry into our experiences can be a limitation and/or 

a resource. As a connoisseur brings prior appreciation of the subtle qualities of a given 

situation, such as teaching, so too can this preconception or familiarity "blind" us to seeing 

beyond the comfort zones of the obvious. The interdisciplinary nature of this study 

continuously pushed at the boundaries of what I was comfortable with and helped me to be 

even more conscious of what I was experiencing. 

In this first section, I use story and metaphor as an imaginative and symbolic 

vehicle to express the qualities of the reductionist and constructionist paradigms. 

Understanding the difference between these two world views is important because it frames 

the constructionist nature of this study, [n this qualitative study using ethnographic 

techniques, I focus on the perspectives of the participants as they/we construct their/our 

own understandings about young children's opera and its relationship to literacy and 

experience. 
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The Reductionist Paradigm and Literacy 

In his picture book. Seven Blind Mice. Ed Young (1992) adapts the Indian fable of 

the seven blind men. In his retelling, seven blind mice, initially afraid when they encounter 

something strange, proceed to stay very close to what they already know as they begin to 

find out by touching only part of the "Something" and naming it as the whole. Each one 

transmits an absolute statement to the others that identifies the "Something" and uses the 

same passive method of acquiring a bit of information. When they each come up with 

something different, they argue over the parts and fail to understand the whole. The 

assumption underlying this metaphor of teaching and learning is based on the belief that 

knowledge is transmitted and associations in learning are made by a basically passive 

learner based on an external stimulus. Similarly, researchers in this reductionist model 

reduce the present to its parts and name them as the whole (Poplin, 1988b). 

In her article 'The Reductionist Fallacy in Learning Disabilities: Replicating the Past 

by Reducing the Present," Mary Poplin (1988b) describes the four models of learning that 

have dominated the field of learning disabilities in the past 40 years: medical. 

psychological, behavioral, and cognitive. In her literature review, she found that the four 

models shared fundamental values. She argues that these beliefs represent a paradigm. 

Paradigms are ways of knowing and testing the "truths" of the world that are based on the 

same fundamental values (Kuhn. 1%2/I970). The field of learning disabilities, while only 

about SO years old, is relevant to this discussion because it is a profound reflection of the 

way our schools in contemporary society have come to know and understand children's 

learning since the days of Spumik, and what it has chosen to emphasize as important-

discursive forms of representation such as oral and written language and mathematics, and 

unimportant-presentational forms of representation such as metaphoric and imaginative 

language, visual arts, dance and drama (Langer. 1942/1957). What is considered 

important, reading, has been reduced to nonsense in its emphasis on decontextualized. 
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isolated, fragmented skill sequences dispensed in drill-like fashion with very little time 

spent actually reading (Goodman, 1986; Smith, 1978). Children, particularly minority 

children, unable to make sense of the nonsense, are increasingly being considered the locus 

of pathology and labeled "at risk" (Flores, Cousin, & Diaz, 1991). They are vasdy over 

represented in language and learning disabilities categories (Cummins, 1986; McCarty, 

1993). The categories are based upon systems of evaluation that are not only reductive but 

which fail to take into account they are also being marginalized by evaluation that doesn't 

take into account the multiplicity of children's ways of knowing or the enabling/disabling 

nature of transactions between teachers and students (Cummins, 1986; Ruiz, 1991; Taylor, 

1993). 

While the theoretical models of learning disabilities have different surface features. 

Poplin (1988a) argues they have the following common underiying reductive qualities; 

teaching is deficit-driven; the child is responsible for these deficits; learning is segmented 

into small parts because it is believed that is how learners leam best; relations among 

features of learning are of a cause and effect quality; teaming is uni-directional with the 

teacher deciding the content and goals; there is a one-right-answer orientation, and teaching 

is valued as a step-by-step delivery of external information to a passive learner. 

While popular for many years, these reductionist assumptions about knowledge and 

learning are presently being challenged in the educational community (Siegel, 199S). 

However, some find this shift alarming in the century old "Great Debate" (Levine. 1994) 

In the field of reading, for example, Marilyn Adams continues to be positioned within a 

"phonics-first" (parts to wholes) paradigm of learning, asserting in her 1990 research study 

funded by the federal govemment that reading is about reading individual words and 

reading words accurately (Adams. 1990). 

Others believe that meaning making is central to the reading process (Goelman. 

Oberg. and Smith. 1984; Goodman. 1986; Smith. 1986). Goodman's research on readers 
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reading real texts has informed us that children learn from whole to part and need whole 

texts as the minimally functional unit (Goodman, 1986). The continued over-valuing of 

decontextualized standardized testing to the discredit of more authentic assessment is 

viewed as an imposition of an old paradigm on the movement (Levine, 1994). Table 2. 1 

shows a summary of the contrasts between the meaning construction and word recognition 

models of the reading process (Whole Language Teacher Education Block, University of 

Arizona. 1997). These differences, about language instruction and the underiying beliefs 

they are based upon, are highlights of a dynamic discourse that can be found in a series of 

manuscripts and responses examining whole language and the subsequent positioning of its 

advocates and adversaries (Cambourne, 1994; Goodman, 1994; Moorman, Bianton & 

McLaughlin, 1994a, 1994b). 
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Table 2.1 

Reading Process: Opposing Views 

Recognition Meaning 

Reading requires rapid, accurate, automatic, 
word recognition. 

Reading is making sense of written 
language; it's constructive. 

Oral language is innate and automatic; 
written language is learned, abstract, and 
complex. 

Oral and written language are parallel 
processes of making sense through 
language. 

Accurate word recognition depends on 
accurate letter recognition. 

Perception of written language depends on 
a set for ambiguity. 

Phonemic awareness is essential to reading 
and writing development. 

Reading uses 3 cue systems: graphophonic, 
syntactic, and semantic 

Phonics is the only link between oral and 
written language. 

Oral and written language are 2 semiotic 
systems for representing meaning. 

Meaning is imposed on reader by text 
Meaning is constructed by reader from text. 

Readers are passive. Readers are active. 

The Constructivist Paradigm and Literacy 

Let's read the story about the seven blind mice from another perspective. The mice, 

curious about the strange "Something," begin to question the information that is being 

transmitted to them and decide to "see" for themselves what is real. Learning becomes a 

process of personal invention and social convention (Goodman, 1988). Each one invents a 

solution to the problem based on their personal response to their experience. When they 

share their inventions with the social community, their theories get tested. In this case. 

they weren't satisfied with each other's ideas. The group, wanting to know and doing the 

best they knew how, are thrown into a state of disequilibrium. They need to construct a 



"disequilibrium produces growth" (Goodman, 1988, p. 6) as the seventh mouse taices a 

risk and becomes more of an active learner. When the mice "see" the whole, there's a 

transformative integration of the old inventions with the new experience and a much larger 

convention, the elephant is constructed. The seventh mouse challenged the community of 

learners (Peterson, 1992; Short & Burke, 1991) to reach for new definitions of reality as 

in social constructionism (BrufFee, 1986). This can also be likened to Vygotsky's (1978) 

notion that "what a child can do with assistance today she will be able to do by herself 

tomorrow" (p. 87). 

In her second article on learning theories, "Holistic/constructivist principles of the 

teaching/ learning process: Implications for the field of learning disabilities," Mary Poplin 

(1988b) acknowledges the difficult of naming a non-reductionist paradigm and the need 

for new language that doesn't position this paradigm in opposition to reductionism but is 

representative of new values, beliefs, and assumptions. 

Poplin (1988b) discusses the new paradigm as being represented by three 

perspectives; structuralist values, constructivist beliefs, holistic thought, and one 

underiying theme, the transformative nature of learning. Poplin describes their strengths, 

differences, and limitations. Constructivism, developed by Piaget, represented meaning as 

being actively constructed from whole to part by the learner. This theory was a 

breakthrough from the reductionist notion that the child is a "bank" in which one can 

deposit knowledge (Freire, 1970). However, Poplin (1988b) argues that the theory is too 

cognitive and that affect and the larger social context are undeveloped. 

Holistic principles emphasize the affective and intuitive qualities that are embedded 

in sociopolitical contexts in learning. Passion is viewed as a powerful factor because one 

learns what one is interested in. The role of the social nature of learning is emphasized 

because one learns from "trusted others" (Poplin. 1988b. p. 409). The active learner also 

makes connections from prior experiences to new ones. One limitation in interpretations of 
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holism is the over-emphasis of the affective and de-emphasis of the cognitive. These. 

however, are processes that can't be separated and are therefore not in opposition to one 

another (Eisner, 1994). In general, integrity of the mind is recognized by holistic 

educators. Because linguistic and mathematical ways of knowing are important but 

dominant in schools to the exclusion of other forms of representation, holistic teachers 

advocate the creation of opportunities for the development of multiple intelligences (Eisner. 

1994; Gardner. 1983/1993; Poplin, i988b). 

A key feature of structuralist values is that the whole is greater than the sum of its 

parts. Similarly, as Ken Goodman emphasizes in his book. What's Whole In Whole 

Language (1986), "Language is language only when it's whole" (p. 27). He adds: 

Whole language teaching recognizes that words, sounds, letters, phrases, clauses, 
sentences, and paragraphs are like the molecules, atoms, and subatomic particles of 
things. Their characteristics can be studied, but the whole is always more than the 
sum of the parts. If you reduce a wooden table to the elements which compose it. 
it's no longer a table. The characteristics of carbon, hydrogen, and some other bits 
may be studied and so help us understand how a table can be. but we don't build a 
table with them. (p. 27) 

One can take this further. Imagine this new meaning in a larger context The 

elephant may be seen as synergistically cooperating in the transportation of the mice across 

great distances or in carrying large materials for them. The mice may be able to do 

something for the elephant in return as they recognize their transactional interdependence. 

Like Rosenblatt's transactional theory, each of the mice, in their "reading" of the elephant 

"text," brought a different meaning to the "text" and have considered a different way that 

the relationship could be greater as well as interdependent 

The seventh mouse, dissatisfied after listening to and arguing about all the different 

names being given to the "Something," decides to boldly take a risk and adventure into the 

unknown. To do this, she takes a different stance and becomes an active learner. She runs 

freely within the boundaries of the "Something" integrating old experiences with the new as 

a constructivist would, and elaborates, adding metaphoric. imaginative qualities to them (as 
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sturdy as a pillar, supple as a snake, wide as a cliff, sharp as a spear,... an elephant!). 

Her learning involves a process of going from whole to part and arriving at a greater 

awareness of the whole. When she shares her insight with the others, she acknowledges 

and makes connections among their voices by including them in her vision of the elephant. 

In a way, this can be viewed as building on their misconceptions, but "to the constructivist, 

errors are essential to learning" (Poplin, 1988b, p. 409). The seventh mouse, in the role of 

facilitator, sees their strengths, takes their perspectives into account, and uses them 

imaginatively and metaphorically in her own construction. The valuing of their ideas 

motivates action and interest. Trusting the seventh mouse, they reach for new possibilities 

and decide to "see" for themselves by experiencing and coming to know the "Something." 

From their broadened perspective of awareness, they can "perceive the incongruencies" 

(Poplin, 1988b, p. 409). They learn there is the potential to go further, be wiser and see 

with "wholesight, a vision of the world in which mind and heart unite" (Palmer, 1983, p. 

xi). And for those of us "whose intelligence is bound up with language It is 

metaphoric blindness due to the glaring evidence of obvious things, [thatj makes us miss 

artistic, mythical, or sacred import The limits of language are not the last limits of 

experience, and things inaccessible to language may have their own forms of conception, 

that is to say, their own symbolic devices" (Langer, 1942/1957, pp. 264-265). And once 

experienced, there is the possibility that they can be invented in language as one amongst a 

palette of expressive and communicative tools. However, the point to be made here is that 

there are some things that cannot be said in words. That is why there are different sign 

systems. This will be addressed later in another section of this chapter. 

What is meant by "experience?' In the next section, experience, inquiry, and the 

learning-centered curriculum are unpacked. There are particular qualities of experience that 

make it "an experience." Inquiry, with its continuous and sustained cyclical, recursive, and 

generative nature begins with the prior experience of the learner and can be located at the 



heart of a learning-centered curriculum. These three concepts are closely related and have 

curricular implications for the Opera E'roject 

Experience. Inquiry, and Learning-Centered Curriculum 

The word "experience" is seen frequendy in educadonal literature, but experience is 

not usually defmed, leaving it open to a myriad of interpretations and misinterpretadons. 

Indeed, some sort of learning experience has almost become a cliche in educadon. 

However, Dewey (1938) writes, "experience and educadon cannot be direcdy equated to 

each other. For some experiences are mis-educative ... arresting or distorting the growth 

of further experience" (p. 13). He developed a theory of experience and discusses art as 

experience or a conscious idea. "Educative experiences... open die person to relationship 

and possibilities of enhanced human living" (McDermott, 1973/1981 p. 506). Quality of 

life is what makes experience "an experience" consisting of particular conditions, 

continuity, and interaction/transaction. The past, present and future are inseparable. The 

past finds its place in the present from which one can envision the future. "In short, art. in 

its form, unites the very same relation of doing and undergoing, outgoing and incoming 

energy, diat makes an experience to be an experience" (Dewey. 1934. p. 48). 

Dale (1%9) provides educators with a visual model for learning experiences diat he 

calls 'The Cone Of Experience." The cone, which can also be perceived as a pyramid 

divided into 11 horizontal butfluidly interacting sections, illustrates the range and role of 

experiences from the most physically active to the least, from doing to seeing to abstracting 

or thinking/ideating. Dale's model was influenced by Bruner's (1966) analysis of the three 

modes of learning: enactive (doing), iconic (pictorial), and symbolic (abstract). Dale 

explicates the role of audiovisual media in complementing active involvement with material. 

Visual receiving activities such as watching television and listening to the radio, and verbal 

receiving activities such as reading and hearing words, are located at the pinnacle, or least 
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physically interactive level of the cone. Sensory-rich, first-hand experiences (involving 

hearing, saying, seeing and doing), dramatizations, demonstrations and field trips are 

located near the base or most interactive level. Verbalizing as one performs a task is 

considered the highest level of interacdon and an aid to memory. Dale's placement of 

reading as one of the least interactive activities can be viewed as problematic by those who 

view reading as a transaction. This placement may relate to his criterion of physically 

interactive activities, physical implying movement As discussed in the section on 

reductionist/constructionist beliefs, reading can be viewed as a passive activity involving 

recognition of words, or an active process, involving the construction of meaning. In a 

later section of this literature review. I examine various literary theories and the active 

nature and role of transaction in the reading process. 

Van Allen (1970) also developed the principle of sensory-rich interaction in the 

language experience approach. He focused on the active but personal nature of reading, 

writing, speaking, and listening. In the language experience approach, the teacher used 

the children's talk as the basis for beginning reading material. The children told of their 

experience which was recorded verbatim as they dictated it Then the teacher used this 

material for skills instruction. The focus was on the words, not on the "meanings of a 

person's lived experience intersecting with the meanings of text-in-situation and text-tied -

to-other-texts (Edelsky. Altwerger. and Rores. 1991. p. 60). "Ironically." they add. 

"what was missing from the [50 year oid| language experience approach (a pedagogical 

approach focused on language) was a strong theoretical framework about just that: 

language" (p. 57). 

Dewey's (1938) notion of learning by doing, through experience, has generated a 

variety of activities that we see in current practice; manipulative math, hands-on science, 

and writing workshop. These are just some of the materials developed for the experiential 

curricula. There is a difference, however, between doing surface-level activities and 



experiencing something, particulariy when experience is "caricanired" to look like the real 

thing, eliciting the question "learning by doing what?" (Gitomer, 1994). Students can go 

through the modons, making disconnected actions, "expressing themselves," and never 

experiencing the continuity of a sustained inquiry with adult/self/peer-critiques of their 

work. Students benefit from getting inside a process and thinking like an artist, a scientist, 

a writer, an actor, a dancer. Gitomer makes a very important point with implications for 

teacher education in her challenge: 

Teachers need to move from managing activities to managing ideas... 
unfortunately, many teachers have not had an opportunity to experience tiie 
disciplines they teach in a full sense that goes beyond its surface activities. Creating 
opportunities for the current and future teaching population to experience the full 
activity of their disciplines is critical to succes^d educational reform, (p. 35) 

Another construct for experience that has been applied to education is the concept of 

"flow" or optimal experience (Cszikszentmihalyi, 1975). Row is a state of sustained 

concentration through which an experience is intrinsically motivating and enjoyable. 

Csikszendnihalyi has noted that the presence of flow experiences in most schools seems to 

be lacking. However, The Key School, a public school in Indianapolis, has developed a 

K-6 curriculum using the principles of flow theory (Whalen & Csikszentmihalyi. 1991). 

Teachers developed a "Flow Activities Room" in which the students could experience 

uninterrupted engagements doing challenging things that interested them. The opportunity 

to explore talents and develop sustained abilities to concentrate was self-rewarding in 

nature. Carry-over to students' daily schooling was not determined, but the process 

enabled the teachers to begin to think about the qualities of an experience that are most 

conducive to optimal learning. Row theory has found its greatest application in the area of 

play and leisure. Perhaps applications can be made to synergistic education using the 

Bemier and Davis (1973) definition of multicultural education given a balance of work. 

intimacy, and leisure. Synergy will be discussed more fully later in this literature review. 
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Short (1990a) conceptualizes curriculum and instruction as inquiry and authoring 

processes. She offers a learning-centered curriculum built upon the following six 

assumptions: 

1. Learning is an active process. 
2. Learning is a social process of collaborating with others. 
3. Learning occurs when we make connections to our own experience. 
4. Learners need choices to make connections and feel ownership. 
5. Learning is reflective as well as active. 
6. Learning occurs within a multicultural world with its many ways of knowing. 

The inquiry cycle (Short and Armstrong, 1992) is embedded in the authoring cycle 

(Harste, Short & Burke, 1988). It is shown in Figure 2.2. 

Developing perspectives 
out of 
experiences Collecting ideas 

and research data 

Offering invitations 
for further inquiry 

Focusing questions 
through uninterrupted 
personal enpgements 

Collaborating with 
other inquirers 

Reflecting on strategies 
for inquiry 

THE 
AUmORING 

acu 

THE INQUIRY CYCLE Rethinking 
and revising 
ideas 

Presenting ideas formally 

and publicly 

Rgure 2. 2. The Authoring Cycle as an Inquiry Cycle 
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In the inquiry/authoring cycle, the learner brings her prior experiences, intuition, 

and knowledge to focus on that which is of interest to her. Immersed in a context that 

supports the child's inquiry (invitations for literature), the learner is allowed opportunities 

to freely explore and make connections. The learner is then invited to collect/consider some 

ideas and then work collaboratively with others toward the desired goal (publication of a 

book), edit with others as the ideas are presented, and decide if the product "works." The 

process is not linear as one can go one way or the other at any time in the process. There's 

a forum or celebration of the ongoing creations with time for reflection, culminating in a 

more public performance (such as author's chair or reader's theatre), and critique at the 

end. In the inquiry cycle, new questions and ideas would be generated as the cycle 

continued. A curriculum based on the process of inquiry offers children opportunities to 

engage in a sustained educative experience. Short, Harste and Burke (1996) address the 

issue of providing opportunities for the use of inquiiy and alternative ways to make and 

express meaning through dance, song, and paint for example. They write, "the agenda 

ahead of us is to explore multiple literacies which respect alternative ways of knowing in 

literacy itself as well as in other sign systems. This work is just beginning but must 

continue" (p. 326). 

Whole r .angiiage and Whole Music 

Ken Goodman is often considered the founder of whole language, but he says, "I 

didn't found whole language, it found me" (Goodman, 1992a, p. 182). He wants people 

to understand that teachers are informing researchers about what works in their classrooms 

based on their critical selectivity of the theories and research findings that make sense. As 

they use the findings, they engage in two-way collaborative dialogues with researchers in 

their classrooms that serve to further inform the researchers. 

What is whole language? Edelsky. Altwerger. & Rores (1991) write: 
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Whole language... is an explicit theory-in-practice incorporating several views. It 
sees language as social, aesthetic, and predictable, its predictability derived from 
interdependent subsystems. It views language learning as profoundly social It 
also looks at language learning as necessarily linguistic The professional 
theory we call whole language holds that what is true for language is true for 
written language-for reading and writing A whole language view of learning 
also attends to the social and the hypothesizing character of learning as well as the 
importance of direct experience, (p. 26) 

Whole language can also be represented as supported by four humanistic-scientific 

pillars: a theory of language (it's whole and the whole is greater than the sum of its parts); a 

theory of learning (it's easy when it's real and relevant, personal and social, empowering, 

holistic, and functional); a view of teaching (it's necessary to use one's valued professional 

judgment as a facilitator and create optimum conditions and contexts for mutual learning); a 

view of curriculum (it's authentic, integrated, and cohesive with opportunities for choice 

and language across the curriculum) (Goodman, 1986). 

Holdaway, (1979) developed a model for natural learning based on how children 

team to talk. Camboume (1988) furthered Holdaway's model by oudining the conditions 

that are necessary in learning based on Halliday's (1975) *'leaming how to mean" 

framework. The conditions are: immersion, demonstration, engagement, expectation, 

responsibility, approximation, use, and response. 

In music education, Barrett (1992) developed the relationship between the 

conditions of natural learning and more natural approaches in music education. Whitaker 

(1994) applied the principles of whole language instnicdon to general music instruction and 

believes they have potential as complimentary practices. She distinguished between 

teacher-directed, activity-oriented thematic units and inquiry-based theme cycles, viewing 

the latter as more effective. Upitis (1990) provided a model for a strengths-based 

integrated learning environment that provides support, security, and assistance. She 

writes: 
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We need to continue to look for ways to make music, including improvisation and 
composition, accessible to children. One way of developing such musicianship is 
by integrating music, as modeled by the whole language approach, with all of the 
other subjects, particularly with the visual and dramatic arts. . . linking music with 
other subjects could provide a way for classroom teachers to tegin setting 
conditions for children to leam about music.. . because music is not separate from 
other disciplines: it is a part of language, a part of madiematics, a part of movement, 
a part of dance. No subject, if studied deeply enough, is separate from the others, 
(pp. 8-9) 

Jaccard (1995) has created a model for music education that is intuitive in nature, 

aligned with principles of whole language and constructivism, and is based on the use of 

musical literature; particularly folksong. His work is presented here because it is an 

alternative to die more behaviorist approaches that exist in music education as in other 

disciplines. Like that of Upitis (1990; 1992), Jaccard's conceptual model for literature-

based music education is influenced by the musical teaching traditions of Dalcroze 

Eurhythmies, Kod^ly, and Orff. 

In his extensive review of the literature, Jaccard explores the complex relationship 

of music and language. The models he cites relate to my study because he provides a 

strong theoretical foundation for constructionist processes In music. While he doesn't 

address the Opera Project, he too examines the writings of psychologists, philosophers, 

educators, and reports the following understandings: music is a way of knowing. 

Interrelated yet independent of language (Gardner, 19S3/1993); music is self-referring in 

that the relationship of sounds to one another is based on what has come before and what is 

yet to come (Dewey, 1934): music has its own symbolic form or content and is distinct 

from language particularly in that it is significant but non-signifying (Langer, 1953): music 

is the form of feeling and not the emotion expressed (Langer, 1942/1957); and music 

interacts with song and movement. These understandings have theoretical significance to 

this srady in that they concur with the interdisciplinary directions this literature review took 

as it relates to young children's opera and my own investigations of sign systems, 

transaction, multiple intelligences, transmediation. aesthetics, and experience. Jaccard's 



62 

dissertation also crosses into our disciplinary boundaries as he examines ideas in language 

and literacy education. He discusses the value of predictable musical literature such as 

found in folksong books and references Yetta Goodman's work in predictability of text as 

"enabling a reader's process of comprehension" (Jaccard, 1995, p. 170). 

In terms of reform in music education (art be made central to the curriculum with 

equal importance to the odier subjects), Jaccard suggests that the field take note of his 

model of music education which he believes is resonant with Ken Goodman's four pillars 

of whole language. He also supports the value of qualitative research in music education 

and the use of alternative assessment to measure student growth. However, much of his 

work addresses the needs and education of the specialist music teacher in the schools and 

the value of sequential, developmental music education (giving import to folksong and the 

musical culture of the student) but with flexibility of method. 

Upitis (1990), a music educator, offers an invitation to the regular 

classroom teacher 

I am convinced that music can and should play a far more powerful role in the lives 
of children and their teachers in elementary schools. I am also convinced that 
teaching and learning about music need not lie in the hands of the 'music 
specialists' alone, but should be a form of expression and learning that pervades the 
classroom environment, complementing and supplementing the work of the resident 
school music teacher. In order for this to happen, teachers need to realize that they 
have enough music background, from living with the music in our culture, to set 
conditions that make it possible for their students and for themselves to become 
better musicians, (p. 2) 

Related Literature 

In the second part of this review, 1 situate the dissertation within a broader 

pluralistic framework, focusing on six areas Uiat emerged during the course of the 

exploratory investigations as well as the present study. In the second part of this review. I 

situate the dissertation within a broader pluralistic framework, focusing on six areas that 

emerged during the course of the exploratory investigations as well as the present study. 
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They shed light on the nature of young children's opera as a multiple literacy experience. 

They are: 

1. More than one literacy: Multiple literacies and young children's opera 

2. More than one meaning: Transactional theory and the literary work of art 

3. More than one curriculum: Synergy and multicultural education 

4. More than one intelligence: Many ways of knowing 

5. More than one perception: The role of the senses 

6. More than one expression: Sign systems and transmediation. 

More than One Literacy: Literacies and Young Children's Opera 

As an elementary school teacher for over a decade, I believed literacy was the 

personal and social construction of meaning conveyed through written language. My 

professional education had been primarily focused upon oral and written language 

processes and practices as the vehicles through which meaning was made and conveyed. 

But my experiences with the children I worked with in Special, General, and American 

Indian education, taught me that there are some meanings that cannot be expressed with 

words. I learned that access to and opportunities to use the arts facilitated the creating and 

conveying of meaning in my classrooms. I knew this implicitly. 1 had not yet begun to 

systematically examine my beliefs or practices in order to make my curricular choices more 

conscious. I did what worked. My pedagogical choices were conscious in practice but 

theoretically ungrounded. I needed to explore and test my ideas outside the isolation of my 

classroom. I decided to go back to graduate school. 

The first semester of my doctoral studies, engaged in developing a theoretical 

framework for early literacy (Clay. 1991: Dyson, 1989: Ferreiro & Teberosky. 1982: 

Goodman. 1984; Wells. 1986). 1 remember walking the halls of the Language. Reading 

and Culture department, peering into doorways, and asking my professors what praxis 
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meant I learned it had something to do with my personal orientation to the notions of 

theory and practical activity. I learned that my ongoing doctoral work would be a 

continuous process of the integration of theory and practice. I learned that there was a 

seamiessness that occurred when theory and practice became one through critical reflection 

and conscious action (Schon, 1983). 

I had begun my doctoral studies with an assumption that the language modes of 

reading, writing, speaking, and listening were the pathways to literacy. But my 

experience nagged at me. Something was missing in my deflnition of literacy. 1 was 

encouraged to explore my beliefs about language and literacy by reflecting on my practice 

as a teacher. 

During my second semester at the university. Dr. Denny Taylor was a visiting 

professor in my department. Her work in studying the literacy practices of families 

informed my understanding of what it means to be literate. Taylor & Dorsey-Gaines 

(1988) found that literacy could not be separated from the social contexts and processes that 

shaped its function and use. They wrote. 

Children need to be able to create public and private text worids with continual 
opirartunities to use their expressive abilities to generate new meanings and 
maintain personal and shared interpretations of the social, technical, and aesthetic 
types and uses of literacy, (p. 201) 

Taylor's ethnographic work had been influenced by Holdaway's multifunctional 

conceptualization of literacy (Holdaway, 1979). I also leamed that anthropologists, like 

Heath (1983) and Scribner and Cole (1981), had influenced her work, arguing against an 

overemphasis on contextually isolated, skills-based definitions of literacy and embracing a 

culturally embedded and multiple notion of literacy practices. 

During this time. 1 was serendipitously introduced to the opera process. I heard 

that the Opera Project was an arts process that worked. But why? I spent time talking to 

teachers. But I also observed and participated in their classrooms (an activity that I did not 



65 

have the privilege of doing as a teacher). I developed a theoretical framework for the opera 

process. In being a meeting place of the sign systems, it pushed at my conception of 

literacy. Reading, writing, speaking, and listening were woven in, through, and beyond 

music, dance, and visual art. There appeared to be unique purposes for each form and they 

worked together to help students make sense of their worids. The Opera Project as an 

accessible way for culturally and linguistically diverse children to make meaning provided 

the lens through which 1 could understand what Freire (1987) meant when he opened the 

possibilities for literacy to include "reading the word and the worid." 

Another lens through which I conceptualize literacy is the work of Elliot Eisner 

(1991b), who, with a background in arts and education, suggests a broader defmition of 

literacy. In a paper designed to help us rethink literacy he states, "Literacy can be 

conceived as the ability to decode or encode meaning in any of the social forms through 

which meaning is conveyed" (p. 120). Eisner adds. 

Becoming literate, in the broad sense, means learning how to access in a 
meaningful way the forms of life that these meaning systems make possible. What 
we ought to be developing in our schools is not simply a narrow array of literacy 
skills limited to a restrictive range of meaning systems, but a spectrum of literac/ej 
that will enable students to participate in, enjoy, and find meaning in the major 
forms through which meaning has been constituted. We need a conception of 
multiple literacies to serve as a vision of what our schools should seek to 
achieve, (p. 123) 

My exploratory studies provided a direction for understanding multiple or whole 

literacies (Leland & Harste, 1994). Collaborative partnerships between children, teachers, 

a visiting artist, and researcher show us how to create a safe and acknowledging place for 

whole children that supports inquiry, taking risks, exploring their own and each other's 

responses to literature as they read, write, sing, dance, cut, paste, laugh and cry the stories 

of their own lives through it and grow as whole well-integrated people. I have learned that 

curricular opportunities such as the Opera Project create spaces for unity and equity across 

our diversity. 
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However, for the last 40 years, since Sputnik stimulated the massive funding of the 

math and sciences in our schools, the status of the arts has generally been on the decline. 

Viewed as an entertaining frill, the arts haven't been seen as constitutive of the basic 

curriculum even though they are vital in educating children to think aesthetically, creatively, 

communicatively, and culturally (Fowler, 1990; Gallas, 1991; Greene, 1990). The arts in 

language arts have been subordinated to a "verbocentric" privileging of language (Harste, 

Woodward & Burke, 1984, p. 208) as the only way to be literate in our schools. 

Technology is now changing at such a rapid pace that what now might be of most 

worth is the ability to think critically and imaginatively with a gestalt sensitivity or an 

appreciation of the whole. Students need to be able to go beyond the known facts as they 

problem pose, problem solve and leam to work collaboratively, creatively, and 

constructively (Leland & Harste, 1994; Short, 1986; Short & Burke, 1991). Curriculum 

needs to be rooted in our interconnectedness to one another and our environment, a valuing 

of the arts as well as the sciences and an integration of the affective and the cognitive 

(Eisner, 1994; Short & Armstrong, 1992). For this to work we need to take a different 

perspective on literacy and how we come to know. 

In the sciences and other fields, many conceptual worldviews or paradigms are 

being challenged and are being transformed or replaced with alternatives (Kuhn, 

1964/1970). Like Copernicus, who awakened us from our geocentric sleep Into the light 

of heliocentrism, educators are seeing parallels between quantum physics, chemistry and 

biology, and reading and literary theories. Within this new paradigm, the emphasis is on 

organic (process), synergistic (the whole is greater than the sum of its parts), constructive, 

transactional and transformational processes among interdependent participants (Weaver, 

1994). 

While reductionist or mechanistic assumptions about knowledge and learning are no 

longer the only accepted paradigm (Siegel. 1995). this shift in values, beliefs, and 
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assumptions does not need to be an either/or stance. Like light being viewed as a wave and 

a particle, mechanism and organicism can be perceived as simultaneously complementary 

processes (Weaver. 1994). While the new paradigm brings to light the limitations of the 

mechanistic perspective, it is felt that 

necessarily limited paradigms will inevitably be replaced by more inclusive 
paradigms that incorporate both the old and the new. This incorporation is not a 
synthesis in which both lose their identity but rather a larger vision in which both 
are seen as necessary complements to each other, each valid in its own realm and its 
own way. (Pepper, 1942, in Weaver, 1994, p. 1200) 

Young children's opera, as I discovered in the exploratory studies in Chapter One. 

can provide us with a way to reconceptualize literacy as more than a verbocentric way to 

come to know. What is opera? In the past, when I thought of opera, I had visions of 

hardy Brunhilda's loudly belting out shrill songs in a foreign language to the guardians of 

the elite. Consider this: 

Opera, n. A play representing life in another world, whose inhabitants have no 
speech but song, no motions but gestures and no postures but attitudes. All acting 
is simulation, and the word simulation is from simia, an ape; but in opera the actor 
takes for his model Simia audibilis (or Pithecanthropos stentor)- the ape that 
howls. (Bierce, 1911, in Johns, 1979, p. 5) 

Imagine my surprise when I observed young elementary students creating and 

producing their own operas and learned that a class of kindergartners had performed one. 

Each of the operas I had the opportunity to see were based on children's literature with the 

words and music collaboratively written by the children with the support of an artist-in-

residence. With their teachers or parents, the children helped with the costumes and 

scenery. 1 was hooked while watching a performance of'The Rain Forest Opera" based 

on the Great Kapok Tree (1990) by Lynn Cherry, when first and third graders shared their 

poised connectedness with one another and the audience and showed us what the intimacy 

of an aesthetic experience with literature and music feels, looks, and sounds like. 
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I learned that opera is very approachable and is basically story, song, and action 

(Conley & Fan, 1976). It has its roots in ancient Greek civilization and deals with great 

themes, emotions, and passions (Sadie, 1980). Opera is people (Hoffmann, 1973). 

Although the idea of first grade through college students creating opera in the classroom 

seems unique, it is not entirely new and has been going on in a quiet way for at least thirty 

years by at least one educator (Speake, 1993), fifteen years by Dr. Carroll Rinehart, co

author of Music! Words! Opera! (M! W! 0!), and the last few years in a related 

organization, the ALTO (Access To Learning Through Opera) Coalition using the 

M! W! O! approach. Yet, none of the literature that I reviewed addressed opera as a 

literacy-or explored the multiple literacies within opera. To date, there have been no 

classroom-based, systematic qualitative studies of young children's opera and their 

relationship to language and literacy. 

Why opera? As an interdisciplinary art (Smith, 1993), opera can be a powerful tool 

for the whole person to express and communicate in a democratic and synergistic way 

(Ames, 1993; Roman, 1957). Smith (1993) explains: 

Probably since humans were first able to communicate with each other, they have 
tried to tell each other stories. In our efforts to understand and be understood, we 
have invented literature, poetry, music, theatre, dance, and all the varied forms of 
visual art... Opera combines them all to express and illuminate the feelings and 
experiences of the human race in a manner more profound than any one art form 
can accomplish by itself. Opera is more than simply an important body of musical 
literature-it is a cultural record and an expressive medium that students can learn to 
use for their own communicative purposes, (p. 21) 

My interest lies primarily in the inventional forms; children learning about 

themselves, each other and this multi-art form through a hands-on lived experience based 

on literature (Rosenblatt, 1938/1976) or without literature as in the Opera Project's first 

opera in 1983 facilitated by kindergarten teacher Bob Wortman and Dr. Carroll Rinehart. 

Opera is also music and action in which children become the opera they create (Bland, 
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1993). They become responsible for their own learning and experience ownership and 

shared power, commitment, self esteem and empowerment (Ames, 1993; Smith, 1993). 

It seems to me the magic quali^ of a project such as this is that it uses the whole 
person. The mind, the emotions, the imagination, the working together in a group, 
and the projection of all this to others (an audience) is such a total experience that its 
impact is total and lasting and positive. (Roman, 1957, p. 70) 

I found that opera in schools can take a variety of forms, ranging from the 

conventional to what I am naming the "inventional." The "conventional" approach 

includes: studying the Great Works (Miller, 1984); applying conceptual learning to a study 

of opera (Hoffmann, 1973); integrating a study of the Great Works throughout the 

curriculum (Bullen, 1993); attending a professional performance (Richman, 1946); 

observing performances of children's stories by visiting artists (Conley & Fan, 1976) and 

attending opera sings (Sloat, 1947). 

The "conventional and inventional" approach includes; integrating musical and 

literary studies in a high school chorus class by appreciating great works, learning some 

theory, improvising, then writing their own opera (Neidig, l%2); music specialists 

collaborating with elementary classroom teachers in a process of appreciating great works 

and the development of an opera based on a children's story (Speake, 1993); or creating 

original opera and then becoming more interested in the great works and attending a 

professional opera (Bland. 1993; Sullen, 1993); or working with professional companies 

to write their own opera based on a great work (Strittmatter, 1984). 

Examples of the "inventional" approach include: creating an operetta with first 

graders based on the occurrence of a common childhood experience (loose tooth) and using 

resonator bells as an aide in notation (Edwards, 1982); creating imaginative stories and 

songs together as a way to use the whole person (Roman, 1957); introducing students to 

opera as an interdisciplinary an through a "hands-on" experience illustrating a powerful 

way for all students to express themselves and communicate (Smith, 1993) as well as other 
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synergistic and democratic opportunities for students to collaborate with teachers in an 

ensemble form using the Music! Words! Opera! process (Ames, 1993). 

Much of the literature was an attempt to share and validate the importance of opera 

in the schools. However, the literature leaves the reader with many questions. While 

many summarized a project and cited a few benefits or vignettes of student transformation, 

none of the articles were systematic case studies of a process or the literacy practices. This 

study seeks to contribute to our understandings of a unique genre, opera, as a tool for the 

whole child to express and communicate ideas using multiple forms of literacy. 

More than One Meaning: Transactional Theory and the Literary Work 

Literary theory has held a long and controversial place on the stage of literary 

history since the time of Plato and Aristode. On this "darkened stage," a metaphor offered 

by Rosenblatt (1978, p. 1), the shifting spodight of emphasis has focused alternately from 

the book to the author. Not until 1938 with the pioneering publication of her book 

Literature as Exploration, has the reader been illuminated or given an active role in the 

social context Yet, only recently have all three (book, reader, and author) occupied the 

same stage in full light of tiieir reciprocal and non-dualistic relationship to one another 

(Rosenblatt. 1978). 

Meanwhile, since the late 1930s, proponents of competing theories such as the 

New Criticism continue to champion their own cause that reading is an objective and 

analytic process based upon finding the one meaning located in the text. In the 1970s and 

1980s, "reader response" theory emerged as a movement in which reading was considered 

a transactional, personal, and socially meaningful event It was then that Louise 

Rosenblatt's 1938 work was retrospectively and decidedly named the first of the reader 

response approaches, now in its fourth edition. In the mid-1980s, an interest in the 

connection between reading and writing emerged in the scholarly community and 
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Rosenblatt began giving presentations and writing papers addressing an issue that she had 

been giving attention to for years in her work with students at the university level. 

[n the reader response approach, the teaching of literature can be seen as a dance 

with the teacher helping the reader to perform. The literary work is viewed as a personal 

evocation of a text The reader interprets the work like a musician interprets a musical 

score but "the instrument on which the reader plays, and from which he evokes the work-

is himself (Rosenblatt. 1938, p. 279). In the past decade, a steady increase of articles 

have appeared in professional journals addressing reader response theory but very little 

work has been done to show what it looks like in the classroom (Hanssen, 1986). 

Rosenblatt, in an explication of literary theory (1991) summarizes the following theoretical 

stances toward reader response: 

1. reader-oriented theories: the reader's primary response is most important; 

2. text-oriented theories: interpretations encompass a wide range of responses 
from analysis of underlying conventions such as genre or codes to the idea 
that there is no single meaning in the text: 

3. reader-plus-text-oriented theories: transactional theory is defined as the 
reciprocal relationship between the reader, the text and the new meaning, 
the 'literary work.' Attention during the reading event is along an 'efferent' 
(analytical) to 'aesthetic' (lived through) continuum; 

4. feminist, African American, ethnic, Marxist and other critics: underiying 
textual meanings are questioned and there's a resistance to status quo 
ideologies. 

Since assumptions about literature drive what teachers do with literature in their 

own classrooms, literary theory (with a specific emphasis on reader response theories) is 

addressed in this section in relationship to some preliminary insights about transactions that 

occurred in the exploratory studies of the Opera Project described in Chapter I. 

The opera process appears to be an integration of a variety of approaches as 

participants construct their "literary work." Teachers and students engage collaboratively 

with one another in the construction of new meanings based on the literature. "Emphasis 
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on the reader need not exclude application of various approaches, literary and social, to the 

process of critical interpretation and evaluation" (Rosenblatt, 1991, p. 61). 

Transaction is at the heart of the reading and writing process and is evidenced in the 

opera process as children engage in the group composition of their own stories and songs. 

In reading, Rosenblatt (1988) describes transaction as ''an event, a transaction involving a 

particular reader and a particular configuration of marks on a page, and occurring at a 

particular time in a particular context" (p. 2). In writing, she continues, it is "always an 

event in time, occurring at a particular moment in the writer's biography, in particular 

circumstances, under particular pressures, external as well as internal. In short, the writer 

is always transacting with a personal, social, and cultural environment" (p. 2). 

Rosenblatt's focus on transactions rather than interactions represents a paradigm 

shift from the Cartesian-reductionist way of separating parts described in Chapter I, to the 

synergistic way of understanding parts and wholes as interconnected and generative and 

reflective of a whole that is greater than the sum of its parts. The notion of transaction, is 

resonant with Dewey's view that both the knower and the known are changed in the course 

of knowing and thus is reflective of a transformative process (Dewey and Bentley, 1949). 

Because we always bring something new to every transaction and attend selectively, we 

can never experience something the same way twice. 

Goodman (1992b) views reading and writing as a transactional socio-

psycholinguistic process. Readers construct meaning (make sense) and "meaning is in the 

reader and the writer, not in the text. The writer constructs a text with a meaning potential 

which will be used by readers to construct their own meaning" (p. 2). Goodman's (1992b) 

transactional socio-psycholinguistic theory of reading, writing, and texts is based on years 

of miscue research and is; 

1. a sociocultural theory of human communication. 

2. a social personal theory of language development (invention-convention). 



3. a psycholinguistic theory of cognition and comprehension (schema 
theory), and 

4. a theory of language that views the three language cueing systems 
(graphophonic, syntactic, and semantic-pragmatic) as being integrated and 
functioning simultaneously. 

Goodman supports the efforts of teachers who are creating curriculum consistent 

with these principles (1992a). Rosenblatt (1991) and Eisner (1991) support qualitative 

methods in helping us leam more about the "dynamic phenomenon" (Rosenblatt, 1988, p. 

14) in reading and writing transactions. 

What follows are some salient definitions, insights, and issues that I encountered in 

Louise Rosenblatt's enduring book Literature As Exploration (1938/1976) and Dewey's 

(1934) Art As Experience. They are a way of understanding the principles underlying 

transactional theory and their relationship to the Opera Project 

What is the literary work of art? Dewey (1934) defines "works of art" as the 

"means by which we enter through imagination and the emotions they evoke, into other 

forms of relationship and participation than our own" (p. 333). Rosenblatt (1938/1976) 

adds, "A novel or poem or play remains merely inkspots on paper until a reader transforms 

them into a set of meaningful symbols. The literary work exists in the live circuit set up 

between reader and text: the reader infuses intellectual and emotional meanings into the 

patterns of verbal symbols, and those symbols channel his thoughts and feelings" (p. 25). 

Dewey (1934) distinguishes between quality of art and product of art "The work of art 

takes place when a human being cooperates with the product so that the outcome is an 

experience that is enjoyed because of its liberating and ordered properties" (p. 214). Art is 

"a conscious idea" (p. 25). 

What happens in the reading of a literary work of art? The reader brings to the 

work everything in her life that has been experienced: the "funds of past experience" 

(Rosenblatt. 1938/1976. p. 107). "funds of knowledge" (Moll & Greenberg. 1990). 
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community background, religious codes or philosophies and family relationships. 'The 

text brings into the reader's consciousness certain concepts, certain sensuous experiences, 

certain images of things, people, actions, scenes" (Rosenblatt, 1938/1976, p. 30). The 

unique and never to be replicated transacting of these elements determines the reader's 

response. The children have brought their earliest experiences to the reading, writing, and 

singing of songs. 'The child, long before he understands the meaning of the words, will 

derive pleasure from the sound, the rhythmic movement and subtle inflection..(p. 49). 

What conditions does the teacher need to create to make the literature experience 

successful and engaging and transformative? Ideally, the teacher will share a love of 

literature and "a zestful sense of literature as a living art" (p. 66) and will allow the student 

their own response to the work. The teacher creates a safe, friendly, and secure 

environment, so the student's will feel enabled to take risks and be spontaneous. 

What does it mean to understand what we have read? Rosenblatt hints at the need 

to expand the expression of our understandings in other modes than the verbal. The Opera 

Project provides opportunities to communicate in many modes or sign systems. 'The 

ability to express the heart of an idea in clear terms that reveal its possible general 

application is indeed a rare and valuable one" (p. 111). One needs to consider the greater 

social, political, historical, and ethical contexts that are involved in understanding what we 

have read. 

What educational contexts and environments best foster the capacity to adopt the 

stance appropriate to the transactional situation? The Opera Project facilitates the 

transactional event The children are the authors of their collaboratively constructed texts. 

As artists, "they will themselves be involved in wrestling with the materials offered by life 

or by their reaction to it; they will discover that problems of form and artistry are not 

separable from the problems of clarifying the particular sense of life or the particular mood 
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"delight in the music of words" (p. 50). 

How can we nurture the ability to read aesthetically? We can nurture an aesthetic 

reading by connecting the joy of rhythm, sound, and image to personal experience in 

different contexts. We can create context in which people are invited to use their voiced or 

written imagination and then acknowledging and including their ideas in a group text. In 

understanding the role that trust plays in social contexts, we validate people's risk taking by 

offering open-ended opportunities for visualization, brainstorming, and inventiveness. 

How do we know aesthetic readings have occurred? Rosenblatt writes, "Emotional 

equilibrium... is a mark of a complete aesthetic experience" (p. 42). While this is true, 

she also makes it clear that aifective and aesthetic are not synonymous. She writes, "the 

distinction between nonaesthetic and aesthetic lies not in the presence or absence of emotive 

and cognitive elements but in the primary direction and focus of the reader's attention" (p. 

45). 

In one of my exploratory investigations portrayed in Chapter 1.1 documented a 

second grade's composition of a lullaby as part of their Charlotte's Web opera. They 

experienced "shivers and goose bumps" and a willingness to sing this lullaby to everyone 

who would listen. They wrote about it in their journals and appeared to feel very satisfied 

and complete. They had written a literary work of art that they could read and reread and 

sing and sing again. Rosenblatt refers to the "difficulty of describing such moments of 

mental poise or illumination" (p. 43). 

How does Rosenblatt (1938/1976) define the artist and the scientist? Why is this 

relevant to our discussion on transactional theory? In an attempt to bridge the arts and the 

sciences, Rosenblatt shows us that the teacher's role is not to rescue students from the 

reductionist effects of conventional scientific thinking. Rather, she explains that the teacher 

would do well to understand the process of inquiry. Both artist and scientist are questing 
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and looidng for patterns, and they both have the capability to express them imaginatively. 

Life as art is science when lived as complete experience. The opera process appears to 

involve the children in a personally relevant inquiry. The teacher of literature will 

"awaken" the students to the complexity of life experience and inspire active Inquiries; they 

will look for patterns as diey compose and read what they have composed that will help 

them come to an understanding of the human condition. Why is an understanding of our 

assumptions about literature teaching important? 

Assumptions concerning literature underlie at least tacitly any teaching of literature 
and any research on the teaching of literature... Basic to literature teaching are not 
only assumptions about the learning process but also assumptions about the nature 
of ^e reading process, the relationship between the reader and the text Ultimately, 
the underlying theoretical implications involve such matters as assumptions about 
the nature of language and its relation to how human beings know their world, or 
'reality'- the problem philosophers term 'epistemology or the theory of knowledge. 
(Rosenblatt, 1991, p. 57) 

As teachers and researchers of children's literature, "we are responsible for both 

what and how we teach" (Short, 1989, p. 1). It is important to become aware of the 

underlying assumptions that consciously and unconsciously guide our teaching and 

researching if "students are to learn to experience literature-to read aesthetically"... and 

derive "the pleasures and insights claimed for literary studies" (Rosenblatt, 1991, p. 61). 

More Than One Curriculum: Svnergv and Multicultural Education 

Synergy is the behavior of whole systems that cannot be predicted by the behavior 

of any parts taken separately. It means to work together or to cooperate (Webster. 1973). 

I first became consciously aware of the name for this phenomenon during my examination 

of a lullaby for Wilbur the pig in a second grade's opera (described in chapter one) based 

on Charlotte's Web (White. 1952). While not named synergy, Goodman's (1986) 

explication of whole language notes how the whole of language is greater than the sum of 

its parts. In whole language theory-in-practice, this means that we leam by starting with 
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we construct a greater meaning. We'll return to this. But first, I'll examine my theory of 

language and learning by looking at the way I myself learn. This was tested during my 

own inquiry about synergy. 

Jerry Harste and Kathy Short, in their paper presented to the International Reading 

Association World Congress asked, "What difference does your theory of language and 

the nature of society make?" (Harste & Short. 1988). They invite us to reflect upon our 

inquiries and note their relationship to the way we learn language. Is there a sense of 

urgency that is created in us? How is it operationalized and how is it changing us? What 

are we doing differently now? How have we been transformed? 1 smiled inwardly at the 

wonderful observations they shared about what happens when we learn something new or 

gain an insight: 

We constandy catch ourselves working it into conversations. The day before we 
didn't even seem to have the term in our vocabulary; now suddenly, it seems to be 
the most powerful concept we possess for explaining things. What's more, we 
suddenly notice that others are using this concept. We are certain that we had never 
heard the word used before yesterday. Now we see it everywhere! (p. 2) 

My awareness of synergy seemed to reflect this phenomenon. Suddenly, I was 

seeing the name on a vitamin label, a newsletter for a diversity action group at the 

university, and in Susan Lytle's forward to Denny Taylor's book The Child's Point of 

View (1993^. I also was experiencing it with more awareness, watching how it works or 

doesn't work in the larger social, cultural, political contexts, and needing to talk about it. 

As I reflected on how this idea was now in the forefront of my consciousness. I 

was able to gain a new perspective and deeper understanding of learning by juxtaposing the 

urgency of my own inquiry against the criteria suggested by Harste and Short (1988): 

1. Learners focus their attention on the new rather than the old. 
2. Learning is a search for patterns that click. 
3. Learning is enhanced through transaction. 
4. Language users reflect upon and understand their agency in the learning process. 
5. Learners test their new theories against the old and make adjustments. 
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6. Learners are transformed as they operationalize their new awareness. 

It became clearer to me how children leam and communicate their understandings. 

The qualities of learning that I oudined earlier relative to inquiry, whole language, and the 

conditions of learning, are key to understanding the importance of creating multiply 

synergistic opportunities for the cultivation of whole literacies that allow kids to be 

transformed and outgrow themselves (Harste & Short, 1988). 

Webster's (1989) defines synergism as "the combined action of two or more which 

have a greater total effect than the sum of their individual effects" (p. 1003). Synergy 

names and gives language to a non-reductionist conceptualization and may help "to free us 

from outdated patterns of thought" as we become more aware of a basic principle in nature 

and language learning (Fuller, 1979, p. 10). This can also be understood as the "dance" of 

the wholes and parts (Kincheloe & Steinberg, 1993). 

Earlier in my discussion of the constructivist or making sense paradigm. 1 argued 

that one of the structuralist values is that the whole is always greater than the sum of its 

parts. In whole language, language isn't language unless it's whole (Goodman, 1986). 1 

gave the example of a table reduced to its elements and showed how we would not be able 

to build a table with them. Similarly, when children are learning to read, they need to 

engage with whole texts that are personally meaningful to them. There is a myth that 

children leam letter-sound relationships first, then sentences, then paragraphs, and then 

pages. The Goodman's miscue research informs us that a story is easier to read than a 

page, a page easier than a paragraph, a paragraph easier than a sentence, a sentence easier 

than a word, and a word easier than a letter. In this context, whole language makes sense. 

The synergy principle also makes sense in light of the need for transformation in 

education and the workplace. In his article. 'The Violation of People at Work in Schools." 

Arthur Wirth (1989) provides us with a report from numerous studies that the lived 

experience in the schools is a reflection of a societal confrontation between the scientific 
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management principles of industry that views humans as machines, and the democratic 

socio-technical principle that values humans as productive meaning makers. Creative 

teachers are increasingly leaving the field, he argues, because of the constraints in the larger 

system that devalue their professional judgment and conditions that stifle their human spirit. 

While there are teachers who are creating contexts for the expression of the "productive 

idiosyncrasy" of their students (Eisner, 1994), Wirth (1989) concludes that the time has 

come for teachers to decide if they want to accept conditions modeled on American industry 

or participate in creating structures that enhance their own creative potential and that of their 

students. He calls this the difference between being a "bee or an architect" and feels more 

hopeful of the chances of being an architect in industry than in the schools. 

Langer (1942/1957) relates this distancing of nature and the creative from our daily 

lives a problem of modem civilization. 'There are two great threats to mental security: the 

new mode of living, which has made the old nature-symbols alien to our minds, and the 

new mode of working, which makes personal activity meaningless, inacceptable to the 

hungry imagination" (p. 291). Whole literacies, building on the principles of whole 

language, inquiry, and their arts vehicles such as the Opera Project, appear to nurture a 

synergistic relationship between heads and hearts and may serve as a curricular metaphor 

"for the lives we wish to live and the people we wish to be" (Leland & Harste, 1994, p. 

344). 

Why don't we know more about synergy? It is, after all, a new name for an old 

way of thinking. Perhaps it has something to do with the way the reductionist paradigm 

has dominated our society's way of thinking and the observation that "anthropologists 

have not found an atomistic society with high synergy... people joining together for 

common action ... extremely low synergy in atomistic societies is the commoner rule... 

the man who can, takes what he can get" (Benedict, 1970, p. 326). 
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In her lectures at Bryn Mawr in 1941, Benedict introduced and discussed the idea 

of synergy that she had been developing based on a decade of field research. In the 

introduction to Ruth Benedict's classic study Patterns of Culture (1934V anthroplogist 

Franz Boas acknowledges the contribution Benedict made in helping us recognize the 

configuration of our cultures by looking at the whole of it, not just its parts. He 

highlighted her work, "We must understand the individual as living in his culture; and the 

culture as lived by individuals" (p. xvi). Benedict (1934) emphasized the dynamic 

diversity and plasticity of the society and cautioned against false notions of biological 

superiority. She addressed the relationship of parts to wholes and understood that in nature 

and science "the whole... is not merely the sum of all its parts, but the result of a unique 

arrangement and interrelation of the parts that has brought about a new entity... cultures 

are likewise more than the sum of their traits" (p. 47). She added that "anthropological 

work has been overwhelmingly devoted to the analysis of culture traits, however, rather 

than to the study of cultures as articulated wholes" (p. 48). She drew on the lessons of 

Gestalt psychology as having shown that "in the simplest sense-perception, no analysis of 

the separate percepts can account for the total experience" (p. S1). 

Benedict's development of synergy from a cultural perspective is compelling. 

Unfortunately, her manuscripts were lost, and all that apparently remains from them are a 

few notes on synergy that anthropologist John Honigmann was able to copy while a 

graduate student under Benedict in a seminar at Columbia. Humanistic psychologist 

Abraham Maslow knew Benedict and her "search for a concept that would organize 

anthropological data around humanistic values" (cf. Harris, 1970, p. SI). Maslow and 

Honigmann selected some of her notes and published them in 1970. This brought her 

work "to the attention of the world" (Dale, 1981, p. 125). Maslow wrote, "It was a 

holistic rather than an atomistic effort to describe societies as unitary organisms or wholes, 

with a feel, a flavor, a tone" (cf. Harris, 1970, p. 52). In its essence. Benedict wrote: 
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I shall need a term for this gamut, a garnet that runs from one pole, where any act or 
skill that advantages the individual at the same time advantages the group, to the 
other pole, where every act that advantages the individual is at the expense of 
others. 1 shall call this gamut synergy, the old term used in medicine and theology 
to mean combined action 1 shall speak of cultures with low synergy, where the 
social structure provides for acts that are mutually opposed and counteractive; and 
of cultures with high synergy, where it provides for acts that are mutually 
reinforcing... There is no problem about which we need more enlightenment than 
about concrete ways in which synergy is set up in societies." (cf. Maslow & 
Honigmann, 1970, pp. 325-326) 

She emphasized that while there is a continuum from high to low synergy, there 

are, for example, "areas of mutual benefit... set up in some degree in some atomistic 

societies" (p. 326). Benedict saw the need for "data on the consequences for human life of 

different human social inventions" (p. 322). Unfortunately, she died in 1948. "as if her 

life had been broken in the middle of a sentence" (Harris, 1970, p. 51) and most of what 

she wrote or said has been lost, leaving us with many questions. Maslow and 

Honigmann's publication twenty-eight years later helped to finish "the broken sentence" 

(p.51). Margaret Mead, Benedict's friend, knew her to be wondering "in what ways men 

could shape their culture closer to their highest vision" (cf. Benedict. 1934, p. xii). This 

raises questions related to whose creative vision, who decides, and how? 

The process of creative thinking, also known as metaphoric cognition, may also 

inform our understanding of synergy and curriculum. Thinking back to Chapter 1 and the 

classroom vignette of second graders creating and producing their Charlotte's Web Opera. 

synergy was something the children, teachers, artist, and I experienced as relationships and 

connecting patterns among different things elevated our experience and consciousness. 

Madelaine Grumet elaborates: 

Metaphoric cognition is basic to all scientific and creative thinking and involves the 
fusion of previously disparate concepts in unanticipated ways. We might be better 
served to think of mind not in terms of parts, but in terms of connecting patterns, 
the dance of the interacting parts— From this perspective, the physical and social 
worlds are seen as dynamic webs of interconnected components. None of the parts 
are fundamental, for they follow the dance of their relationship with the other parts. 
The nature of their interconnections shapes the forms the larger web takes. The 
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educational implications of such a realization are revolutionary. The uncovering 
and interpretation of the dance becomes a central concem for teachers and students, 
(cited in Kincheloe & Steinberg, 1993, pp. 307-308) 

The next thing to clarify is the whole and part relationships in creative thought. In 

Gestalt theory, the whole is primary and the part-processes are determined by the whole 

(Patrick, 1941; Langer, 1942/1957). In a study of poets and artists, four developmental 

stages were found to be present in creative thought. While there are flavors of Piaget and 

cognitive science in the emphasis on stage theory in the discussion of the study, it was 

noted that there was a recursivesness among the stages, that, I will add, takes on the 

appearance of the inquiry cycle. First, there is a preparation period when one is open to 

new ideas and connections. Then, in the second phase, incubation, the new ideas or mood 

recurs when the person is thinking about something else. In illumination, the third stage, 

the idea becomes clearer and then revised, verified or elaborated. The main finding of the 

study was the valuing of the whole as a construction of parts. During incubation, the 

whole will develop from a part but the idea of the whole has preceded the inquiry (Patrick. 

1941). 

Brainstorming is an example of a group's creative thought in action. In the 

Charlotte's Web Opera (described in Chapter 1). the "sand lamb" was bom of 

brainstorming and the children decided to include their invention in their text. They 

negotiated with Jeff who initiated the idea. When Jeff let go of his "sand man" for the 

*'sand lamb," he did something that benefited the group (Benedict, 1970). The flurry of 

brainstorming that his idea inspired, with the support of the teacher's facilitation 

(Vygotsky, 1978), maintained respect for the personal and extended it creatively. The 

synergistic achievement of the new name was greater than the sum of all the names that had 

been proposed. And the intent of the session became increasingly collaborative. 

Following the lullaby session. I interviewed Dr. Rinehart to illustrate this dance of the 

wholes and parts. He said. 
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Let's go back to the lullaby and Mickey's contribution to the sand lamb. While he 
was not directly responsible for the expression of the sand lamb, he set the tone for 
the whole thing by having the sheep come in 'Ba ba ba ba ba ba ba/ There was a 
need for congniency between the character in that story, the language of the 
character, and then molding that into the larger system of the animal's lullaby. It 
became a very interesting and dynamic process in which all kinds of factors were 
shaping that piece. One was language function and then finding the form to express 
those feelings. Then the music itself suddenly began to shape what needed to 
expressed in language. The moment we found the idea of the rondo, coming back to 
the first idea, it began shaping the need for some contrasting ideas. At some level, 
they understood that So finding within the unifying forces of the 'Go to sleep' or 
'Close your eyes' at the beginning of the lullaby, there was something in the 
language shaping of the whole that unified it 

Rosenblatt (1938) elaborates. 

The complete effect of a particular sonnet results from the fact diat different 
elements act on us simultaneously, reinforce and, one might almost say, create one 
another" (p. 45) Pleasure arises from discovering the kind of structure that the 
artist is creating, from seeing things fall into a pattern. Awareness of the function 
of various characters or episodes or images illuminates what the work as a whole 
'means."... One of the best ways of helping students to gain this appreciation of 
liter^ form and artistry is to encourage them to engage in such imaginative 
writing. In this way, they will themselves be involved in wrestling with the 
materials offered them by life or by their reaction to it (p. 48) 

In summary, the second graders, through their engagement in the imaginative 

writing of the lullaby for their opera, illustrated a synergistic model of multicultural 

education; the integrated whole is greater than the sum of its parts, diversity of choice, 

awareness of each other as resources, the sharing of power, opportunities for meaningful 

experiences, productive intimacy, and work as "arts play" that releases human potential and 

build> a more just society. 

The remainder of Benedict's notes also reflect an emphasis on the economic 

implications of synergy in cultures. With its concern for the differences between the 

"haves" and the "have nots," it developed into social synergy theory and not surprisingly 

found its way into the management literature (Coming, 1986: Covey. 1989). Coming, a 

businessman, in his book Winning With Svnergv (1986). has interpreted synergy as a 
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way to win and regain the competitive edge. Returning to the story of the seven blind men. 

he writes. 

Perhaps the single most important reason for our failure to appreciate the 
importance of the synergy principle is that for the most of us, the pieces have not 
been brought together before. We are like the proverbial blind group of men who, 
being able to touch only the different parts of the elephant, variously describe it as 
being like a wall, a tree, a rope, a snake, and a fan. Because we have not seen the 
elephant as a whole, we have failed to exploit its prodigious ability to serve our 
needs. Synergy is a mighQ^ pack animal that can carry much of the burden of 
ensuring our survival and well being in a complex world; if we have the wisdom to 
use it to full advantage, the synergy principle can help us blaze our trail into the 
future, (p. 22) 

While I agree that we have for too long named the parts to the exclusion of the 

whole, perhaps Coming has inadvertently raised an important issue about synergy. 

Synergy can be used to compete, "exploit," and "use" things to our full advantage. We can 

"blaze trails" but at whose expense? It's important to note that synergy has sociocultural 

connotations, is "derived from the Greek, and means the science of cooperation" (Haken. 

1981, p.l7). The science of synergetics (Haken, 1981) is based on a cooperative 

principle. Haken (1981) hopes that his "description of this new scientific discipline will 

stimulate and create suggestions about how to utilize the secrets of nature's successes for 

your own benefit and for that of the whole of mankind" (p. 11). 

1 believe that synergy can help us in our understandings of multicultural education. 

Bemier and Davis (1973) offer us a liberating perspective and propose that synergy can be 

a model for multicultural education. In response to the wide range of meanings being 

generated for the phrase. Sleeter and Grant (1987) evaluated the multicultural literature and 

developed a taxonomy by which to examine it, communicate what it means, and recognize 

its contribution to the theory and practice of multicultural education. Rve approaches 

emerged from the literature; teaching the culturally different, human relations approach, 

single group studies, multicultural education, and education that is multicultural and social 

reconstructionist. The multicultural education approach emphasizes the following five 
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goals: "strength and value of cultural diversity Human rights and respect for cultural 

diversity Alternate life choices for people Social justice and equal opportunity 

for all people ... and Equity distribution of power among members of all ethnic groups" 

(Gollnick, 1980, p. 9 in Sleeter & Grant, 1987, p. 429). While this approach appears to be 

the most popular in its goal orientation, what it looks or sounds like in the classroom or at 

the school system level has not been developed. 

One question I am left with is, "'education for what?" While not discussed at 

length, the underlying orientation of the approach appears to be preparation for work based 

upon training diverse people in a compensatory educational structure of fixed norms and 

standards by which many, particularly the culturally and linguistically diverse, are judged 

as deficient Another limitation in the multicultural education literature that Sleeter and 

Grant reviewed is the omission of the issue of language and other sign systems. The arts 

and values of diverse people in a communiQr would encourage meaningful cross cultural 

communication and is in alignment with Ruth Benedict's development of synergy as 

supporting and transcending cultural difference. 

Bemier and Davis (1973) offer a unique perspective on multicultural education as 

synergistic education with the goal being the release of human potential. The core of such a 

framework is die concept of the fully developed, fully integrated individual... defined in 

terms of the three major components of a meaningful life; rewarding work, productive 

intimacy, and satisfying leisure" (pp. 269-270). Schools tend to focus on work to the 

exclusion of the other two categories. The Key School, mentioned earlier in the discussion 

on experience and flow, attempts to provide opportunities for intensified play as a valid and 

intellectually intimate educational practice (Whalen & Csiksentmihalyi, 1991). While the 

flow activities room was separate fi^jm and not integrated throughout the everyday 

classroom experiences of the children, it does suggest new ways to reconceptualize 

education. 
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Dale (1981) views the future as "the product of the collective will and actions of the 

inhabitants of the globe" (p. 120). He feels "an understanding of culture and synergy are 

necessary prerequisites to the requirement for an informal, participatory citizenry" (p. 120). 

His argument is, if culture is an operational term, then people can change their future. If 

some cultures are better than others, what criteria can be used to determine that? Who 

decides and who has the power to make the changes? Dale argues that an understanding of 

synergy would enable a community to shape itself and their fumre. He suggests that the 

institution of education must aim for high synergy. Synergy can be used as an analytical 

tool for critical dialogue. He suggests that one can examine a culture for the relationship 

amongst its systems. A systems analysis of the North American cultural system might 

reveal why schools, as systems of self-actualization (exploration, and choice of self 

expression) within the openness and constraints of the community, can be important sites 

for synergistic experiences that will serve to enable diverse and creative individuals to play 

a more critical role in the social construction of our larger systems from the inside out. 

Dale (1981) states: 

The goal of the political system appears to be the accumulation of power; the goal 
of the social system is apparently the accumulation of status; and the goal of the 
economic system appears to be the accumulation of wealth.. .These goals are in 
stark contrast to the philosophical system, which apparently has a go^ of equality 
of oppominity. The idea of democracy is most certainly not found in the economic 
system; industrial democracy, in particular, does not seem to be a goal. (pp. 127-
128) 

Where then can the educator begin in taking advantage of synergy? Buckminster 

Fuller, in an article by Gerber (1991), reminds us that nature, as a synergistic system, 

functions in a whole and integrated way: the effect of the combined colors of the rainbow. 

for example. As a supporter of holistic education, he offers the following suggestions; 

By explicitly nurturing it—by focusing first on the whole system, and then on the 
parts. This very process will evoke synergy and create effects greater than the sum 
of specifications. One example of how teachers can deliberately use the principle of 
synergy is by integrating the curriculum. . . . Life demands education be 
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interdisciplinary. When our focus is only on the specific parts, there are often so 
many that we miss the wholeness—we don't see the forest for the trees, (p. 5) 

Leff, Thousand, and Nevin (1994) have developed a synergistic awareness plan 

based on cognitive flexibility to help us "see the forest:" 

1. Unpack and challenge assumptions. 
2. See things differently. 
3. Free yourself to make new connections. 
4. Generate ideas. 
5. Choose to see opportunities and create new possibilities. 

In summary, the synergistic learning cycle is a description of the creative learning 

process in which the teacher invites cooperative and creative opportunities by encouraging 

voice and choice of self-expression. How can we create contexts for complete experiences 

and awaken intimacy and the aesthetic response? Synergy contextualized within the notion 

of multicultural education and young children's opera may offer us a way to 

reconceptualize education. 

More than One Intelligence: Manv Wavs of Knowing 

Historically, there have been many ways of viewing knowing. Howard Gardner 

(1983/1993), in his book Frames of Mind, conceptualizes knowing into three phases: lay 

theories, psychometric approach, and pluralization and hierarchization. Lay theories 

considered certain people "smart" or "inept" We know the psychometric approach as the 

IQ test of the last century that provided a single measure of intelligence that was used and 

abused as a people sorting mechanism. Multiple intelligences theory is positioned in the 

third view known as pluralism. Gardner (1983/1993) defines intelligence as "the ability to 

solve problems, or to create products, that are valued within one or more cultural settings" 

(p. X). Intelligences can be thought of as strengths, potentials, competencies, or talents. 

This is an attempt to broaden existing notions of intelligence that emerged through 

Gardner's extensive review of the literature. Artistic intelligences are a beginning place for 
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a dialogue about the many ways we come to know and how we define art (Moody, 1990). 

Arts and creativity can be viewed as cultivating "wide awakeness" (Greene, 1990). 

transformation (Langer, 1942/1957), and ordinary experience lived as "complete 

experience" and "conscious ideas" (Dewey, 1934). 

Some educators object to the notion of intelligences as talents because it has been 

used to identify the aptitude of children and then narrow their curricular opportunities to 

emphasize the talent rather than expanding opportunities (Berghoff, 1993). Others see the 

emphasis on talents as another way to separate children into the "haves" and the "have 

nots" rather than viewing intelligences as "potentials by which all human might mean" 

(Leiand & Harste, 1994, p. 339). However, it is helping educators become more aware of 

the hierarchical view that has placed linguistic and mathematical ability as the dominant 

ways of knowing (Leiand & Harste, 1994; Short, 1989). 

Traditionally, intelligence has been viewed as in-the-head. In the tenth anniversary 

edition of Frames of Mind (1983/1993). Gardner recognizes that the first edition only 

hinted at between-heads intelligence. Vygotsky (1978) has become increasingly more 

important to the educational community in his emphasis on between heads construction of 

knowledge and his illustration of how socio-cultural influences play a central role in how 

we come to know. He is most known for his theory of the zone of proximal development. 

'*the distance between the actual development level as determined by independent problem 

solving and the level of potential development as determined through problem solving 

under adult guidance or in collaboration with more capable peers" (p. 86). This is used a 

tool through which a child's mental development can be understood. 

Bruner's (1986) notion of the transactional self informs us that "it can never be the 

case that there is a 'self independent of one's cultural-historical existence" (p. 67). Eisner 

(1994) also agrees that meaning is socially and culturally constructed and emphasizes that 

the senses are "our primary information pickup systems and provide the content through 
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which our conceptual life takes form" (p. ix). He describes the relationship among the 

processes of sensation, conception, and representation. 

Goodman, Smith, Meredith, and Goodman (1987) base their view of learning on 

Langer's notion of the symbolic transformation and representation of experience to 

conception and expression. It involves the cyclic process of three phases; perceiving, 

ideating, and presenting. Perceiving is how experience is selected and enters through the 

s e n s e s .  " W e  m u s t  s u m m o n  e n e r g y  a n d  p i t c h  i t  a t  a  r e s p o n s i v e  k e y  i n  o r d e r  t o  t a k e  i n . . . .  

For to perceive, a beholder must create his own experience" (Dewey, 1934, pp. 53-54). 

Ideating is the transforming of those experiences to concepts and personal symbols. 

Presenting is representing the essence of one's learning in some form. The Opera Project 

is the meeting place for many modes of presentation as works of art. Works of art are the 

"means by which we enter, through imagination and the emotions they evoke, into other 

forms of relationship and participation than our own" (p. 333). Providing such 

opportunities will promote educational equity and contribute to the enrichment of the culture 

(Eisner. 1994). 

More Than One Perception: Role of the Senses 

Traditionally, objectivity was the lens through which we examined the worid, 

believing that the part we were seeing was "the" truth. Consistent with this view was the 

notion that knowledge was best transmitted to receptive but passive learners who were 

blank slates or "banks" into which one deposits information (Freire. 1970). For many 

years, the dominant view in literary theory held that there was a single meaning in the text 

and it could be located by a very close and objective reading. Even today, the New Critics 

reject what they call "the affective fallacy." They believe what a poem is and what it does 

are separate (Rosenblatt. 1991). The dominant aim of schools has been to teach students to 

think. 'To think" has traditionally meant the development of cognition, dealing with 
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"knowing and not feeling" (Eisner. 1994, p. 20). Affect, therefore, has been associated 

with feeling and feeling is not viewed as knowing. Within the mechanistic paradigm, form 

and substance, the how and what have been kept separate. 

Yet the literary work is exactly . .what it is because of how it is done. In the act 

there is no distinction, but perfect integration of manner and content, form and substance" 

(Dewey, 1934, p. 109). Viewing them as interdependent, the one cannot exist without the 

other (Eisner, 1994; Short, 1989). This is what is meant by Louise Rosenblatt's aesthetic 

and efferent continuum, not in terms of absence or presence of thought and feeling, but the 

"primary direction of the reader's attention" (Rosenblatt, 1978, p. 45). In separating 

cognition and affect, we have privileged discursive forms (words) over more presentational 

(images) forms of representation (Langer, 1942/1957). Dewey (1934) recognizes the 

importance of including the aits in schools as a way of knowing. He defines art broadly as 

a quality of a complete experience through which we experience deeper understandings. 

Nonetheless, the arts and other ways of knowing are often considered "soft" and not of 

intellectual value (Short 1989). The arts invite us to actively make meaning in a variety of 

forms. 

More Than One Expression: Sign Svstems and Transmediation 

What are sign systems? Sign systems are a perspective that "defines 

communication and literacy more broadly as all the ways we use to construct and share 

meaning with others including language, mathematical symbols, music, visual forms and 

movement or performance" (Short, 1989. p. 1). Although sign systems are recognized as 

important in the way we create meanings and are being discussed in the field of language 

arts (Harste. Woodward & Burke. 1984). they have had little impact on practice (Short. 

1990). Charles Suhor (1984.1992) invited the language arts community to explore the 

notion of a semiotics-based curriculum. He defines semiotics as the "study of signs of all 
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kinds" (Suhor, 1992, p. 247) and highlights the three kinds of signs: symbols, (words), 

icons (images), and indexes (indicators of a condition). In his model, Suhor identifies 

language as the dominant mode of making meaning. 

Siegel (1995) draws on linguist Charles Peirce's explication of signs because of his 

wide interpretation of sign functioning and relationship to "transmediation." an idea first 

introduced by Suhor (1984). There is a triadic or generative relationship between the sign 

or representamen, the object or thing being represented, and the intetpretant or meaning of 

die relationship. This has important implications for our understanding of meaning 

making. If every sign represents something to somebody about something, and we are all 

constructing meaning, then we are all interconnected in this generative process of meaning 

making. Because there is always something new being generated in this cycle of 

translation and interpretation, Siegel demonstrates the possibilities when different sign 

systems are used to make meanings in other sign systems. In this case, she states, "an 

entire semiotic triad serves as the object of another triad and the interpretant for this new 

triad must be represented in the new sign system" (p. 12). The meanings that are made in 

these connections are "something more than we know" and didn't exist before the 

c o n n e c t i o n  w a s  m a d e  ( p .  I I ) .  

What happens among a community of learners when these synergistic opportunities 

are provided for making meaning through the use of multiple sign systems? Educators and 

researchers are exploring this issue through the study of sign systems but do not appear to 

be working consciously with (writing about) the principle of synergy (Gallas, 1994; 

Goldberg, 1997). A study by a researcher and teacher who worked collaboratively to 

provide opportunities for first graders to use drama, art, and music in the classroom, 

revealed that the students were aesthetically literate. They used sign systems: (a) to "read" 

the meanings and perspectives of otiiers; (b) to author; (c) to transmediate: (d) to make 

sense of parts and wholes; and (e) to create a "place" (Berghoff, 1993). 
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Another study by Dyson (1986) examined the writings of three classrooms of 

kindergartners in an urban school. Dyson recognized the importance of celebrating the arts 

and providing opportunities for active participation in the creating of art. Drama was seen 

as useful in allowing children to perform through their writing. Dyson (1990) also 

discusses the process by which children use symbols to represent their experienced world 

as they construct imagined worlds. She emphasizes the importance of art and play in 

symbol making. 

Ernst (1994) researched writing and drawing as "picturing to learn" and Fueyo 

(1990) helped expand the concept of literacy by introducing us to "playful literacy:" 

meaning making across the literacies of play, creative arts and language arts. In another 

study by Fueyo (1991), playful behaviors occurring in the context of a process writing time 

that allowed the use of multimedia and play to make meaning, were named "literate 

sensibilities." 

In this chapter, I have sought to contribute to our understandings of a unique genre, 

young children's opera, as a way of knowing through which one can make meaning across 

a variety of modalities. I began by exploring the assumptions and perspectives that [ bring 

to this research study. 1 reflected on more than a decade of personal experience as an 

elementary teacher combined with my development as a researcher to examine the 

reductionist and constructivist paradigmadc continuum of learning and literacy. I situated 

the Opera Project within the latter, drawing on my understandings of whole language, 

whole music, inquiry, experience, and learning-centered curriculum. 

1 also provided the reader with a broad and in-depth look at the pluralistic theoretical 

framework that informs this examination of multiple literacies in young children's opera. 

In so doing, I made explicit the narrowness of existing test-driven definitions of literacy, 

literary meaning, curriculum, intelligence, perception, and schooled opportunities (or lack 

of opportunities) for children's self-expression through the privileging of verbal modalities. 
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1 challenged these definitions by suggesting broader conceptualizations that are more 

inclusive for all learners. I examined the literature on various aspects of curriculum and 

how they contributed to synergy, literacy and young children's opera. In the next chapter, 

I present a detailed description of my research methodology. 
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CHAPTERS 

RESEARCH METHODOLOGY 

This research, which explores the nature of young children's opera as a multiple 

literacy experience, is a qualitative case study using ethnographic techniques. Specifically, 

this study focuses on the sociocultural context of a bilingual first grade and provides 

evidence of the literacy processes and practices that occurred during an Opera Project. The 

multiple literacy research story, rendered as a "libretto," was developed with an arts-based 

approach to educational research and the data collection and analysis of the following 

sources and types of data: participant observation, interviewing, and attention to 

documents, artifacts, and events. Making sense of the multiple sources of data generated 

through fieldwork involved a sustained process of inquiry and reflection. As Wolcott 

(1995) writes. 

The art of fieldwork is achieved to the extent a fieldworker is able to render from 
research-oriented personal experience an account that offers to a discerning 
audience a level of insight and understanding into human social life that exceeds 
whatever might be achieved through attention solely to gathering and reporting 
data. (p. 251) 

In this chapter, I first introduce the setting as a way to contextualize what follows 

on accessing the site. I use a six-layered approach to explore the nature of access: my 

initial involvement with the project and its development, maintaining rapport and reciprocity 

(Wolcott, 1995), negotiating power relations, disseminating findings, and sustaining 

informed consent (Eisner. 1991a). In addition, I describe the methods that emerged or 

were designed to elicit information in the course of the unfolding conditions of fieldwork. 

I provide a table of the methods that were useful in the conduct of my study. In describing 

participant observation, I also address reflexivity and the negotiation of roles (Hammersley 

& Atkinson, 1983). While the thoughtful preparation of my research proposal prepared me 
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for some aspects of the fieldwork, the unfolding and collaborative nature of this particular 

qualitative study necessitated a stance of "flexibility, adjustment, and iterativity" in choice 

and use of methods (Eisner, 1991, p. 170). This chapter concludes with an explication of 

the analysis of data. In the next two chapters, four and five, I present in-depth portraits of 

the context and collaborators. 

The Site 

The setting for the research was a bilingual, whole language first grade at Warren 

Elementary School in Tucson Unified School District (TUSD). TUSD, the oldest school 

district in Arizona, is the site of Warren Elementary, founded in 1975, and situated in the 

southwestern most part of the district in a suburban, almost rural neighborhood. Over the 

recent years, a very high value had been placed on the fine arts in this school as reflected in 

the variety of programs and artists that have been made available to die students. Recently, 

a set of art panels the children made with the support of a local artist was placed in the 

library. Many of the students in the school have experienced creating and producing an 

opera in their classrooms. In recent years, each spring the staff decides as a school 

whether or not they want to be involved in the Opera Project In this study, Wendy Hood 

is the veteran teacher and facilitator of five previous operas and helped create and produce 

the operas "Blue Coyote," "Corduroy." and "The Three Javelinas" described in Chapter I. 

The 425 students in 18 classrooms reflect the ethnic, cultural and socioeconomic 

diversity of the neighborhood. Seventy-three percent are eligible for the free and reduced 

lunch program. Demographic diversity includes; 31% Anglo, 1% Black, 64% Hispanic. 

3% Native American, and 1% Asian. While the majority of the students at the school are 

English speaking. 15% are bilingual. Mrs. Hood's bilingual First grade is 19% Anglo, 

77% Hispanic, and 3% Black. Her class size is 31. Because of the size of this bilingual 

class, the class receives a bilingual aide for two hours daily and a consensus aide for four 
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hours daily. This means the district agreed with the teachers in their past contract that if 

their class size went over 29, they were eligible for an aide. 

What makes Warren unique? There are some very "wide awake experiences" that 

teachers, students and parents at Warren have been engaged in and one such experience is 

the Opera Project At the time of planning for this study, almost every student in grades 1 -

4 had participated in an Opera Project over the past few years. 

Collaborative Beginnings; A Very Special Arts Party 

For me, art means living my life consciously as an artist everyday. Art is life, not 

separate from life. This belief has shaped my interest in art as experience (Dewey, 1934) 

and the role that the arts play in the cultivation and celebration of young children's literacies 

at school. This interest led to a series of serendipities that began in Tucson after 1 entered 

the doctoral program subsequent to three years of teaching first grade on the Hopi 

reservation. In the fall of 1993, my partner and I were invited to an arts party in a home 

that served as a "living gallery" in the Tucson foothills. I liked the idea of home as living 

gallery where art was not separate from the everyday. We met local artists from all walks 

of life and people that support their work in the greater community, A few of our friends 

from Hopi were there with their silver work. In the course of the evening, I met a board 

member of Very Special Arts Arizona (VSAA), a non-profit organization that has been 

providing opportunities in the arts for children since 1977. Particularly memorable were 

the stories she shared of some of the exciting and transformative experiences that 

underserved, minority or special-populations of children were having with the facilitation 

of artists and teachers, often working collaboratively in the schools. I learned that VSAA's 

artist-in-residence programs involve open-ended inquiries based on real problems worked 

through cooperatively by teachers, students, and artists who are facilitators in the process. 

Their long-term goal is to work toward the centralization of the arts throughout the 
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curriculum rather than making art a separate area of study at the risk of it becoming an 

expendable frill. 

I was new to the department of Language, Reading, and Culture (LRC) at the 

University of Arizona. With more than 10 years of teaching experience in a variety of 

contexts, I had become increasingly aware of the many ways that children learn and the 

conditions that support their learning, and was concerned about the blocks to children's 

learning that limit their growth, resulting in feelings of marginalization and intellectual and 

affective oppression. When I visited the next VSAA board meeting, I listened to Dr. 

Rinehart speak on the nature of the aesthetic experience and the importance of the arts in 

our schools for the releasing of human potential. I asked. "What is opera and how is it 

related to students' learning and literacy?" He described opera as an art form involving 

story, song, and action. This arts process allows children and teachers to work together in 

a supportive environment to create and produce their own opera. I learned that based on 

the 358 operas Dr. Rinehart had facilitated, there were many stories of transformation, 

numerous significant moments, and hunches about factors related to learning and literacy. 

Yet to date, no systematic studies had been done to document the process and its 

relationship to learning. He told me he had been busy doing what he loved, facilitating 

children's operas, and had "been waiting," in his own words, for "the right researcher." In 

this way. from 1994-1995, the two of us became an artist/researcher team, with the 

facilitation of an arts organization, and began an interdisciplinary and collaborative journey 

with elementary teachers in a few of the local schools. 

Obtaining Access 

When I told Dr. Rinehart in the spring of 1994 that 1 was interested In talking with 

teachers about their experiences with the Opera Project, he quickly recommended several 

teachers. They were all veterans of the process and were actively engaged in facilitating 
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operas at the time. He made the initial contacts regarding die nature of my interest and I 

followed up on their invitation. Dr. Rinehart and I presented the findings of the 

exploratory study "Sing a Story: Teacher's Talk About Young Children's Opera" at a local 

whole language conference. This investigation was described in Chapter I. 

In the fall of 1994, Dr. Rinehart informed me that he would be doing an opera with 

second graders and I was welcome to participate in the process. Again, he made the initial 

contact with the principal and the teacher invited me into their classroom. The Charlotte's 

Web Opera was an eight month creation and I "stuck around" for the entire process. 1 

presented the findings of this ethnographic investigation at the LRC department colloquy at 

the university. 

In the spring of 1995, Dr. Rinehart contacted me after Wendy Hood agreed to do 

another opera with her bilingual first graders and the neighboring kindergarten class. It 

was her fifth opera. She invited me to participate for the three-month project. I spoke with 

the principal at the time. Dr. Myna Matlin, and she welcomed me to observe. 1 didn't need 

the district approval because it was not considered a formal research study. That study, 

based on the Coyote Opera, was an invited submission for a proposed bilingual book or 

monograph on the U.S./ Mexico Symposium on Disabilities. One of the chapters in that 

book would address curriculum in the elementary school and the role the arts can play in 

supporting all children's learning. My study was being considered for that chapter. 

In all cases, the teachers and children received the opportunity to do an Opera 

Project and the services of an artist-in-icsidence. There were 24 one-hour sessions, 

averaging twice a week with the exception of the Charlotte's Web Opera which occurred 

over two semesters. Since music specialists were non-existent at the elementary level in 

Tucson Unified School District, with the exception of band and orchestra. Dr. Rinehait's 

Involvement was truly a gift. 
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In the fall of 1995,1 continued documenting both the first grade and the second 

grade as part of a funded grant project. The scope of the dissertation research was 

narrowed to concentrate on one site, the first grade. I applied to the district for approval of 

my study and it was granted (see Appendix A for the approval letter). I met the new 

principal and he was helpful but usually very busy with a major renovation of the building 

project. Mr. Hooper made a point of stopping in occasionally dur-ng the latter part of the 

process when they were in production on the stage. 

Reciprocity involved the teachers receiving a small stipend for participating in the 

grant, as well as the opportunity to do an Opera Project. Dr. Rinehart was underfunded in 

terms of what his time was worth, so much of his participation was voluntary. He also 

made himself available as much as possible to discuss the process. The two teachers. Mrs. 

Hood and Mr. Autenreith, were expected to maintain a documentation form after each 

session to meet the arts agency's funding requirements. 

Merriam (1988) recommends that the researcher clarify "assumptions, world view, 

and theoretical orientation" (p. 170) at the outset of the study. As a result, I provided Mrs. 

Hood, Dr. Rinehart, and Very Special Arts Arizona with a final report of the exploratory 

studies that detailed my emerging theoretical framework. [>. Rinehart was very excited 

about the manuscript, and said that in reading it, he relived the experiences that I described. 

I narrowed the focus of the dissertation study to one class of children, their teacher 

and the artist-in-resident at Warren Elementary School. I obtained initial consent by 

providing all participants with a consent form in which I explained the study. See 

Appendix B for the English version of the minor participant form and Appendix C for the 

adult participant consent form. The participants included: the bilingual first grade teacher 

(Mrs. Wendy Hood), the apprentice teacher (Ms. Frances Sanchez), the artist-in-residence. 

Dr. Carroll Rinehart. the 31 first grade children, and the paraprofessional, (Ms. Linda 

Marquez). 1 attended the school's Open House Night to talk with the parents about the 



100 

study and facilitate their signing the consent form for their child. Mrs. Hood introduced me 

and described the project. 

Maintaining informed consent is an ongoing process involving dissenriination of the 

findings (Eisner. 199 la). After the implementation phase of the project concluded, Mrs. 

Hood and I gave a presentation of the Opera Project to educational practitioners at the 

University of Arizona Children's Literature Conference in the spring of 19%. The session 

was presented bilingually with Mrs. Hood speaidng Spanish. She made some professional 

quality overheads and shared them with me for future use. 

In the spring of 19%. I wrote up a 231 page narrative to submit for the grant and 

shared it with Dr. Rinehan. He again told me that it was like he had relived the project. In 

the fall of 19%. I shared my idea of writing a part of the experience up as a libretto and 

shared the outline with Dr. Rinehart who gave me suggestions. In Fall of 19%. when I 

wrote-up the story of the case study (described in Chapter 6) in the form of a libretto to 

submit to a peer review journal. Mrs. Hood read it and helped edit it. offering suggestions 

as to how to reduce the size of the manuscript without sacrificing the meaning. When it 

was accepted for publication in f-angiiage Arts (Rossi, 1997), Mrs. Hood again spent a few 

hours editing it to reduce the length. I am the author (librettist), having done the fieldwork. 

analysis, and write-up, but credited Mrs. Hood for her help with some of the final editing. 

We negotiated the name Opera Guide Editor on one of the playbill graphics to describe her 

supportive role in the revision process. 

Generally, my role throughout the project was that of a fellow worker. I adopted 

the stance of a co-leamer in a community of learners. Since the study was collaborative in 

design, the teacher, artist, and researcher had particular roles relevant to the process. The 

research plan had some features of participatory research in that the participants shared in 

the co-creation of it (Freire, 1970). It involved four main steps: planning, implementation, 

analyzing, and writing. The degree of participation in the four steps of the process was 
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varied. Planning was collaborative with the principal investigator being most responsible 

for the overall design of the study. Mrs. Hood, the teacher, and Ms. Sanchez, the 

apprentice teacher, in collaboration with the children, developed the theme. The musician 

served as a resource for implementation. The implementation step of the opera process was 

divided into five non-linear, recursive and generative phases; selecting a stoiy, developing 

a theme, composing words and music, producing, and performing. Critique and 

reflections with the students and collaboration with the teacher and artist was ongoing, 

primarily during the implementation stage. The teacher and artist facilitated 

implementation, 1 did the fieldwork, analysis, and write-up. The teacher and artist agreed 

to serve as editors when called upon to help. My unstated but functional role was to be the 

patient "nag" for the agreed upon paperwork (demographic sheet, attendance records, 

documentation form/journal). Acting as the go-between for the arts agency and the teachers 

was sometimes uncomfortable. Paperwork was the least favorite aspect of doing an Opera 

Project according to the facilitators. Time was usually the reported issue. Mrs. Hood 

appeared to resolve this during the dissertation study by sharing her reflections and stories 

about the integration of curriculum primarily on video and audio-tape immediately after the 

sessions when the student teacher took the children to recess. Another of my roles, with 

the assistance of a grant-funded intern, was to produce and transcribe audio-tapes. 

Sources of Data Collection 

In the following section. I describe the sources and types of data gathered during 

the fieldwork. Table 3.1 is included as an outline of the fieldwork's major dimensions. 
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Table 3.1 

Sources and Types of Data Collected 

Sources Types of Data 

Participant observation 

Informal interviews 

Formal Interviews 

Sociograms 

Documents and Artifacts 

Field Notes 

Researcher journal 

In-school setting: opera sessions (notes, audio, video) 

Reld trips (notes, video-taped) 

Non-classroom settings in school (library, hallways, 

playground, multi-purpose room) 

Teacher, artist-in-residence, 

apprentice teacher, students, parents, and 

para-professionals 

School principals (past and present), teacher, artist-in 

residence, children 

Interviews with students 

Opera sessions (student/teacher/artist-generated) 

Interviews with case participants 

Opera sessions 

Pre- and post-session debriefmgs 

Formal and informal conversations 

At school site, university, and home 

Particiuant Observation 

As Table 3.1 suggests, participant observation was a primary method of data 

collection. Observations, in the form of field notes, constituted most of the data. 
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Observations occuned from September to December, 1995, totaling more than 50 hours at 

the site. I observed in the classroom two or three mornings a week during the time period 

of 8:00 a. m.-10:00 a.m. This allowed time for observations prior to the opera session, 

during the session, and then reflection and/or consultation time. I based my observations 

upon the research questions, consultations with the teacher and artist, insights gained from 

the ongoing literature review, and data collected during the pilot study and exploratory 

studies. 

The participant observation method was used to answer the following key question: 

What is the nature of vouny children's opera as a multiple literacv experience? 

Participant observation was also used to answer the following four supporting questions: 

1. What is the nature of young children's opera from the perspectives of the 
participants? 

2. What are the socio-cultural-historical contexts that influenced the 
participants' experiences in an Opera Project? 

3. What are die multiple literacy processes evidenced in young children's 
opera? 

4. What are the types and uses of literacies evidenced in young children's 
opera? 

Participant observation as described by Spradley (1980) is of five types (complete, 

active, moderate, passive and non participation) and differs in degree of involvement (high, 

low and none). The two types that I used most often were: 

1. Moderate participation, and 

2. Active participation. 

Moderate Participation 

I initially was involved at a moderate level. "Moderate participation occurs when 

the ethnographer seeks to maintain a balance between being an insider and an outsider, 

between participation and observation" (Spradley. 1980. p. 60). 1 began the sessions with 
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the children as I sang and danced widi them during the warm ups. Then I sat nearby and 

scribed, progressively making more focused observations related to the research questions. 

I attended to the forms of expression, communication, and representation they chose to 

make meaning in particular situations for particular purposes. I scribed the talk related to 

the forms used. I watched how they interacted socially. In past exploratory studies, it was 

felt by the participants that my continuous demonstrations of scribing served to place a 

strong value on writing, listening, and "kidwatching" (Goodman, 1978). Because there 

was an audio and video record of the session, 1 didn't feel compelled to "get it all down." I 

could be more selective. 

Active Participation 

I tried "to leam the same behavior" (Spradley, 1980, p.60), learning the words to 

the songs, reading the song charts, and singing along with the participants. 1 was more 

involved as I was invited in by the participants. I observed participation rules as much as 

possible. That is, 1 tried to avoid talking to a student if attention was expected elsewhere. 

At times, however, the comments directed by students to me were very relevant to the 

process, and I acted as an advocate for the development of student proactivity and risk 

taking. For example, I encouraged children to speak up if they had shared an idea with me. 

Similarly, there were times when I felt very moved to give a suggestion or idea. I usually 

carried a clipboard, legal pad, and pen to record my observations related to the research 

questions and to focus on documenting the experience over the course of the semester in 

the form of field notes. 

In addition to my role relative to die teacher and artist, 1 also negotiated a variety of 

roles in relationship to the children. My participation observation had a reflexive quality to 

it. Re-flex-ivity. the continually changing or flowing nature of a transaction, is a 

negotiation of the knower. the known, and the process of knowing. In this study, there 
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was a fluid moving bacic and forth between roles and degrees of involvement of the 

participants as the observed and the observers. Dewey and Bendey (1949), in contrast to 

traditional mechanistic perspectives, discuss the nature of the knower and the known as a 

fluid and reflexive process. They highlight seven shared understandings: 

1. There is no separation between the body/mind and soul: 

2. There is no hierarchy between knower and known: 

3. There are no'realities;' 

4. The researcher is the instrument; 

5. There is no separation between inner thoughts and outer objects: 

6. The organism and the environment are a situated context; and 

7. There is no ultimate 'truth' or certainty of meaning. 

Reflexivitv of roles as a participant observer. How did I negotiate my role? I 

entered with humility. I was a new face to all except one child who had done an opera in 

the spring of 1995, the teacher, and the artist-in-residence. My roles were varied and 

changed over the course of the 24 sessions as recorded in my fieldnotes. I describe my 

roles throughout the process as another way to introduce content in the process over time. 

In session I. on September 8,1995 when the story was being selected, I was 

described in the following ways: helping with the opera; not paid by the schools so they 

could call me Pam, learning to be a better teacher,and getting a degree called a doctorate so 

I could be a professor. I was also an observer, and recorder, a sounding board, and a 

principal investigator. 

In session 2, on September 11. as composition of the "Rower Song" began, I was 

the audio technician, one of the extra people in the room, camera person and supervisor of 

fourth grade camera apprentices, a writer of observations, and facilitator of a visualization 

and writing activity. 
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In session 3, on September 12, as the "Rower Song" was practiced and new words 

were composed for the "Emperor Song," I continued juggling roles as the camera person 

and audio monitor, supervised two fourth graders, and scribed field notes. At the Open 

House for parent's that evening, I was introduced as a "real person" connected to the Opera 

F^oject At that meeting, I asked them to sign a form describing the study and consenting 

to their child's participation (See Appendix B). 

In session 4, on September 18, as music was composed for the "Ping" song and 

words composed for the "Emperor" song, I continued as the audio technician but began 

negotiating my role as video technician with the fourth grade teacher. I was finding 

supervision/instruction of the helpful fourth grade monitors too much too handle. I was 

able to use a small amount of grant money to provide a stipend for an intern who would 

also help with the audio transcription so that I could "more fully surrender to the experience 

[I was| in the midst of." I was a scribe, a recorder of the new library books, an advisor to 

Mrs. Hood regarding curriculum ideas, and a consultant, one who listened to the plans. 

In session 5. on September 19, as music was composed to the "Emperor" song and 

words for the "How Will I Choose" song, I continued as audio monitor and scribe. The 

children began to expect me to be more active. They created invitations, "You're supposed 

to sing." With Dr. Rinehart, I became an interviewer and collaborator. He also asked me 

questions about what I was noticing. I answered but redirected questions back to him to 

understand his perception. My role was more active as I was "becoming a member of the 

community." When Mrs. Hood inviteu everybody to stand up and sing and dance warm-

up songs, I was invited into the circle by the students. Some held my hand and made 

flattering comments about my dress. I was the "friendly supportive person that they can 

feel safe coming up to." 1 was not a disciplinarian. I began vocal participation, 

commenting on a game I saw the children playing that appeared to be relevant to the 
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composition. Dr. Rinehait commented that "full collaboration among all facilitators makes 

it enjoyable." 

In session 6, on September 22, as songs were reviewed and singing with resonator 

bells began, I continued as audio technician and this became a ritual across all sessions. I 

was a helper and scribe to Mrs. Hood when she needed to find a pencil, "Will you write 

that down (Javier's idea) Ms. Rossi?" I was also a demonstrator of writing in the culture 

for those children sitting near me, "What are you writing now?" My role became more 

active when I was chosen by a student to be in-role as a character and sing with a small 

group. I was a singer and dancer during warm-ups and wind downs. 

In session 7, on September 25, as songs were reviewed and "All Kids Come" song 

was composed. I was singer and dancer in the Hokey Pokey and more than a "gramma 

recording their little gems." I negotiated a reflection phase of the process with Mrs. Hood 

and we discussed when, how, and how often. Dr. Rinehart wanted some form of 

reflection after each session. I was one of the community. 'They expect me to do as they 

do" and one child said, "you forgot" to pass the libretto in. Actually. I wanted it for data, 

but passed it in and copied one later. 

In session 8, on September 29, as words were composed for "All Kids Come," I 

was a warm-up singer, dancer, historian, and "keeper of the data" or "safety deposit box" 

when collaborators couldn't find words for the newest part that had been composed. I was 

invited as an improvisational dancer (to the demonstration recording on the keyboard), a 

patient nag for collaborators documentation forms, and listener of the "in-betweens 

[curricular integration! this week." 

In session 9. on October 2, as composing was finished for "All Kids Come." I 

chose not to be the disciplinarian in a situation that I was called upon by children to deal 

with. One child said. 'Tell [him| to stop following me." Later, I saw the same child doing 

the same to the other child. 1 decided that the group had a history of behavioral norms and 
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expectations, and I. seeing only a glimpse of it, might make an inference that would 

adversely effect our relationship. When a child asked if she could get a drink of water, I 

said, "no se," I don't know. She went to the teacher, who said "sf but then many wanted 

one so she needed to say "no." If I had been involved without the same history of 

authority, this would have been my contribution. I was a learner and singer-of-tunes, 

demonstrator of writing as a valued activity, facilitator of post session study group later in 

the week, and encourager. When I drew lines on my paper to indicate the rise and fall of 

pitch, children sitting around me noticed and asked me what I was doing. 

In session 10, on October 9, songs were reviewed, new writing was shared, and 

music composed for "I Have A Rower Seed." I had become a familiar community 

member. Rosana and her mom waved to me outside from a distance. I also was a 

gatekeeper and boundary marker for the outside edge of the first graders where 1 sat. In 

this way I had a wide perspective of the room. I was a writing model who created interest, 

and a singer and dancer to ritual wind-down songs. 

In session 11, on October 10, the "Rower Song" was reviewed and "Water, Soil. 

Pot, and Sun" song was composed. There was a significant shift in my role. I became the 

"homecomer" as described by Maxine Greene (1972): 

To take a stranger's vantage point on everyday reality is to look inquiringly and 
wonderingly on the worid in which one lives. It is like returning home from a long 
stay in some other place. The homecomer notices details and patterns in his 
environment he never saw before He must consciously engage in inquiry. 
(p. 267) 

I needed to distance myself, make the familiar strange because 1 was beginning to 

feel too comfortable and was saturated with some of the rituals from my familiar position 

on the rug. As I moved to find another vantage point to let go of the familiar, I experienced 

disequilibrium on "Where am I supposed to be?" I had a sudden insight what it might be 

like to be Patricia, a child on medication for hyperactivity who often moved from place to 

place, choosing to sit near strong leaders who didn't choose to sit near her. Perhaps she 
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was trying to figure out the whole picture, getting new perspectives, and constantly 

engaging in inquiry. Yet, at that moment, I felt "quite separate from the person who is 

wholly at home in his ingroup and takes the familiar world for granted" (Greene, 1972, p. 

268). 

In session 12, on October 23, composing continued. There had been i I days for 

all of us to distance ourselves from the Opera Project. I was a libretto reader, and again, a 

'"safety deposit box" for an audiotape that had been accidentally dubbed over while the 

group was composing more words in-between sessions. 

In session 13, on October 27, composing continued. I was a fence to lean on (the 

children leaned up against my legs until they get called back to "Join our group." I was an 

encourager. I mediated a child (Kris) sharing with the whole group when I saw a strength 

and a reluctance to be more vocal. I was a musical guide. Mrs. Hood would ask me to 

help sing the high notes that she couldn't reach. I was a facilitator of spelling. Rosana had 

been drawing a picture of Ping crying. When she asked for my help, I hesitated and Mrs. 

Hood facilitated. I wanted to see their interaction. I was a listener in collaboration and a 

"data safety deposit box." Dr. Rinehart got a new version of a tape from me. 

In session 14, on October 30, production began as students auditioned for Ping. I 

was the audio technician, and facilitator "Can they try out for more than one role?" As the 

audience, the kids wanted me to close my eyes and vote too. Mrs. Hood told them 1 

needed to help her count the votes. I was also a comforter when asked to give a hug to a 

sad child who was not chosen to be Ping. 

In session 15, on October 31, students auditioned for the Emperor and the 

Proclaimers. I was invited to be a voter. I was a learner and re-viewer of Spanish. When 

so many of us came down with respiratory illnesses, I was an empathizer. 1 was 

appreciated by the girls who commented on my dress. I did as they did. Czarina wanted 
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me to "stand up too." I was also the concerned researcher when I learned that Mrs. Hood 

would be leaving for a new job in the district sometime in the unknown future. 

In session 16, on November 6, rehearsals began. I was the sensitive colleague 

when Mrs. Hood and I hugged after sharing news of the death of a national leader in Israel. 

I did minor shoe repair on student's "magic singing shoes" (Chinese slippers). I was the 

water supervisor, walking the kids to the hall to get a drink. It was there that I 

serendipitously heard them spontaneously singing improvisationai renditions of their own 

tunes, "I need some water necessita la tierra," instead of," I need some soil necesita la 

tierra." 

In session 17, on November 7, the classroom was the setting for staging with their 

pots. I was the audience, verbal facilitator as the children communicated meaning through 

action. I asked, "What would it look like Kris?" as the ending was negotiated. He knelt 

down on one knee. I was expected to do as they do and record their "gems." The students 

began to look at me writing their name after they gave an idea. I was a safe friend as 

children might sit on my lap. I was the probing collaborator during post-session 

debrieflngs. I was the critic, contributing to the growth I'd seen. 

In session 18, on November 13, blocking was underway on the stage. I was the 

audience, scribe and sketcher, actor and singer of folksongs, and the promised helper. I 

promised I would come in early to help the children get into their costumes. 

In session 19, on November 14, costumes and props were the focus of the 

production session. I was a furniture mover and a "worker." This was Beto's view of me 

as he watched me write on my clipboard. He wanted to do it. 1 was an editor for the 

performance program. 

Session 22. on November 20, was a dress rehearsal. I was a supportive friend and 

colleague, a student sounding board when Milan, who had the main role as Ping, asked. 
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"why aren't people listening?" I was a stage hand as needed because Mrs. Hood was 

"single-handed today." I was the safe friend as Tyler hugged me. 

In session 23, on November 21, the children performed before the school and their 

opera penpals. I scribed and was a friend of the penpals because I had been concurrently 

documenting their process. I was also a dressing room helper. 

In session 24. on November 21, as they performed before family and the 

community, I was the audience/connoisseur, critic, and the audio technician. 

Interviews 

A second method used was interviewing. Interviews were informal to formal 

(Spradley, 1979). He highlights the ethnographic stance that I adopted: 

I want to understand the world from your point of view. 
I want to know what you know in the way you know it. 
I want to understand the meaning of your experience, to walk in your shoes, 
to feel things as you feel them, to explain things as you explain them. 
Will you become my teacher and help me understand? (p. 34) 

Interviewing was used to answer the questions: 

1. What is the nature of young children's opera from the perspectives of the 
participants? 

2. What are the socio-cultural-historical contexts that influenced the 
participant's experiences in an Opera Project? 

Informal Interviews 

I conducted casual, open-ended interviews with all participants throughout the 

study during the implementation phase of the project as a way to document perceptions of 

the ongoing experiences in context I documented what they were "doing and undergoing" 

(Dewey, 1938) in an opera experience. Information was used to check inferences or 

explore a social situation from the participants' point of view. I asked parents, "What role 

do you see the opera playing in the lives of your child(ren)?" I asked students, "What are 
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you learning or feeling?" I asked the teacher and musician, "What are the ongoing 

serendipities and problems in this process?" I participated in pre-and/or post-session 

consultations with Mrs. Hood and Dr. Rinehart. These sessions provided a regular and 

natural context for checking inferences and asking questions. 

Formal Interviews 

I adapted Seidman's (1991) in-depth interview structure whenever possible. For 

example, formal "grand tour" interviews (Spradley, 1979) were conducted with the 

teachers at the beginning of the study as a way to learn about the children, teachers, and 

social contexts. I have included my interview guides in Appendix D. These were 

combined with interviews from the exploratory studies that documented the teacher's and 

musician's past experience with the opera process and their beliefs about leaming and 

teaching. Interviews with the children at a mid-point in the process focused on their 

perception of the experience. As a follow-up during the write-up of the study, I contacted 

the past and present principals as well as the student teacher to participate in individual 

look-back interviews. Their voices served to contextualize the project from a broader 

perspective. After some interviews were constructed as narratives, I contacted participants 

so they could read and verify my interpretation of their portrait. 

Since I received no response to a letter that I wrote to the parents (and Mrs. Hood 

translated), regarding their perception of the opera's effect on their child's leaming. 1 

contacted some parents by phone to discuss their impressions of the process and its effect 

on their child's leaming. Mrs. Hood concurred that parents chose to be involved and 

supportive in other ways. She told me that she did not have much luck with written notes 

that went home. 

We also occasionally met as a study group to share perspectives. The study group 

was created as a way for the two teachers in the grant project to get together with the artist 
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and myself. These sessions were audio-taped. The intention was to meet regularly, share 

perspectives, explore beliefs, and share insights gained, as well as collaboratively begin to 

analyze data for emerging themes and to generate new questions. It was too much to 

expect in the limited time that we had. Sessions were sometimes cancelled due to schedule 

conflicts or unexpected events. As the scope of the dissertation study narrowed to 

concentrate on the first grade, with the other site as a counterpoint, a simpler altemative 

developed. We met on-site after sessions to debrief. This involved the teacher sharing 

what the class had done since our last session as well as consulting with the artist-in-

residence regarding future directions. 

Other Data 

Sociograms 

The collection of sociograms occurred at the beginning (September) and end 

(December) of implementation as a means of understanding peer relationships and student 

perceptions of peer resources. The sociograms also provided me with another way to 

understand the contexts that influenced the participant's experiences as in the second 

research question; "What are the socio-cultural-historical contexts that influenced the 

participant's experiences in an Opera Project? The teacher, speaking in Spanish and 

English as needed, sat next to the researcher and asked individual students the following 

questions: (a) If it was your job to write a song, who would you like to sing with? (b) If it 

was your job to make a danc,e who would you like to dance with? (c) If it was your job to 

write as story, who would you write with? (d) Who do you most like to play with? (e) 

Who are you friends with? I analyzed the data and recorded the results on charts that were 

shared with the teacher and artist. 
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Documents and Artifacts 

Mrs. Hood shared daily lesson plans, schedules, and children's work samples that 

she collected. She determined when to give me originals of the children's work. 

Photocopies were made as requested. 1 also took photographs of events during the 

sessions. 

Field Notes 

I recorded fieldnotes during all 24 Opera Project sessions using a legal pad on a 

clipboard. 1 sketched the layout of the room, seating arrangement, location of the 

microphone, and video camera. I recorded what the participants said and did. The key 

question guided my observations. As the opera sessions unfolded, my research questions 

and observations became increasingly more focused. Analysis was ongoing and a part of 

expanding the field notes. Immediately after opera sessions, I "cooked" or expanded my 

raw notes, noting important themes that were emerging. Later, when 1 retumed home or to 

the university, I entered these notes into my computer as "expanded fieldnotes." These 

field notes became the basis of a 231 page narrative/record of the Opera Project. 

Researcher Joumal 

I also maintained a researcher's fieldwork joumal. I recorded "experiences, ideas, 

fears, mistakes, confusions, breakthroughs, and problems that arise during fieldwork" 

(Spradley, 1980, p. 71). I wrote at trhe school site, at the university, and at home. Some 

of these reflections were embedded in my expanded field notes. 

Analysis of Data 

Analysis was cyclical and generative as described in Spradley (1980). The 

Ethnographic Research Cycle consists of asking ethnographic questions, collecting data, 

making an ethnographic record, analyzing multiple sources of data in a systematic and 
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repetitious manner until saturated with data. Writing was part of the continuous cycle as it 

occurred throughout the data analysis and then became part of the final ethnography. 

Eisner (1991a) notes. 

In a way, the form and focus a qualitative study may gradually take are closer to the 
creation of a collage than to the construction of a building. A finished collage 
depends upon in-process decisions made because of the look of the configuration as 
it unfolds. In constructing a building one follows specifications. In a collage, the 
artist controls the qualities and is cued by them. In a school the qualities 'unfurl' 
and the qualitative researcher sees and selects, (p. 172) 

The analysis began by reviewing the research proposal (Goetz and LeCompte, 1984 

in Merriam, 1988). The study began with one broad question, "What is the nature of 

young children's opera as a multiple literacy experience?" Developed for the grant 

proposal, it was designed so that increasingly more focused questions were generated and 

discovered (Spradley, 1980): 

1. What is the nature of young children's opera firom the perspectives of the 
participants? 

2. What are the socio-cultural-historical contexts that influenced the 
participants' experiences in an Opera Project? 

3. What are the multiple literacy processes evidenced in young children's 
opera? 

4. What are the types and uses of multiple literacies evidenced in young 
children's opera? 

During data collection, data was initially organized chronologically, by subject, and 

then read and reread in an increasingly more focused manner. Raw field notes were 

expanded after each session and the first third of the audio tapes were transcribed to allow 

for complete immersion on site and a more open field of observation. Later, as my 

observations became more focused, transcription of verbatim sessions was terminated and 

expanded field notes became the major type of data. 

In the post-data collection phase. I constructed a 231 page narrative from the 

expanded field notes, verbatim transcripts and audio, and/or videotapes in order to provide 
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a realistic account of the process and as a way to organize the data for further analysis. I 

wrote this account with my own biases but included the perspectives of all the participants. 

I highlighted sections of transcripts that related to a particular research question. I 

interacted with the data in such a way that emerging patterns and categories were recorded 

in the margins in an ongoing manner. Then, I coded data from the interviews, 

observations, and documents based on the study's conceptual framework, research 

questions, or recurrent themes (Hammersley & Atkinson, 1983). I marked specific items 

of interest in an interview or transcript of naturally occurring speech in the classroom and 

assigned a code or label so they could be effectively categorized, displayed or evaluated. 

Themes developed from looking at the data in the exploratory studies and emerged from the 

data themselves (Seidman, 1991). I color highlighted the various sign systems; reading, 

writing, music, movement/dance, and visual art I also highlighted speaking and listening. 

Initially, I intended to read and sort each excerpt into like-groups (Merriam, 1988). 

However, 1 found that because the forms of representation overiapped or were too 

embedded in an event, it was more useful to list the main themes by session. 

To answer the fourth research question in Chapter 7, "What are the types and uses 

of multiple literacies evidenced in young children's opera?," I went deeper with the 

analysis. I attempted to find fewer, more all inclusive categories and look for patterns of 

relationship as in the constant-comparative method (Glaser & Strauss, 1967). Taylor and 

Dorsey-Gaines (1988) note, "In focusing upon the categories, an openness of meaning is 

essential, for at any one time multiple interpretations are possible for any specific activity, 

and the possibilities for different interpretations are created over time*' (p. 124). 

I identified a unit of analysis that would retain the integrity of the transaction and 

allow me to consistently locate evidence of its occurrence: Multiple literacy events had a 

beginning and an ending; they were what was generally understood to be going on at the 

time by the participants. An example is: Multiple Literacy Event 2-"Reviewing tiie story 
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and composing their first song." The number 2 signifies that it is the second multiple 

literacy event of the 27 identified in this study. Transactions were component types located 

within an event that were primarily of a particular quality and different from odier 

transactions. There were reading transactions (RT), writing transactions (WT), music 

transactions (MT). theatre/dance transactions (T/DT), and art transactions. They were 

identified with initials and a number in the order of their occurrence for each multiple 

literacy event See Appendix G for a complete listing of multiple literacy events and 

transactions. Examples of each follow; 

Reading ti^nsaction (RT 2-l)-Mrs. Hood read The Empty Pot, pausing so the 
children could complete phrase, words, or lines. 

Theatre/Dance transaction (T/DT 2-2)-Dr. Rinehart played Uie piano and the 
children danced to the "Wiggle Song" to warm up. 

Art transaction (AT 2-l3)~Mrs. Hood referred to the visual imaging of flowers 
they did eariier, and because all didn't get a chance to share orally, she 
suggested they draw flowers to generate more ideas. 

Writing tiansaction (WT 2-14)-Stijdents wrote journal entries about their flower 
drawings. 

Music transaction (MT 2-17)— Dr. Rinehart played a warm up song to get ready to 
compose the "Flower Song" and all sang. 

The 231 page narrative of the 24, one-hour sessions was submitted to the granting 

agency as part of a fmal report. I recorded the data on a large chart across 24 sessions wiUi 

the artist and teacher and a pre-session with tiie teacher. I noted tiie forms of representation 

used and the social factors evidenced in each session. I decided to include all 24 sessions 

to maintain the integrity of the work as well as the continuity since Uiis was an important 

feature of Dewey's conceptualization of "experience" (1934,1938). 

Attempts were made to distill the information to a more easily accessed format At 

first I selected one "typical" song to follow throughout its course of development, 

composition and performance, but found that too linear and limiting. It didn't work. It 
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was fragmented. As my own audience, 1 was left uninspired. It was later conceptualized 

and rendered as an opera libretto using the metaphor of five acts and a number of scenes as 

a way to open interpretation and enhance meaning. With the major themes determined, I 

needed to go back and decide which content best expressed these themes. The major 

themes related to the opera process as an experience or meaning making process with a 

strong relationship to the inquiry cycle (Short and Armstrong, 1992). The multiple literacy 

processes were: 

1. Choosing a story as sharing a common interest; 

nominating books, making a professional judgment, and informing a 

decision. 

2. Developing the theme as getting to know the interest: 

immersing in China, doing centers, going on a field trip, planting flowers, 

and dancing with Asian visitors. 

3. Composing as co-constructing meaning and discovering experts: 

retelling and rereading the story, establishing the nature of the inquiry, 

valuing voices and composing the libretto, promoting bilingualism, opening 

and attuning, imagining and describing flowers, building trust and 

composing music, drawing and writing about flowers, making decisions 

and taking risks, collaborating and sharing resources, building community, 

opening to intimacy, being vulnerable, writing poetry and singing solos, 

using music, art, dance to explore, create and express meanings, student 

ownership, continuity, reading and writing their own libretto, scribing 

together, unleashing creativity, and reflecting. 

4. Producing as revising and reconstructing meaning: 

setting the stage, auditioning for Ping, re-hear-sing and un-blocking. 
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5. Performing for the school, family, and community and critiquing as sharing 

meaning, enlarging understanding, and opening to new possibilities. 

To find the content that best expressed the theme, I again read through the data, 

looking for "gems" or "stellar episodes." I immersed myself in the material, "let the data 

sing," and selected highlights that represented the essence of the story. I then 

"storyboarded" the piece by dividing a large chart paper into six sections, each representing 

one phase of the opera process and one section for reflection which was ongoing. I 

selected photos that best illustrated each phase and used phase headers to label the chart: 

selecting a story, theme development, composing, producing, and performing. I sorted the 

selected "gems" onto the storyboard, highlighting lines or sections of text that sung out. 

I brought to the writing all my experience as a participant observer of young 

children's opera, surrounded myself with samples of conventional opera librettos and 

theatre playbills, and was motivated to submit this piece to f .angiiage Arts a major peer-

reviewed journal calling for altematively rendered submissions by December 19% for a 

themed issue entitled "Changing The Way We Think About Language Arts." I constructed 

a text using operatic conventions for story, stage lighting, and song, such as aria (a sung 

solo that expresses feeling or emotion), recitative (sung dialogue that carries the narrative), 

and duets and quartets. I constructed these by using the vernacular or expressive language 

of the participants based on the interviews or sections of verbatim transcripts. I also made 

minor changes to text to shape the rhythm of the piece. Upon conclusion of the rendering, 

the teacher and artist were asked to read the libretto for accuracy of meaning. 1 asked the 

teacher, Wendy Hood, to distill it further by editing the less significant material and 

preserving the most substantive portions. I again edited it, taking the comments into 

consideration and submitted the chapter. 
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In January, 1997,1 attended the American Education Research Association's 

Winter Institute in Tempe, Arizona on Arts-Based Approaches to Educational Research, 

directed by Elliot Eisner and Tom Barone. In a personal communication, 1 learned that 

what I had done with the libretto was an example of arts-based educational research. The 

libretto had the following features: (a) the creation of a vimial reality; (b) the presence of 

ambiguity; (c) the use of expressive language and images; (d) the use of contextualized and 

vernacular language; (e) the promotion of empathy; (f) the personal signature of the 

researcher; and (g) the presence of aesthetic form. 

I wondered how much framing I would need to do. That is, how much bridging of 

the text to the theoretical framework, the chronological narrative or definitions of 

vocabulary used. I decided it depended on the audience. In the interest of general 

accessibility and with the suggestion of one of the manuscript reviewers, I added a 

theoretical framework to the stage notes and embedded definitions in the text. While 1 

noted the week of the process or the session number, I didn't clog the flow of the form 

with references to the originating locations of the voices used in the rendering such as what 

transcript, what interview, etc. While these are retrievable, the qualities of this particular 

opera project are rendered in the form of a libretto about an opera process and presented in 

Chapter 6. 

As described eariier. the data were triangulated and collaboration with key 

informants was ongoing as a way to check inferences and confirm findings (Merriam. 

1988). While I withdrew from interactions with most of the participants after the 

implementation phase ended in December, 1995, analysis continued throughout the writing 

process (Hammersley & Atkinson, 1983). I sustained contact with the teacher and artist to 

confirm fmdings and maintain access if more data or editing was needed. I contacted the 

past principal in February, 1997, and retumed to the Warren site in eariy March, 1997, to 

conduct a look-back interview with the present principal and the student teacher. Data from 
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those interviews contributed substantially to the study and answered the research question 

number 2: "What are die socio-cultural-historical contexts that influenced the participants' 

experience with young children's opera?" These issues are addressed in my review of the 

literature in Qiapter 2 and answered in Chapter 4 as I describe the context. In Chapter 5.1 

portray the collaborators in this study answering questions I and 2. "What is the nature of 

young children's opera from the perspective of the participants'? In Chapter 6,1 answer 

question 3, "What are the multiple literacy processes evidenced in young children's opera?" 

In Chapter 7,1 answer question 4, "What are the types and uses of multiple literacies 

evidenced in young children's opera?" All of these chapters reveal qualities that answer the 

key research question posed in Chapter 8, "What is the nature of young children's opera as 

a multiple literacy experience?" Let's turn now to Chapter 4 and "Enter the Experience." 
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CHAPTER 4 

ENTERING THE EXPERIENCE 

Her eyes follow you as you go around the room and her head actually moves. 

Frances Warren, an early pioneer woman and one of the first superintendents of this 

Arizona public school district, has been hanging out in the hallway of the school named 

after her for almost 25 years. She belongs there, reflecting a sense of community, of 

connection that has come to be valued in this neighborhood. If the portrait could speak, 

what stories might it tell of a community-in-transformation, shaped by the old and the new, 

amidst a desert landscape of saguaros, mesquite, rocks, and boulders at the base of a range 

of mountains, the most prominent called "Beehive?" 

About the Community 

Pima County, in southern Arizona, is one of the fastest growing, the second 

largest in the state, and home to 16 school districts, the largest of which is Tucson Unified 

School District (TUSD) with 110 schools. Although the county's economy has its 

historical basis in copper mining and tourism, manufacturing is a growing industry 

contributing to the county's economy. Tucson, the second largest city in the state, is the 

County's seat of government with a population of over 700.000. 

In the southwest quadrant of TUSD, 10 miles from the University of Arizona, is 

the suburban-rural neighborhood of Warren Elementary School. Several hilly, winding 

roads, not maintained by the county, ref.wct the unincorporated status of the general area. 

The structures are few with an idiosyncratic mixture of old and new trailers, ranches, 

expensive homes, a large, low-rent, apartment complex nearby, and a geodesic dome 

across the street from the school. Taxes are lower, open land is still available, and rents are 

more affordable than other rural areas in Tucson. A few sidewalks exist around the border 

of the school property, having undergone recent renovations with money from a district 
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bond initiative. The school is on a street named Gun Sight and people can be seen out in 

the neighborhood riding horses and sometimes carrying firearms, the latter, a source of 

discomfort to some of the elementary school staff. 

There are $500,000 homes in the neighborhood not far from $5000 house trailers. 

Originally, it was a middle socioeconomic area where people had big plots of land. Many 

moved to the area by choice to be away from the in-town congestion and restrictions. 

Over the years, as people with fewer socio-economic resources moved into the area 

because of its affordability, families started to grow and extended families stayed, 

sometimes sharing a common dwelling. 

English is the primary language spoken in the community with an increase in 

Spanish speakers in recent years. While TUSD has had a bilingual education program for 

about 25 years in 1993, Warren was able to begin implementing a bilingual program two 

years after the transfer of Mrs. Wendy Hood, a bilingual whole language teacher. 

Concurrendy, the numbers of Spanish speakers have been increasing, indicating that 

people may also be more willing to move into the neighborhood knowing the school can 

provide a program for their children. 

In the past decade, the demographics of the school changed from 50% Anglo and 

50% minority to 60% ethnic minority, the latter comprised of primarily Latino families. A 

history of population flux, with numbers peaking in the 1980s, declining, and now 

growing again, mirror changes in many of the schools in the Tucson area. The student 

mobility rate at Warren is about 35% and rising. 

In many of the families, parents are out of work or underemployed. Zoned for 

rural development, the local area offers few jobs except for a few services and franchises 

such as Safeway and Mc Donald's. The growth in numbers of residents combined with 

fewer socioeconomic resources led to a 25% increase in the need for free and reduced 

lunches at the school. As a district designated "at-risk school." and with 75% of the 
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students needing assistance witii meals, the school began to qualify for Title I 

supplementary funding a few years before becoming a Title I school during the 1996-97 

year. These funds are mainly used for staff development and special programs or materials 

for students. Because the numbers for free and reduced lunch have recently been slipping 

slightly to the lower-mid 70% range, it is likely that this decrease in a few percentage points 

will make them ineligible for renewed funding in the 1997-98 school year, creating 

inconsistencies in resources and long-term programs. 

One of the skills needed to be able to function in the community is the ability to find 

resources. For example, in the past, the community pulled together for a young child who 

needed heart surgery. Also in the past, community members collectively demanded a 

change in school administrators, basically wanting to see that their children received a good 

education and were safe. While parents have thus been willing to work together in 

unconventional ways, turnout for PTA meetings was traditionally low at Warren. 

However, Wendy Hood's bilingual first grade class in 1995 had the highest rate of 

classroom parent involvement in the school due to their participation in the Opera Project. 

The school in recent years has made a concerted effort to increase overall parent 

involvement, and in 1997. it had an increase from 50 to 150 families in the PTA. 

About the School 

In stark contrast to the diversity of houses, desert flora and fauna, and jagged 

mountain peaks, the school, with its straight lines, sharp comers, smooth wails, hard 

surfaces, nondescript windows, chain-link fences, bordering sidewalks, staff and 

community parking, playground equipment, fields, flags, buses, and signs, appears on the 

surface to be a bastion of order and structure at the comer of Gun Sight and Milton. But its 

deeper potential as a resource for meaning making wasn't "read" that way by some of the 

400 who came there from the diverse westside neighborhood to be educated by about 15 
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teachers. Beleaguered with political and discipline problems at the school in the late 1980s, 

the community collectively voiced dissent and demanded a change; more structure and 

safety for the children. The "change" was facilitated by Dr. Myna Matlin. She was 

brought to Warren as a substitute for the previous principal who had an illness and 

subsequently retired, to implement a community-developed plan, written in the fall of 

1989, several months before she arrived. This was Dr. Matlin's first principalship. Her 

interpretation of the community plan merits a closer look. 

A Past Principal's Perspective 

"I don't think the parents had an agenda... it's just that they wanted their kids to 

come away with a better education than they perceived they were getting," she stated in a 

"look-back" interview in her east-side, Tucson elementary school office on February 19, 

1997. 

Warren has only had four or five principals since 1973. A look at Dr. Matlin's 

involvement in Warren's transformation is relevant because she embraced many integrated 

curricular innovations, including literature study groups, whole language and inquiry, 

bilingual education, and education through the arts. All of these innovations in some way 

contributed to the Opera Project, "Blue Coyote." 

In the spring of 1990, one of the first things the community worked on was a 

discipline policy, establishing Dr. Matlin's relationship with the teachers, who were open 

to finding some answers as they achieved some order. Taking each challenge step by step, 

once order was in place, they were able to focus on teaching and learning. She came with a 

philosophy that "the teachers are the experts, the ones that really knew the children," and 

they would work together to improve learning conditions at the school. And that is what 

she believes happened. 
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The second "piece of iucic" was that Dr. Kathy Short, a university-based professor, 

was looking to work in a collaborative partnership with a school and Dr. Matlin said, 

"We're your school." In response to a district mandated innovation, a voluntary teacher 

study group was started, focusing on the use of literature in the curriculum (Matlin & 

Short, 19%). By the second year, the group gathered strength, and more teachers became 

interested in this approach to literacy. Dr. Madin and Dr. Short had communicated the 

same things to parents. Dr. Matlin recalled what they had said: 

If they work with literature, and they work from their own backgrounds, they are 
going to leara about graphophonics, they are going to learn about syntax, they are 
going to have semantic background they are doing it all, it's all part of the program, 
we're just doing it in a slightly different way. People were looking for answers and 
it was the right time. 

A third major development was an opportunity to hire a new teacher. Dr. Matlin 

emphasized, "People don't believe this. Wendy Hood came in on a transfer. I did not 

bring Wendy to Warren." Mrs. Hood's arrival at Warren was significant since a majority 

of the teachers, as well as Dr. Matlin, had developed a whole language stance in pan from 

their involvement in Dr. Short's study group. Part of this stance meant that learners and 

teachers "start at a certain place and you build from there," Dr. Madin said. She knew that 

while not everyone at the school was going to be a whole language teacher, the school did 

want to hire one. Mrs. Hood, a veteran bilingual whole language teacher, fit right into the 

direction Dr. Madin perceived the school was going. Dr. Madin said. 

Whole language means a lot of things. It really is a philosophy, a way of looking 
at how student's leam. Not just language learning, but how social connections are 
made between adults and students and among students. I probably narrowly 
defined it in terms of an integrated curriculum. During that period of time 1 learned 
more about inquiry ... and I think I expanded my deHnition of whole language to a 
learning community... we're all learners together. It's an openness to learning 
and an approach to knowing where students are and adults are and growing 
together... I mean I grew too. 

A fourth serendipity occurred when Dr. Madin was called to a meeting in the early 

1990s with a few principals at the district regarding an opportunity to use some extra funds 
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for an arts program. At the meeting. Dr. Carroll Rinehart gave a presentation about 

children's opera and its benefits in terms of supporting literacy development and thinking. 

Dr. Madin recalls, "In those early days, Carroll used to say, 'Find me a hundred dollars for 

gas and we'll do it." A few of the principals said, "Yes, we want to." Teachers who were 

interested volunteered to participate. 

In the 1970s there had been a much larger emphasis on the arts in the school 

district With budget cuts, arts and physical education were eliminated as unnecessary frills 

or extras. It became an expectation that all the teachers would teach the fine arts and 

physical education as part of their curriculum. Most schools don't have a specialist, or 

people who are specifically qualified to teach the fine arts, or even support the teachers in 

this. What has happened, I learned, is that the desegregation and magnet schools get extra 

funding so they can hire fine arts specialists. In a school like Warren, which Dr. Matlin 

called "a regular old school," they didn't have a lot of extra funding. She pointed out how 

the teachers and principal wrote grants or "begged." At her current school, another 

regulariy-funded school on the east side of Tucson, the P. T. A. uses funds to hire a music 

teacher, an action not approved of by the State and National P. T. A., who feel school 

districts should be providing funds. As long as parents are willing to "pick up the cost." 

says Dr. Matlin, there will be inequity between a school like Warren, where the parents 

can't begin to pay for a music teacher, and east side schools in neighborhoods with greater 

socioeconomic resources. She emphasized, "It is one more thing that absolves both the 

school district and legislature from providing funding for this type of education which is an 

essential part of schooling." 

Dr. Madin had first been made aware of the Opera Project the year after she wrote 

her dissertation in a whole language kindergarten. During her follow up study of this 

class, she learned about "Something Rshy at the Restaurant," the very first Opera Project 

Dr. Rinehart facilitated with that teacher's class in 1983. She reflected. "1 do remember I 
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saw it [theni more as a performance than a process because I wasn't involved with it. But 

when it became part of the school [Warren |, and I was a part of it seeing him work day in 

and day out, and the teachers working day in and day out with the children, then I started to 

see it in a totally different way." 

At Warren, artist-in-residence and principal took each other to breakfast and spent 

time together. Dr. Matlin recalls. 

He really put in the time to teach me. I started to see the opera as a process... 
creating music, writing the libretto, learning about literacy... words were being 
read for students, and they were reading them and singing them and getting 
involved in teams... really caring about each other, helping each other... a 
whole socialization process which is what we were trying to do at the school... 
and all the learning going on... everything had double tenefits. 

Dr. Matlin strongly believes in integration of curriculum. She encouraged teachers 

at Warren to look for "tie-ins" to the social studies and humanities curriculum in terms of 

the development of a theme. She remembers the first opera the first and third grade 

teachers did as they studied literature books related to the settlement of the west, and how 

they continued with the opera process and did one about the rain forest that was a big part 

of their yearly studies. In terms of planning, she trusted teachers and asked them to give 

her an overall sketch of where they thought they were going to go and encouraged them to 

"follow the student's lead" as the process unfolded and "the children became more involved 

in their own learning." 

Mrs. Hood, one of the 40% of the teachers who eventually did operas at Warren, 

started right at the beginning with that opportunity. Dr. Matlin reflects on her perception of 

Mrs. Hood's journey with the process: 

It was really important to her. and she had very great success with it because of her 
enthusiasm, and also because she had the knack of being able to follow the 
student's lead. She found it very satisfying. It really fit the way she teaches and 
the way she thinks about teaching. She also had student teachers, and they got 
involved. [Mrs. Hood] is a very reflective teacher, and she was always looldng for 
ways to improve, and I think that when she came to Warren she came with a belief 
system that learning comes from the students and their active involvement in 
learning. 1 think she really struggled with that. She struggled with the fact that 
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how many limits to set was how many limits the students set for themselves. She 
really worked through that, but she had a very strong belief that students set 
learning agendas, set the curriculum based on what they need and what they are 
interested in learning. She worked very hard to keep the students actively interested 
in literacy development and learning to read through a variety of modes, not just 
from books, but from singing, through art and literature. She's also very musical 
so when it came to the opera it made a natural connection for her. Worlung with 
somebody like Dr. Rinehart, who is both relaxed and yet more strict in terms of 
discipline perhaps than [Mrs. Hood| was, I think she saw a real way to connect 
with the students and be even more successful as a teacher. I think it helped her as 
much as it helped her kids. 

There were some initial implementation problems the first few years in that other 

music educators, eager to facilitate the process with teachers at the school, did so without a 

period of observation or work with Dr. Rinehart. No blame was directed at anyone, yet 

there were some hard feelings from both teachers and music educators when it didn't work 

out as they had hoped. Dr. Madin said, "Carroll [Rinehartj can pull off the magic and not 

everybody can." 

She also recalled how some of the teachers had a difficult time keeping the whole 

class together, especially around performances, and the fact that some people in the 

community didn't have "the same audience manners I was used to." There would be 

talking during their children's performances. The school really stressed respecting people 

and highlighted all the work they had gone through, but "It never made a difference." she 

sighed. 

Dr. Matiin thinks the parents perceived die opera project as she initially did. more of 

a production and performance, something to be proud of and help make costumes and 

bring in video cameras. She wasn't sure how much of the learning aspect the parents 

understood. 

Even so, with minimal resources and a strong belief, as a school and community, in 

the importance of literacy development, the Warren P. T. A., which usually commits funds 

to the Warren library and the Reading is Fundamental Program, made it a priority to donate 
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$100.00 to Very Special Arts Arizona, the organization described earlier that had helped 

bring Dr. Rinehart to their school. In a letter, the P. T. A. wrote. 

Warren Elementary PTA's goals include working with educators to promote the 
highest advantages in physical, mental, social and spiritual education. Our children 
have experienced the Opera program your organization offered and we are very 
pleased with the direction in creativiQr and self-esteem that Dr. Rinehart showed. 
Please accept our donation of $ 100.00 to your organization. Thank you for your 
devotion to our children. (Warren PTA, May 15, 1995) 

While her deHnition of literacy relates to "recognition and interaction with print," 

Dr. Matlin adds. 

The opera, more than any other vehicle, has made me question my definition in 
terms of expanding it to other sign systems. I mean, I've read a lot and that doesn't 
convince me as much as that act of p^cipation right in the opera process, really 
looking at the musical side of it and how closely tied that is with math. Really 
looking at other sign systems... it makes me question myself. 

A fifth development involved the initiation of a bilingual program at Warren to bring 

the school in compliance with state laws that require that bilingual education be provided if 

students speak a language other than English. Students need to be identified and 

appropriate instruction provided. The bilingual program in the district is a maintenance 

program in tiiat the goal is for students to learn English and maintain their home language. 

TUSD and Warren specifically was, according to Dr. Matiin, "working very hard to 

bring the district into compliance." Mrs. Hood, a certified bilingual teacher, helped to 

implement a morning and an afternoon bilingual kindergarten in die 1993-94 school year. 

Since she was the bilingual kindergarten teacher, all 50 of the kindergartners were in her 

class and "so." Mrs. Hood said, "you either had me or me." 

Later, when a few of the teachers transferred out as part of normal attrition, there 

were five openings. Mrs. Hood became part of the interview team with Dr. Matiin. Four 

of those positions were filled with teachers having bilingual endorsements. Combined with 

the two teachers who were already teaching with endorsements, that created a K-4 program 

in the K-5 school. While they needed certified bilingual teachers, tiiere was a concern 
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about the staff s preconceived notion that whole language and bilingual education were 

mutually exclusive, and diat their development as a school-wide whole language program 

would be jeopardized in favor of a bilingual program. Mrs. Hood had said, 

"Astoundingly, the three people that we hired to come into the building for those positions 

at some point in dieir interview expressed a concern that they, just because they were 

bilingual, would not be able to find a whole language setting in which to teach. And that 

was all in retrospect, but we realized that was the key they all had in common." 

Another concern Dr. Vfatlin had was that she wanted to '"avoid, at all costs, tracking 

and segregating our school." They didn't want a class of English monolinguals and a class 

of Spanish monolinguals. While there would be a core group of children staying in the 

bilingual program all the way through, there would have to be a mix, to avoid the "them 

and us," with the potential for not getting along. They designed the program to be "two-

way," and to include English-speaking children who wanted to learn Spanish. Parents, 

teachers, or children could make the request to participate and were encouraged to do so. 

Despite the many achievements made at Warren, there was pressure from the 

district to increase the standardized test scores. A half dozen other schools in the district 

were experiencing the issue of inconsistencies between success with their literature-based 

programs that were not being reflected in the district's current forms of student assessment. 

I first met Dr. Matiin at a Teachers Applying Whole Language (TAWL) meeting on January 

12.1995. TAWL promotes the improved quality of whole language learning, teaching, 

and research. She was, in her words, "always looking for how we can help the students 

leam," and was featured to lead a discussion on the issue of whole language and mandated 

testing. She stated her disappointment at the fact that. 

We had been working so hard and teaching the kids so much .. .the kids had come 
so far from the time they entered but they started so low in terms of background 
knowledge, connection to text... we were bringing them along and we were still 
getting hit over the head with 'why aren't your test scores better ? 
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As a board member of TAWL, I had been asked to take notes of that meeting to 

share with the greater community in the next TAWL newsletter. Later, as I reread the 

notes, I became aware of the poetic nature of the dialogue. The conversation was lively, 

reflective, passionate, tentative, and ambivalent It was a response to the nature of 

schooling and testing as teachers and administrator were experiencing it. I decided that 

these qualities could best be expressed if the conversation was rendered poetically using 

verbatim comments and some metaphor. My own thinking about literacy as a transaction 

was informed by my involvement in a university course examining reader response theories 

and study of Louise Rosenblatt's work. The Reader. The Text. The Poem (1978). 

I shared the poem I had written with Dr. Vfatlin and, with her approval, submitted it 

for publication. In a retrospective or lookback interview in February, 1997. she reread it 

and said."[ really do remember that evening because I felt so much support If there's any 

way that you can use it [in your dissertation |, you should, because I think you got a sense 

of the school and the dialogue. There was a lot of interaction there. I think that's a really 

good picture of where we were at the time. 

The Reader, the 'Test" the Poem 
Thirteen voices 
in dialogue... 

a good place to start 
sketching notes  in  a  log. . .  

A school with heart 
That excels in fine art 

But not at rest 
over a four letter word-

T-E-S-T... test 
A bit of a pest 

It won't go away. 
What will we do? 
What will we say? 

Is this what we're about? 
Are we selling out? 

(A voice from above) You must take the test 
(A voice from below) But we don't like the test 

(Enter) Authentic assessment.. 
Curses foiled again! 

Unti l . . .  
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the "pressure." 
What do they want? 

Higher scores? 
Bubbling chores? 

What are we doing? 
Reflecting, 
Talidng, 
Listening, 

Triangulating, 
Juxtaposing 

Our assessments 
with the norms. 

Educating reporters 
Of its many forms. 

We've got a whole lot more 
than a single score. 

Different ways of viewing what kids can do. 
Rosenblatt echoes 

'Try something new." 
Are you transacting with the test? 

What are your beliefs about how tests "mean?" 
Can you revalue them and stay serene? 

We're not selling out-
Transacting with Oie test 

We're clearing out the doubt-
Transacting with the test. 
So glad we talked it out 

The reader ,  the  " tes t"  the poem.. .  

(Rossi, TAWL newsletter, January, 1995a) 

Dr. Madin reflected in 1997: 

What I am realizing now is during the time you were writing this poem we also 
were looking at the Arizona State Assessment (ASAP) and it was a more process 
oriented assessment instrument" "It really did look at children writing, children 
reading, and it wasn't necessarily the best test but it was a step looking at process 
and that has been totally wiped out by the state. Now it's my understanding that in 
TUSD next  year  they wil l  pi lot  a  new ASAP and i t  wil l  be  qui te  a  different  tes t . . .  
testing has income even more of an issue than when we met... and unfortunately 
it has gotten worse in terms of mandates at the state level... 1 know that they want 
to rewrite our curriculum. 

In February of 1995, one month after meeting Dr. Matlin, I was invited by Dr. 

Rinehart and Wendy Hood to document 'The Blue Coyote" Opera Project described in 

Chapter One. 1 wrote a collaborative teacher-researcher grant to continue researching the 

opera process with Dr. Rinehart and Mrs. Hood the following fall. When 1 learned the 
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project had been funded, I was elated but disappointed to learn that Dr. Matlin was 

transferring to a school in the east side of TUSD at the end of the 1994-95 school year. I 

thought I understood. "I thought I did too!" She said, "I really did!" When asked if she 

felt she had met the parents' vision for change at Warren, she said, 

I do think we did. When I first went to Warren, parents were concerned that 
instruction improve. Why did they accept a less traditional kind of education yet 
still realize their kids were learning? They saw it I think perhaps (sigh) it was 
only because I said we did. 1 think we had a degree of authority there I didn't 
realize. It just may be because the teachers and I just kept saying it. I said, 'Hey, 
look what we're doing' and we kept saying it... and they really saw it. 

The Present Principal's Perspective 

Gold starfish pinned to his shirt, Mr. Bob Hooper greets a youngster in the 

hallway. In a gesture of mutual understanding, without words, without touching, they 

both hold up the first three fingers of their right hand, a kind of "hi sign" in the shape of a 

"W" for Warren. In the lunch line, students hold their fingers out, he touches them and 

says, "Pride, honor, respect Hike Tommy. Pride, honor, respect Hike Rosana." Even 

with a high transition rate among the 468 students coming and going at Warren, he says he 

remembers most of their names and all of their faces. They light up when recognized and 

the message of pride in effort honor in achievement and respect for self and others 

becomes a shared vision. 

Mr. Hooper is a man with a message and a mission. Originally from Framingham. 

Massachusetts, 10 miles west of Boston and the Massachusetts Bay, he graduated from the 

University of Arizona, has lived in Tucson for 27 years, and has been a principal for 15 

years. 

At the Open House in the fall of 1995, the communiQr meets their new principal. 

He introduces the staff and they too are wearing gold starfish pins. He tells a story with a 

hint of a Boston accent: 
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One day a man is running on the beach. Every now and then, he reaches down and 
throws something. An observer asks, 'What are you doing?' The man replies, 'I 
am throwing starfish back in the ocean.' 'What difference will that possibly make?' 
the observer asks. The man picks up another one and says, 'It made a difference to 
that one.' Mr. Hooper adds, 'We have many starfish we'll be throwing this year.' 

A self-identified pragmatist, he considers himself a doer. 'Tell me what to do, 

show me the way to do it, and tell me the results you want and you'll get them. The bigger 

the challenge, the better I like it. I let others sit down and debate philosophy." 

He says he was sent to Warren to do several things: renovate the building, raise test 

scores, improve student attendance, and increase parent and community involvement. 

There were 10 of us (school administrators!. We were readjusted, realigned. They 
put you where they need you. I feel achievements in all four areas and intend to 
stay for at least 5-6 years. Change takes 3-5 realistically. When you get to 6 
years you suddenly realize that maybe you've gone as far as we can, and people 
need a new general to come in and drive the truck. 

He was "thrilled" about the building renovation and the whole environment A teal 

color "brings excitement" to the school. The Computer Lab has been expanded and is 

called 'The Dalmatian Room." The staff room has a large window with a view of the 

mountains. The bathrooms are bigger. One of the new smaller rooms became a school 

store stocked with items obtained through the Student Council and operated by fourth 

graders. They sold pencils with the Warren Wildcat mascot, "paw print" pens, banners, 

and tee-shirts. The library now has internet and a satellite dish purchased from another 

school sits atop the roof of the school. 

However, during the renovation, the temporary classroom for the first graders in 

the portable was "not a good situation." Mr. Hooper noted. With no sink, water, or 

bathroom, and poor ventilation and old carpeting, allergies and illnesses were the norm. 

Children had to walk a great distance to the playground and bathrooms, sometimes taking 

25 minutes of teaching time. The fifth graders, however, "are coping well." he added. 

with their permanent placement in a portable. 
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Mr. Hooper reports that in the first year and a half of his principaiship, test scores 

have gone up. He acts on the belief that "kids will improve and he maices sure they do well 

there." Familiarity with the test is a key strategy. It is made a top priority through focused 

instruction and pretesting sessions with "bubble sheet" activities. 

Students are evaluated in many ways: portfolio, rubrics, progress reports, and 

standardized tests. Of these, performance on the standardized tests appears to be the most 

important at the district, state, and national level and so that priority becomes the school's 

priority. Mr. Hooper points out that this task is not made any easier by the sociopolitical 

challenge of inconsistency in testing requirements. Traditionally, grade 4 is tested but 

grades 3-5 will be tested in 1997 using the newly legislated Stanford 9. The legislature has 

approved funding for only one grade level the following year. The Arizona State 

Assessment Profile (ASAP) is also undergoing changes. 

"Attendance has increased to 95%," Mr. Hooper says, "through the implementation 

of more direct parent contact when children do not come to school." Teachers make phone 

calls to parents telling them how Important it is to be at school. Follow up notes are sent 

home to increase the awareness that their child's absence is "hurting their future, as well as 

causing disruptions at the school." Mr. Hooper feels there is still a need for improvement 

in this area. 

Parent and community involvement has improved with an increase in PTA 

membership from 50 to 150 families. A school quality survey, with a 75% return rate, 

reported that 97% of the parents are satisfied with what's happening in the school. There is 

a feeling, according to this survey, that "we're making progress." 

A leadership team consisting of teachers, parents, principal, and community 

members, meets once a month to discuss goals and ways to achieve them. They develop a 

"map." a management assessment and planning document to help guide them through the 

learning terrain. 
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I 
I Mr. Hooper believes learning should be fun and is a lifelong process. Respecting 

others and the learning process are part of the Wildcat Standards that were implemented in 

midwinter 1996 to help students learn. The rules as reported in the school newspaper are: 

We will not prevent the teacher from teaching, or other students from learning. We 
will show respect for others and their possessions. We will keep hands, feet, and 
other objects to ourselves. We will use appropriate language at all times. We will 
walk in ^1 areas of the building. IWiarren Wildcat Press, v.l#2, Feb/March, 19%| 

These rules serve to facilitate the implementation of the general aims of the school 

which are the improvement of reading, math, and social skills. Reading is a top priority. 

As the "general." Mr. Hooper has many verbal bumper stickers for his metaphoric truck: 

"Create readers for a lifetime; reading is the key to success; a good reader's going to And it 

very easy to adapt and adjust; a poor reader is going to struggle no matter what they do; the 

printed word is so important" Math skills are felt to be relevant to life experience. 

Another struggle is maintaining peace, and creating an atmosphere of safety through 

programs like Peace Builders, designed to promote a peaceful environment At Warren, a 

student reporter for the school newspaper illustrated the ways one could be a PeaceBuilden 

"You can help other people do things and give other people praise. You can give up put-

downs and seek wise people. And of course, recognize the hurts you've caused, and right 

wrongs" (Warren Wildcat Press, February/March, I995,v.l #2). The hope is that students 

will not fail under the influence of gangs and will graduate and go on to high school, 

vocational school, junior college, or college and become, in Mr. Hooper's words, 

"productive citizens." 

Today's pathway toward this vision, however, is fraught with the many obstacles 

and distractions of the social worid. Mr. Hooper feels that social needs are greater than IS 

years ago. The family unit "is in terrible shape," he observes, "with many parents needing 

financial support, and marital counseling. Children are coming to school hungry and 

dirty." He understands the difficulty of focusing on schooling when families are "worried 

I 
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about the next paycheck" or "where the rent money's going to come from" and how 

difficult it is when "you are working on the three R's with a youngster and the youngster's 

stomach is growling," or "kids are teasing him because he doesn't take a bath." 

The struggle the staff experiences trying to stay focused on their vision is a 

frustration and concern. The downside of these social challenges, some of which they 

have no control over, is that they are taking their toll on the very sympathetic and 

empathetic teachers in die form of lower expectations for student achievement. The greatest 

challenge and area of needed improvement has become maintaining high expectations and 

not becoming distracted. 

This school of'Tine teachers" consists of a set of primary teachers, intermediate 

teachers, special educators, a librarian, and a computer lab teacher. There are two classes 

at every grade level and some multi-age classes for grades 2-3 and 4-5. The primary 

teachers, several of whom Mr. Hooper has hired, are part of a core group who, it is 

hoped, will work with him on a shared vision. He says they are "enthusiastic, eager to do 

the right tiling, younger, newer to teaching, very sensitive to the needs of the youngsters, 

and are viewed as generally bringing a high energy level to their work." They are tiie 

"stay-laters, do-extras, never-say-no can-doers." The upper intermediate teachers, for the 

most part, have been at Warren longer and are veterans of the district. Having seen the 

sweep of the pendulum many times before, they tend to be "more entrenched," Mr. Hooper 

says, and "less willing to take more risks." With each new perceived swing they ask, 

"Bob. where are we on the pendulum?" 

While there is some resistance to the swing of the top-down curricular pendulum, 

and a "this too shall pass" attitude, teachers bring a great diversity of classroom approaches 

to the current vision. "We offer just about everything," says Mr. Hooper. The three main 

forms of instruction, he notes, are tiie "whole language enthusiasts." "traditionalists." and a 

few "militants." Whole language "swept in and is slipping a bit." The traditionalists 
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believe in "the basics" and tend to just wait and say, "See I told you so." And the militants 

Mr. Hooper observes, believe there is only one way to do things. For example, for a few 

it might be drill and practice, or in discipline it's, "put your name on the board and get a 

check beside it" Staff flexibility is a quality that seems to facilitate the principal's mission 

of implementing district curriculum directives and state essential skills. "We add, we 

modify, we do what we have to get the message across," Mr. Hooper says. 

The bilingual strand is presently K-S with one bilingual class at every grade level. 

Mr. Hooper likes the two-way bilingual program because. 

Diversity is a good thing, especially for the non-Spanish speakers. For youngsters 
whose families may speak Spanish but they don't, 1 think it's important for them to 
learn how to speak Spanish to communicate with their families. Extended 
culturally, it gives them another opportunity for discussion and experience. 

Most parents support the bilingual program but some have mixed feelings about it. 

Some English speaking parents feel, and firmly say, "It's America, English is the spoken 

language. Everybody should speak English." Others say, "I want my child to leam how 

to speak Spanish. It's a benefit. It will help them at a job in the future." 

Parents, teachers, and children can choose to be in a bilingual program. If a parent 

is unhappy with a child's placement, a transfer is possible if there is an opening. "Most of 

the time," Mr. Hooper says, "the issue is not language but a personality clash between a 

parent and teacher." 

Mr. Hooper has had several "eye openers" since coming to Warren. First, he used 

to believe that if a child has a Spanish surname, they can speak Spanish. He has learned 

that is not always the case. 

Second, each school gets "it's own personality," a perception held throughout the 

district. A "not-so-positive" view of the southwest-side schools tends to be promoted by 

those who have "misinformation." he says. This view of a poor area with a tendency to 

violence has limited the numbers of teachers who would choose to transfer or be hired at 
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Warren. Mr. Hooper feels very fortunate to have been able to hire several new teachers 

and "has been pleasantiy surprised with the caliber of the students we have and the support 

we have. It's not the same as on the east side, but it's here in a different form." 

Third, there are financial inequities between east-side and west-side schools with 

the west-side getting leftover money or nothing for renovations. At the same time there are 

higher expectations for westside schools because of the lower test scores but, Mr. Hooper 

says, "the test scores are lower to begin with." 

So where does the Opera Project fit in a school pressured to focus on the "basics as 

a full time job?" It was a "dessert," Mr. Hooper said. A matter of timing and focusing on 

the priority of school renovation, Mr. Hooper regrets that he missed the opportunity to 

understand the process better and be more involved. Nevertheless, he values creativity in 

the learning process, recognizes the value of the relationship between creative ways to 

solve problems and learning, values the high energy and excellent work of Dr. Rinehart 

and the risk taking of Wendy Hood, but feels innovations on a large scale are not 

"appropriate" at tiiis time and believes tiiey should come from the "rank and file"~the 

teachers and the kids. He is disappointed that the only "performance" with vision and 

creativity that was teacher initiated and directed in the last two years was Mrs. Hood's class 

and sees that as an other area of needed improvement 

Mr. Hooper feels you need risk takers-people who are "not afraid to try something 

new in front of their supervisor." He believes he can tell who the risk takers are: 'The 

ones who invite you in to see a science lesson [or an opera rehearsal j and have no idea 

what the outcomes will be. they're the ones. The ones who invite you in to see a guided 

reading lesson are not. They're the very safe and secure and traditional." While he doesn't 

see too much of that kind of risk-taking now that Wendy Hood has left and Is working in 

the district bilingual program, he believes there are several teachers who "are on the verge 

of that" and will "fly high" In the next few years. 
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About the Classroom 

Portable 7 was as transient a structure as the class of first graders and staff that 

moved into it in the fall of 1995. Mrs. Hood, a teacher at Warren for five years, relocated 

from her spacious room with sink and bathroom in the main building and would move once 

more before leaving at the beginning of the second semester to begin a new S-year position 

as a grant-funded coordinator for a bilingual program in the school district. Her class and 

student teacher, later working as a long-term substitute and then as a hired teacher, would 

move two more times during the renovation. The first move was a few days after their 

Opera Project performance, and the second move came later in the school year when they 

returned back to the original first grade room. The children seemed to flow easily with the 

changes. Today, with the renovation complete and more classrooms inside the main 

building, some portables were removed and another one has taken the place of Portable 7 

and is the home of the 5th graders. 

Portable 7 faced the outside of a large, wide, heavy, teal set of doors to the school. 

Beehive Mountain was obscured by the bulk of the building. A metal and wood ramp 

leading to the door gave with the weight of bodies. The sound of feet hurrying up its 

gradual slope portended the opening of the only door. 

Inside, the familiar desert drone of a swamp cooler masked some of the finer 

nuances of speech and the din of classroom activity. Wood paneled walls jutted up from 

the small 16' x 30' floor, creating a rectangular box with low fluorescent lights routinely 

strobing down upon the heads of the 31 children, one teacher, one student teacher, one 2-

hour bilingual assistant, and one 4-hour policy aide, and twice a week, buzzing upon the 

heads of an artist-in-residence, a researcher, and a camera man, and occasionally flickering 

upon parents, babies and grandparents as well. A sometimes empty water cooler stood 

near the door next to the two yellow beaded necklaces, passes for that lengthy journey to 

the bathroom in the main building. No one seemed to look out the only window facing 
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west to Beehive Mountain. The teacher's heavy, large, wooden desk was stored in the far 

back comer. She never seemed to sit there, using it instead as another surface to hold its 

own growing mountain of paperwork and projects. 

The 35 people who lived their school life in this crowded place quickly learned to 

safely and respectfully maneuver among the seven or eight low tables, many short plastic 

yellow chairs, assorted wood bookcases, wheeled metal book cart, computer and printer, 

too-small cubbies, cupboards, awkward chart easel, metal library shelves, and as the 

semester went on, water buckets for flowers and art activities. 

They made the best of a temporarily bad situation for an arts-based, hands-on, 

whole language classroom/studio/stage/workshop. Because the school was undergoing 

construction, the bilingual first grade would begin the school year in a small portable 

without a sink or bathroom. Mrs. Hood said, "It's effected my teaching because I'm used 

to being very messy and the kids being able to wash off painty things in the bathroom, so 

we spend a lot of time bathrooming and dealing with that"[9/8/95, interview j. 

Still, die too-small room was designed for evoking the possible and making sense. 

Every area showed an imaginative use of space and opportunity for some degree of 

movement. Upon entering, the one and only low storage cupboard faced the door, behind 

which a very small housekeeping area was created by the back of the cupboard, the wall, 

and a table, behind which were the computers in the comer. Tables were positioned in 

such a way to fit as many as possible in the small space and create separate work areas 

called "centers." Others served as storage areas along any available wall. An open area 

was reserved in the front left of the room for group activities like storytime, "morning 

news," opera, manipulative math, blocks, and games. A library at right angles divided the 

open area from a small desk that held supplies next to the teachers desk, and to the right, a 

large hexagonal arrangement of two tables fit "just so" serving as another small group work 

area and preparation workspace for the aides. Shelves with math manipulatives created a 
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boundary between the left and right side of the room and faced the open rug area. Too-

small cubbies stuffed with lunchboxes and personal belongings were placed in the back of 

the room across from several other tables. 

Reflecting the temporary nature of the setting, a few store-bought letters and 

numbers initially decorated the walls, adding some color to the drab, brown surroundings. 

The cardboard alphabet marched along the top of the wail, and a number chart overlooked 

the open rug area. A large white board faced the open area with a green chalk board to its 

left. Continuity with the school's message of the Warren "W" was reflected in the use of 

an honor board where children and teachers nominated each other and received stars for 

daily demonstrations of "pride, honor, and respect." I noticed all the children and teachers 

had a fair share of stars next to their name except one child who 1 quickly learned had been 

absent for a few days. I was reassured that within a few days of her return, this particular 

child would be the focus of class nominations. 

By November, as the semester's Opera Project unfolded and their studies of China. 

flowers, and rice developed, the walls came to life with center schedules, Chinese posters, 

watercolor paintings of flowers, dragon masks, sponge painted stencils, song charts, and 

their own alphabet letters. Picture books were displayed invitingly in chalk trays. Tables 

bloomed with flowers. 

During a lunch break one day, the kindergarten teacher, who had studied Rudolph 

Steiner's Waldorf philosophy of the integration of head, heart, and hand, announced 

dramatically to the other teacher's in the staff room. 

I went into the room and there were people everywhere. And first you had to look 
around and find Wendy [Mrs. Hood|. And I was just going to bring her daughter's 
jacket But she was on the other side of the room. And there was Dr. Rinehart 
playing the piano, and kids were singing, and kids were laying down. Some of 
them were rolling around. Some of them were composing music. And there was a 
group of parents sewing at the sewing machines. And nobody was bothered . .. 
the sewing machine sounds weren't bothering any of the kids. And there were half 
constructed things here and dragons on the walls. I would never be able to tolerate 
that but you could tell it was a wonderful classroom. 
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To their teacher. Portable 7 looked like a "user friendly classroom." It belongs to 

the kids." The level of accessibility made it "their room," "always here for them," Mrs. 

Hood said. She valued self-direction and didn't believe in "doing stuff for the kids that 

they could do themselves" like putting chairs down in the morning. She felt they needed to 

learn to do that safely. One way she facilitated clean-up time, lining up for outdoors, and 

movement from one activity to the next was through song. She recalls a friend in college 

who said she had "an obnoxious song for every occasion." 

I usually observed morning sessions, depending on when Dr. Rinehart was due to 

arrive. The children would arrive, put whatever items would fit in their cubbies, tie the 

remainder around their waists, and then gather on the rug for morning "hello songs" in 

Spanish. English, Yiddish, and Chinese, followed by "lunch math count," story, and 

morning news rituals. Mrs. Hood, sitting on a chair in a comer facing the group, wrote 

on a chart propped on an easel. One typical morning, a girl was standing next to her 

holding a picture. Mrs. Hood wrote, "Milan has been waiting two days to show us a 

photo." She did her thinking out loud, slowly making the sounds of words with the 

children as she wrote. "Carmen Julia fue a las montanas para pescar sin las cosas para 

pescar." (Carmen Julia went to the mountains to fish without the things to fish.) Another 

child said something. Mrs. Hood wrote, "Marissa tiene una casa nuevo." (Marissa has a 

new house.) Another child spoke to share. Mrs. Hood said, "I'm sorry, Jacqueline." She 

looked at the group. "If you're ready to respect Jacqueline, turn your head to her." Most 

turned. They listened. She wrote and added, "That's all the room I have." The group 

moaned. "Ohhhhhhh." Mrs. Hood suggested they continue writing in their journals. 

Joshua smiled, nodding. She gave a demonstration of the possible choices. They could 

read or write, get books from the buckets, being sure not to take books out of other 

people's buckets. She cleariy explained the next time on the schedule and said. 'Try to 

write in your journals like the news. Use the cards on the tables for letters." 
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At the beginning of the year, students and teacher worked hard to establish a 

learning environment Wendy Hood (1991) wrote in the preface to the co-edited volume 

Organizing for Whole f ^nynaye. "Your task is to transform the space within these walls 

into a warm, comfortable, literate, nurturing environment that will motivate, encourage, 

support, and enhance student" (p. xiii). Creating personal connections was often said to 

be a more difficult task than in other years because of the size of her bilingual class. With 

"31 little bodies," direct eye contact was not always possible. In September, the children 

didn't understand the pragmatics of the school setting yet. One day after P. E, two girls 

washed their hands and said they went back outside because they didn't know where the 

class was. Mrs. Hood, who continuously needed to work with lists of children's names, 

would spend time expressing her worries that she couldn't give them what she wanted and 

needed their help. They needed to sit near her so she could help them leam to be first 

graders. She feared some would "fall between the cracks." 

Mrs. Hood felt that she was the one ultimately responsible for what went on in the 

classroom but allowed for a lot of give-and-take. She had learned that, "It has to be 

negotiation that I feel comfortable with." Like Dr. Matiin's earlier observation of her past 

struggles with this, Mrs. Hood once felt that curriculum and agendas could only be 

negotiated. She said that she no longer felt that way, so "It's not a problem." 

Mrs. Hood's desire was to have all members of the classroom interacting with one 

another. Her goal was that they become a community and learn to listen to each other and 

not just focus on her. Because there also needed to be a lot of translation for the 15 

Spanish speakers and the 16 English speakers, she hoped to see "that interplay happen." 

Unlike the previous year, when most of the children knew each other because they had 

been in her kindergarten class, many of the children did not know her or each other at the 

beginning of the year. She believed "the Opera Project would make it happen." Indeed, 
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she first began to see that happen as an impact of the first few opera sessions. Mrs. Hood 

recalls. 

We came back to the room [after a session in the multipurpose room|, and I was 
talking to them about writing those couplets. I read one and one of the kids who I 
thought hadn't been paying attention said, 'Oh, so and so wrote that one.' And so 
then I thought. This is a nice cast.' She went through the others and they knew 
what their peers had said. That just fascinated me.' 

While at once ''seamless collaborators," a friendly tension seemed to also exist 

between Mrs. Hood's and Dr. Rinehart's management styles. While Wendy valued 

students peer-to-peer talk as translations and musical interactions. Dr. Rinehart sometimes 

viewed their not focusing on Mrs. Hood or himself as "distractions." In a post-session 

debriefing he shared this puzzling dynamic with me. 

There's a sense that disaster is almost always looming potential with Wendy and 
her kids, but it never quite happens. In Gestalt psychology, we say confusion 
always reigns, disorientation always happens before the new integration occurs, 
and I'm just wondering to what extent the freedom to be on the edge of catastrophe, 
so to speak, yet always trying to bring it back, what that is in terms of freeing up 
the learner to be more open to ideas? What effect does nnanagement style have on 
the creative process? In times when I have felt the looseness seems to be 
counterproductive, I try to get some organization and I'm aware it cuts down on 
the responsiveness. 

Activities and questions were designed to be for the most part, open-ended. In this 

way, the children were "involved and interacting with a variety of medium towards 

whatever learning purposes they need to be working on," Mrs. Hood said. The way 

learning purposes were determined was collaborative. 'The kids ultimately decide when 

they need to be learning certain things, but that doesn't preclude me fix)m setting up 

situations in which kids who I think are rtaJy to leam certain things are given the 

opportunity to make those discoveries," Mrs. Hood said. 

Learning activities needed to be meaningful for the children. "And what meaningful 

learning is for one child may not be for another," Mrs. Hood noted. "When they made 

alphabet books early in September, some children were just beginning to understand that 

certain sounds have letters associated with them. Other children were ready to find things 
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that began with a certain letter. Still others were trying to understand the subtler difference 

between the c's, s's, and k's. Activities were designed to be open-ended enough so all the 

learners could become involved at whatever level they needed to work. 

The classroom was organized to encourage the development of a self-directed 

community through which curriculum was negotiated, meaningful, and open-ended. Let's 

take a closer look at Mrs. Hood's personal world of knowing and what it was that 

prompted Mr. Hooper to call her "the right person" for this kind of experience. 
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CHAPTERS 

THE COLLABORATORS 

Opera is people. Creating, producing, and researching young children's opera 

involved the collaboration of a teacher, 31 children, an artist-in-residence, an apprentice 

teacher, and a researcher who were the composers, producers, costume designers, singers, 

and cast of characters. In this chapter, I present portraits of the principal players who 

informed this research study of the Opera Project Their/our perceptions of the experience 

answered the question, "What is the nature of young children's opera from the perception 

of the participants? 

About the Teacher 

"I was tired of being tolerated. I wanted to be supported.'' This was the mantra 

that many heard the year preceding Mrs. Hood finding her way to Warren. Recognized as 

a "Great Teacher" by her peers in the Whole r -anguage Catalogue (Goodman, Bird, & 

Goodman, 1990), "the right person" by Mr. Hooper as a curricular innovator because of 

her risk taking and creative vision, and the timely "whole language, integrated and 

constructionfistl" person Dr. Madin had advertised for, Wendy Hood serendipitously 

arrived at Warren on a transfer. She enjoys and is committed to her work and her many 

roles. About 40 years of age, she is presendy an administrator of a district bilingual 

program entitled Multi-Literacy Through Articulation (META), having been a primary 

grade teacher for 13 years, an author-editor of several books and articles on whole 

language, co-chair of TAWL, an active presenter and consultant, a mother of three creative 

children, a wife of her kindergarten teacher-musician husband, the youngest sister of 

several siblings, an aunt of many nephews and nieces, and the daughter of whole language 

and literacy professors. Ken and Yetta Goodman. 
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True to her belief that "whole language teachers develop their own personal whole 

language classrooms" (Hood in Goodman, Hood, & Goodman, 1991, p. xiv), Mrs. Hood 

made it clear in our research discussions that each whole language school, teacher, and 

classroom needs to be understood as unique. Each teacher will have his/her own personal 

signature (Eisner, I99la). "You can't clone a whole language teacher," she said. She was 

aware that other teachers and their programs, like Madeline Hunter's Essential Skills of 

Instruction, had, in her own words,"... tried to take something that was effective for her 

with her students at that level in that setting of that background and say, if I can do it this 

way and be successful, all you have to do is try and be exactly like me and make your kids 

exactly like my kids were." 

We discussed Donald Graves and Lucy Calkins, whose work has informed Mrs. 

Hood's teaching. She stressed, however, that what she considered most important in their 

work was Graves' point of saying, "Here's what I believe at this time." She believes that 

whole language teachers are always learning and feels that influential professionals have a 

responsibility to emphasize that She reflected on Lucy Calkins' visit to a TAWL 

conference when she was co-chair of the organization: 

Lucy Calkins wrote a wonderful book on the art of teaching writing... And I joke 
when I say it's the twelve-step approach to teaching writing. Trying to not get them 
addicted to it But you know, there's how ever many steps, and some people think 
it's five, and some think it's seven and there is now language that it is THE writing 
process and you have to follow it And there she was, at the largest TAWL 
conference we've ever had. 22(X) fpeoplej in the Music Hall {Tucson | saying, 'we 
have some new ideas' and the general feeling was, but I just learned how to do it 
the way I thought that it was you said to do it and nobody read that other part. 
Nobody read the other part that said, 'Here's our observation as things stand now. 
and we're still thinking, and we're still learning.' 'And I think that's what you 
need to do, when you put it in a book, is say, 'fix)m my perspective at this point in 
my life, here's what I see and I'm still learning. 

Mrs. Hood generates respect from and among her children. She herself walks the 

talk. When she explains the Warren "W." and talks about pride, honor, and respect they 

will leam what they live in the classroom. I have never seen more peaceful and respectful 
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classrooms than those of Mrs. Hood's. There usually was a lot of activity and talk, but the 

quality of the interactions were notable. There was genuine caring developing among her 

students. This was her main concern. "I want this group to become a community." She 

wanted them to look to each other for what they needed. This value reflected her 

understanding of the value of social networks and "funds of knowledge" in the community 

(Moll. 1990). 

So why opera? Mrs. Hood knew the opera would make that happen. Her belief in 

learners as risk-takers, teachers as members of a community of co-leamers, and arts as 

embedded in curriculum, led to her involvement in the opera process. She had an 

opportunity to be an audience member in an opera at another school and when Dr. Matlin 

asked the staff in 1990, the first year she came to Warren, if they wanted to be involved, 

she volunteered. Doing operas helped her build the confidence to take significant curricular 

risks. When I interviewed her for the first time in 1994, she remembers when she first 

turned in quarterly goals Instead of daily lesson plans for her class and Dr. Matlin sent back 

a note that said. 

'What about art?' And it was so embedded in what I do that I had forgotten to list it 
separately (laughs). You know, I talked about reading and writing and speaking 
and listening... I probably hadn't put music down either. The art was embedded. 
For instance, every unit that we do there's art involvement... it was important not 
to see it as something in addition to the rest of the curriculum, so when 1 needed to 
toss everything out the window and work just on the opera, which I had to do in all 
four productions, I didn't feel the kids were missing out on anything. 

1 interviewed Mrs. Hood as 1 helped her get the room ready for her September. 

1995. Open House. She said she viewed children's opera as a multimodal experience that 

exemplifies the embeddedness of an arts process, as an experience process, as a literacy 

process, and as a meaning making process. Part of the teacher's process is "helping the 

children learn that they can control meaning making in an expressive and receptive mode." 

She believes the arts are "many kinds of literacy. I believe meaning making is a personal 
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construction, and so I believe with other literacies as well that there is no one meaning. 

There is a personal construction of meaning." 

An experience takes place when there is engagement, she explained, referring to 

Camboume's "conditions for leaming" (1988). I asked her, "What does engagement look 

like?" She beamed. 

It happens. It feels right It's magic. It's not magic but it feels like magic. It can't 
be defined, and it can't be the same for the same kids. I mean, one day Javier was 
very engaged in the process, but there was one point where he turned his back to 
what was going on to talk to somebody else. And he was one of the most actively 
involved individuals. That doesn't mean he wasn't engaged for the whole thing. 

One of her questions was how to keep 31 kids all active and involved. It was a 

balancing act between pulling kids in through a variety of multimodal opportunities and 

being careful to invite them and not push too hard. She worried, 

I did that today with one of the more active participants (chosen by many of his 
peers in the sociogram as a 'friend' or one they'd like to play widi) and I almost 
destroyed something. He turned around, banged his head on the wall, not hard, 
but he said, 'Oh no! Not again!' And I'm wondering, what was this reaction 
about? I said, 'If you don't want to, you don't have to. I thought you wanted a 
turn.' And the kids responded to that That was before they pleaded with one of the 
boys (who was on the outer periphery of the sociogram in terms of being chosen by 
his peers as a friend) to tiry singing, so that was interesting. 

Mrs. Hood was especially interested in getting the children to listen to each other, 

see each other as resources. She wanted to be able to arrange the space so more kids could 

be close to Dr. Rinehart and his keyboard, so they weren't vying for space. She said, "If I 

had 10 less kids in this class, we could actually all be right around him." 

'The Opera Project with Mr. Rinehart is the core of half of the school year," Mrs. 

Hood said as she introduced the process to her students' parents at the Open House on the 

evening of September 12.1995. She shared an insight made by a first grader in the spring 

of last year who said. 'The reason we should do an opera is so kids learn to read." She 

told them she had influenced the choice of story, but they had chosen it because there were 
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a lot of children in it 'They love this story," she said. 'This is a story about being brave 

enough to come forward with the naked truth. The kids haven't really thought through that 

message yet." She asked them if they liked it. "Yes," they said. Mrs. Hood added, "It's 

a story about being able to deal with peer pressure and being able to be honest." She told 

the parents she was more interested in the "process of getting there and what happens" than 

in the product or performance. She assured them they would be reading and writing 

throughout the process and their literacy learning would be easy. Through the opera, the 

children would be able to read and write a communication, meeting the district assessment 

guidelines based on the state essential skills. The parents were told they'd be impressed 

with what they saw their children do, and they would be involved because the songs that 

the children wrote would be coming home for them to read, sing, and practice. She said. 

"I guarantee that within the next three weeks, you will be dreaming it in your sleep. It's 

my fifth opera. I have dreamed songs for every single one of them. That's part of the 

nature of it, the singing, the repeating." She shared the process and how the China theme 

would be integrated throughout the curriculum, how they'd make costumes and study 

flowers. One problem she could foresee was recording the songs on the flip chart like she 

had done last year, "I don't think it's safe [to use it| with the number of children and the 

size of the room." Instead, when they had decided a song was ready, she'd tape single 

sheets up on the wall or use the computer to print out song charts. 

She told them I [Ms. Rossi] had written a grant to do research and my role would 

be to "figure out how I [Mrs. Hoodl get the magic to happen. She's going to tell me later 

what it is I did right It helps keeps me on my toes because I can't do anything wrong with 

that thing [tape recorder) running." They laughed. I, the university researcher, was there 

to answer questions and disseminate the consent forms, permission for their children to 

participate in the opera. 
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Mrs. Hood continued, "Reading and writing [listening and speakingi happen all 

day long," she said. She shared how the children already knew how to read even if they 

didn't think they could. She gave a demonstration of how their world is full of 

environmental print like "CHEERIOS" cereal boxes, "STOP' signs, and "McEXDNALD'S" 

restaurants. She told them she was somewhat daunted by the size of the class and how she 

worked continuously from lists. 

"Your children will learn. Reading and writing are a natural process and it happens 

when it happens," she said. She encouraged them to use both English and Spanish. Most 

instruction was in two languages. If they spoke English or Spanish, she asked them how 

they said that in Spanish or English. She also encouraged the development of translators 

and watched for them. She told the parents, "One of the highest forms of learning is being 

able to take in information and put it in your own words. So to bring it in one language 

and take it out in another is very sophisticated thinking." The core of the program is for the 

kids to begin to see themselves as bilingual. They don't translate directly, especially with 

31 kids because she said, "You lose time" and there are kids who will tune out. Instead. 

they incorporate the language; they talk about it. She explained. 

The first time we read The Empty Pot, we talked about the name of the story in 
English, what that would be in Spanish, and I read it through in English, 
occasionally building on expressions in Spanish. Another time I told the whole 
story in Spanish. The children heard both languages back and forth. But it's not. 
'now I have your attention, now I don't' because that wastes time. 

However, for the first time in her teaching, because of the class size, for math and 

science, the children were divided into two groups by strength of their first language. Half 

went to the library or P. E. one day and they switched. Afterward, when everybody 

returned, they discussed the concept together. She wanted to be sure that all children had 

the advantage of understanding this complex material. 

In addition to Mrs. Hood's large class size, there were other demands she was 

coping with. The district's teachers had begun the year without a negotiated agreement and 
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conditions for bilingual support services and class sizes were in flux. During the fall 

semester of I99S, it was not clear if Mrs. Hood and other teachers in the bilingual 

classrooms in the district would have bilingual aides and for how long. Mrs. Hood applied 

her resources. She had an apprentice teacher who had observed in her classroom as part of 

the University of Arizona's Whole Language Block in the spring semester of 1995. She 

was able to obtain two hours of bilingual aide support because her class was over 25 

students, and then later, in negotiation with her administrator, was able to get another 

consensus aide because her class was under 32 and over 29 students. She enlisted the 

support of para-professionals and the curriculum, particularly the Opera Project, to help 

create invitations for parent volunteers. While pride, honor, and respect were the themes in 

the school, "respect" as professionals who felt they should be a part of the district decision 

making process, became the rallying theme for teachers in the district Mrs. Hood 

appeared to earn the respect of the parents and was called upon by them to help inform 

other parents about parent and teacher concerns. 

Throughout the semester, Mrs. Hood acknowledged the parent involvement the 

Opera Project evoked. Parents participated in a variety of ways. According to Mr. Hooper 

and one of her intermediate level colleagues, Mrs. Hood's class had the highest level of 

parent involvement in the entire school in the fall of 1995. Parents would come in to carry 

buckets of water back and forth from the bathroom to the portable classroom for art 

projects, sew costumes, make donations to the P. T. A, supervise on the field trip, help 

with the children's reading and writing, aiiii observe in the classroom. She attributes it to 

the opera project as well as the bridging that the para-professionals brought to the 

experience. She valued the work of the bilingual para-professionals. She felt they were 

making the connections, helping parent's feel comfortable, and identifying resources in the 

community and the school. 
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There was palpable tension throughout the semester as Mrs. Hood felt some doubt 

and insecurity about her involvement in district politics and the way she felt she was 

perceived by district leaders due to her vocalness and willingness to fight for what she 

believed in. But she said, "I can't see the difference in being a whole language teacher and 

being politically active" When a board member visited her class, she was privately 

concerned the district wouldn't understand the nature of their opera project and because she 

felt teachers weren't being given a voice nor their professional judgment respected, she 

worried that someone might issue a top-down decision for her to change her curriculum. 

This didn't happen, but there was talk among the teachers of a possible strike if a fair 

resolution couldn't be agreed upon. The tentative strike was scheduled for the day of the 

first grade opera performance. It didn't happen. 

About the Children 

The class was comprised of 15 boys and 16 giris, ages six and seven. There were 

five to seven who turned six in the summer, seven who turned seven, and the rest scattered 

in between. At the start of the year, 10 spoke only English, eight Spanish only, and the 

rest were bilingual to some degree. Instruction, a two-way bilingual program, included 

primary and secondary language development in language arts and content areas for all 

students. In the course of the experience, the children came to view Spanish, English, and 

Chinese as among the many choices available when creating meaning. By the end of the 

opera, all the students had achieved some degree of bilingualism. 

One giri, Rosana, had done an opera last year with the kindergartners. The first day 

I walked into the classroom, she came up to me and said, "I know you." Mrs. Hood said, 

"Rosana was a crow" in their coyote opera. Rosana added, "And drummer." A few 

children were receiving services for language and articulation development. One had 

"difficulty communicating her meaning" Patricia needed articulationyianguage therapy and 
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took medication for hyperactivity. Mrs. Hood said. "I'm concerned about her in a bilingual 

setting because of her language issues. On the other hand, I think the advantage of 

participating in the opera would be terrific in terms of utilizing other sign systems, in terms 

of expression" Mrs. Hood felt she had several gifted children. 

Sociograms 

On the first day, Mrs. Hood and I quickly looked over the sociogram questions 

(Horace Mann-Lincoln Institute of School Experimentation, 1957) I had constricted in an 

effort to find out what the potendal resource network looked like relative to the opera 

project. Sociograms also served to identify "subtle interpersonal relationships" (unpaged) 

and the "relationship of any one person to the group as a whole" (p. 1). While the greater 

purpose of sociograms is to help understand group behavior and curriculum development 

(p. 1), Mrs. Hood was interested in using the information as another way to note how the 

community was developing and if all students were included in the network of connection. 

1. If it was your job to write a story, who would you want to write with? 

2. If it was your job to make a dance, who would you want to dance with? 

3. If it was your job to write a song, who would you want to sing with? 

Mrs. Hood asked, "And what about the old 'Who do you like to play with?' and 'Who are 

your friends?"' We added these. She got her grade book to record their responses. We 

conducted the interviews individually. I sat to her left with my clipboard, and one by one 

the children sat next to Mrs. Hood or her right. One advantage of this arrangement was 

that I could see the children very well and put names to faces and the kids could be 

comfortable next to their teacher and still see me listening, writing and looking at Mrs. 

Hood's book for spellings. Beto was absent. 1 was concerned about this because when 

the children responded, they would often look around to identify someone seen in the 
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room. Sociograms were conducted twice, at the beginning of the Opera Project and at the 

end. 

In reading a sociogram, the observer notes if there were any mutual choices or 

pairs: isolates, children not chosen by anyone; chains: "one person who chooses another 

who in turn chooses another" (p. 7); islands: "pairs or small groups separated from larger 

patterns, not chosen by anyone in other patterns" (p. 7); triangles or circles: "choices within 

a closed chain" (p. 8); and stars or leaders. Language dominance is indicated as (E) for 

English language dominance and (S) for Spanish language dominance. Mrs. Hood had 

made a list of the children at the beginning of the year according to language dominance. 

The children were divided almost equally into two lists with a few that Mrs. Hood noted as 

being balanced bilingual. The data will be presented in the following section in the order 

the five questions were asked. 

Story 

The September results for question (I) "If it were your job to write a story, who 

would you want to write with?" were as follows. The children could choose one other 

person. There were seven patterns of chains and one island. Joshua (E) was a leader, 

chosen by four, three boys and one girl. Joshua (E) was the more vocal of the children 

offering many ideas early in the composition. He seemed to catalyze others with his risk 

taking. Milan (E), Tony (E), Rene (E) and Leo (S) were chosen by two and of these, all 

were key players in the writing, with the exception of Rene (E), who appeared to be quiet 

in terms of oral contributions to the group but was often seen talking to his peers. Eleven 

children were not chosen by other students. Two sets of two chose each other. Mrs. 

Hood asked some students what language they would write in? Of the Spanish speakers, 

Javier (S) and Ivan (S) said English and Darlene (S) said Spanish. Javier (S) would sing a 
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song in Spanish but wanted to write in Engh'sh. In addition, Mrs. Hood asked Milan and 

she said "both." Anna (S) was very bilingual and viewed by Mrs. Hood as a translator. 

In December, there were two large clusters of connection with many groups of 

chains and eleven isolates. However, this time there were no islands and no mutual 

choices, indicating more group interrelationships. There were six children who were seen 

as leaders in story writing. Four were dominant Spanish speakers and two were English 

dominant Stacy (S), Rene (E), and Rafael (S) emerged as leaders with Rosana (E), Anna 

(S) and Alberto (S). There was more of a boy/giri mix of choices. 

Dance 

In September, the results for question (2) 'if it were your job to make a dance, who 

would want to dance with?" were as follows: Three chose Rene (E). Four chose Darlene 

(S), three girls and one boy. Two chose Milan (E), Jeramy (E) and Alberto (S). There were 

boy/giri choices evidenced for this question. Mrs. Hood commented that Javier (S) is a 

charro or Mexican cowboy. His family is involved in the charro tradition. She said he 

thought very carefully about his response. It had to be "a girt with a dress." He chose 

Dariene (S). Several children wanted to dance by themselves (Pamela (E) and Czarina (S). 

an only child of an only child). One boy (E) said, "My mom said I can't dance." He was 

respecting the religious beliefs of his family. There were 16 isolates. Carmen Julia (S) 

chose her sister first and Milan (E) and Alberto (S) chose someone who was not a student 

in this class. Joshua (E) said the "choice was hard because "I dance with my mom's CD's 

and my mom." For many children, dance appeared to be a form of expression associated 

with home and family. 

In December, there were as many boy/giri choices as in September. Czarina (S) 

and Stacy (S). who had discovered their inventiveness and creativeness in the song "water, 

soil. pot. and sun" became mutual pairs. They had nodded their heads to the rhythm of the 
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tune. There were about the same amount of isolates. There much fewer islands. Instead, 

there were three large groups and one smaller group. Rene (E), outwardly quiet during 

sessions, was still chosen as a star with five choosing him, four boys and Patricia (E), who 

often selected a boy. Beto (E), when absent for one of the performances, was seen by his 

concerned peers as "our best dancer." He demonstrated a lot of inventiveness in this 

question. He named animals and said he makes up dances for himself or dances with his 

sister. Perhaps he was viewed as the best dancer but wasn't chosen as someone to make a 

dance with. Samantha (E) said she didn't like dancing. 

Song 

In September, the results of question (3) "If it were your job to write a song, who 

would you want to sing with?" were as follows. Of the 10 that Mrs. Hood asked, "What 

language would they use to write a song," five said "both." Three were Spanish speakers 

and two English. Three, Alberto (S), Rosana (E), and Darlene (S) said Spanish and two, 

Javier (S) and Marissa (S) said English. Rosana, (E) said Spanish. Once again, Rene (E) 

was chosen the most with four votes. Marissa (S) and Joshua (E) were chosen by three. 

Stacy (S), Rosana (E) and Javier (S) were chosen by two. For this question, there were 

six pairs of mutual choices. These children chose their friends. 

In December, there were three large groups centered around Milan (E), Stacy (S), 

and Rene (E). Milan (E) had been chosen for the lead role as Ping. Girls and boys, 

Spanish and English dominant, chose Milan (E) as a song resource. In September, no one 

chose her. This may demonstrate how experts were revealed in the process. There were 

no islands suggesting that all made connections for singing together. When asked what 

language they would use, Rene (E) changed from English to both and Alberto (S) changed 

from Spanish to English and Marissa (S) from English to both. The majority of the group 

chose the English language and both languages to sing reflecting a trend toward 
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bilingualism in the class. Mrs. Hood confirmed this. Five English speakers said "both" 

and five Spanish speakers said "both." Joshua (E), who has some Spanish speaking 

family members chose Spanish. Darlene (S) and Luisa (S) didn't change their preference 

for Spanish. 

Plav 

The fourth question related to who they would choose to play with. They could 

name three choices. The September sociogram was constructed using all three choices 

creating an intricate web of relationships. There were no islands. There was a varied 

distribution with Samantha (E), a new student this year, on the fringe. She seemed to want 

friends but was not being chosen much yet Clint (E) and Alberto (S) were not chosen by 

anyone. There were six sets of mutual choices and a variety of chains. Josh (E) was in the 

bullseye (six) with Rene and Darlene next (five) and Leo (S), Rafael (S) and Jessica (S) 

with (four). Eight were chosen by three others and eleven were chosen once with three not 

chosen by anyone. Most of the children were chosen by one other person. Eight were 

chosen three times, including Stacy (S). There were no islands. There was the question of 

how to further include Clint (E), who was new, Alberto (S), and Samantha (E). 

In December, the distribution ranged across eight choices rather than the September 

six indicating more networking. The majority of the distribution fell around being chosen 

by one to four other people. Stacy (S) was the leader being chosen by eight others, Rene 

(E) by seven. Clint (E) had moved more toward the center of the circle being chosen by 

three others. Samantha (E) and Alberto (S) moved to the middle of the distribution. Jeramy 

(E) moved closer to the center of the circle from the fringe, being chosen by five. Kris (E), 

a writer and reader also moved to the middle firom the fringe being chosen by four. Darlene 

(S) moved to the outer edge being chosen by one. Jackeline (S) moved closer to the 
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middle. Marisabel (S) was chosen by one and Patricia (E) and Beto (E) were not chosen 

by anyone. 

Friend 

Question number five was "Who are your friends?" They could name three 

choices. The September sociogram was constructed using all three choices creating another 

intricate weave of relationships. Joshua (E) cleariy emerged as the leader with nine others 

choosing him. There were no islands but Samantha (E) and Kris (E) appeared the isolates, 

not chosen by anyone. This time Clint (E) was chosen by two and Alberto (S) by four 

suggesting that one does not necessarily play with one's friends. The distribution fell 

mostly around those chosen by one to four others, with a mode of two. Tony (E) was 

chosen by five and Rene (E) was chosen by six. 

In December, there were more stars/leaders emerging and more of an even 

distribution around the middle to edge of the circle. Stacy (S) became a more active leader 

being chosen by eleven others. Rene (E), still outwardly quiet, was chosen by eight. 

Milan (E) also emerged as a friend and a leader being chosen by six, moving from two in 

September. Marissa (S) also moved closer to the middle of the circle. Some, like Luisa 

(S), moved to the periphery. Ivan (S), on the periphery, chose leaders (Stacy and Rene). 

In September, Joshua (E) was the leader. In December, the leadership became 

redistributed. There were many chains, no islands, and a few more isolates than 

September. The two main characters, Milan (E) and Javier (S), chose each other and 

Darlene (S) broadened her choice of friends. There continued to be many mutual pairs but 

they had all changed to new favorites. 

The use of sociograms served to illustrate how children perceive each odier as 

resources and friends. The question about dancing was revealing in that it showed how 

dance was associated with the home, family, and friends. It Is also revealing in that it gives 
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us insight into the children's social networks that might not be so apparent on the surface. 

The teacher was never clear why Rene (E) was chosen so often. He didn't seem like a solo 

risk taker but he was well-liked and often surrounded by other children. It provided 

opportunities to identify and invite in children who were on the fringe of the circle. It is 

very interesting that Beto (E), who often appeared on the outer edge of the circle, was 

pleaded to by the children to sing solo. He was also sorely missed at the performance 

because he was viewed by his peers as the best dancer. "It should be clearly recognized 

that a sociogram merely points to opportunities for further study and does not give fmal 

answers" (Horace Mann-Lincoln Institute, 1957, p. 12). It can be used flexibly to give 

insights about relationships, resource networks, and language use. In this case, language 

preference took on a more bilingual quality over the course of the experience and experts 

were identified. Other changes over time revealed that more group interrelationships 

developed. Some children who were new to the social group at the beginning of the year 

and not chosen by many others were identified as experts or resources by the group 

(singers, writers) and became stars. Milan, who was chosen by her peers to be a lead 

singer/character, was initially on the periphery of the circle. Kris emerged as an important 

resource for writing. Tony's bilingual singing abili^ earned him a lead role as the 

Emperor. He was chosen by more friends in December. Children who discovered their 

inventiveness during the production phase of the project (choreographing/adding 

movements to their original tunes) became mutual pairs such as Czarina and Stacy. Beto 

was clearly identified as the group's best dancer but still was positioned on the periphery of 

the circle indicating the group's valuing of him as an important contributor to their project 

and at the same time not choosing to work with him. The initial pairings of friends 

changed by the end of the project The leaders who stood out in September found diey 

were sharing leadership with more people in December. This was significant because it 

spoke to the idea of sharing power in the Opera Project. A few remained on the periphery 
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or fell there. One was a child who was being considered for retention. One child, Rene 

(E), maintained a strong and numerous cohort of friends throughout the project yet never 

revealed in an outwardly visible way what he was contributing to the group. 

About the Artist-In-Residence 

"We become what we love" (Garrison. 1997, p. xiii). There she was, Mrs. 

Snyder, his sixth grade teacher in the little one room school in Ohio. In later years, he 

remembers her talking about John Dewey and how she studied with him at Ohio State. 

More important than that, he remembers the way she organized the classroom back then 

with what is now called cross-age helpers and lots of hands-on activities. They were 

studying world history, writing a play about Italy, building a puppet stage, making a 

theatre, and making puppets. He could see the potbellied stove in the middle of the room, 

the oiled floors, the doublewide desks, the hooks for the coats on the wall, and their boots 

beneath them. He could see every kid in the room... and the way he parted his hair. 

There was the flat rectangular piano in the comer of the room. And there he was. up in the 

front teaching the kids music, because he loved it and knew more about it than Mrs. 

Snyder. He felt the energy surge from one end of his body to the other the day he went 

back into his history to connect with and bring back the original energies that led to his 

choice of profession. 

What evoked this early memory from an energetic man who spends most of his 

time in service to the aits and little of his time in nostalgic reflection? At the beginning of 

the study, in the fall of 1995,1 had given Dr. Rinehart a copy of Dewey's "Having An 

Experience" (in McDermott, 1973), the theoretical basis of my dissertation, and learned that 

he had been up most of a night reading, revisiting his life as a small child, and reflecting on 

what he called his "sense of really being connected to that whole flow." John Dewey had 

written "Having an Experience" when he was 75 years old. and here now was Dr. Rinehart 
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the practitioner/composer, soon to achieve his seventh decade, bringing all of his own 

experience to bear on this reading, integrating it in the present and passionately anticipating 

the future. The fact that it had been some time since he was in graduate school and had 

focused on readings such as this and that someone else had thought of some of the things 

he was resonating with was not perceived negatively. Quite the contrary. In discovering 

the meanings and making the connections at a very deep level of awareness, he said he felt 

"more connected than ever" to the continuously unfolding flow, "where the energy is." As 

we had what he called a "cupper" (of tea and coffee) over Dewey's chapter, during one of 

our many post-session "debriefings," Dr. Rinehart's thoughts poured out as fast as the 

coffee and tea cups filled. He talked about the opera process. His words sparked with 

passion. Bagel crumbs nearly flew out his mouth. 

In this section, I provide a portrait of Dr. Rinehart through the vehicle of reader 

response (an approach in literary theory) as described in the literature review in Chapter 2 

(Rosenblatt. 1938). As 1 share his response to John Dewey's (1934) chapter, "Having an 

Experience," the nature of reading as a transaction is revealed wherein the meaning is an 

evocation based on what the reader personally brings to the reading, what is constructed in 

the social context, and the personal connections that emerge. Dr. Rinehart had marked 

some passages he felt were important to his and my own understanding of the nature of the 

Opera Project. He would read them and comment as (actively listened. This was a 

serendipitous occasion for it helped to answer the research question, "What is the nature of 

young children's opera from the perspective of.... in this case. Dr. Rinehart?" 

Dr. Rinehart's first response to the text was an event, an aesthetic one, in that he 

said he "couldn't have gone to sleep with all that coming." Rosenblatt (1978) posits. "Is 

this not 'the condition of music' to which the reader of the literary work should aspire: a 

complete absorption in the process of evoking a work from the text, and in sensing, 

clarifying, structuring, savoring that experience as it unfolds" (p. 29). The undergoing of a 
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iived-through experience renews. 'This inner-oriented focus of attention save[sl us from 

the untenable opposition of art and life" (p. 27). Art and life are not something Carroll, or 

I, have the intent of separating. To us, a life well-lived is a conscious one. What we have 

in common with Dewey is the belief that art is conscious intentional life or experience. For 

Dr. Rinehart, as he shares with me on many occasions, children's music theatre or opera is 

a vehicle for the accessing or allowing in of energy as an aesthetic experience and the 

expression of creativity is the release of that energy at another level (see Rgure 5.1). These 

energies, he believes, get translated into the life qualities of love, truth, beauty, justice, 

faith, and wholeness. Further, the arts and humanities, he believes, provide access to the 

energies. 

Hgure 5.1. Dr. Rinehart's Cycle of Energy Sketch 
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While Dr. Rinehart's inidal reading had been an aesthetic one. his explication of 

Dewey's text was what Rosenblatt (1978), in her discussion of tiie transactional theory of a 

literary work, calls an efferent one. The concern was what the reader would "effere," carry 

away from the reading (p. 24). While initially reading the chapter, he had summon[ed| 

energy and pitch(ed| it a responsive key (Dewey, 1934, p. 53). He was eager, in this close 

reading, to help me understand and carry away the connections he had made between 

having an experience and the nature of the opera process. 

1 turned on the tape recorder. For some unknown reason, even with new batteries 

and the voice-activated switch off. the tape would occasionally and unexpectedly stop and 

Td need to attend to it, a metaphor for the intemiptive nature of inchoate or rudimentary 

experience where "things are experienced but not in such a way that they are composed into 

an experience" (Dewey, 1934 in Mc Dermott, 1973/1981, p. 555). To minimize the loss in 

the continuity or flow of our engagement by taking copious notes, I decided to risk 

keeping the tape recorder on to capture the many details of conversation through text read, 

follow along with my copy of the text, keep one eye on the recorder, and do my best to 

understand Dr. Rinehart's insights. It didn't seem to deter this veteran of the performing 

arts and only seemed to provide a littie tension that inspired a need for heightened focus and 

clarity in our communication. 

In the following rendering, I share the essence of what it means to have an 

experience (or not have one) through Dr. Rinehart's interpretation of Dewey's text. He 

read selected lines from Dewey's chapter and then provided a response to it as it related to 

the moment, the arts, or specifically, the opera process. 

The tape recorder stopped and started. He paused and read. "There is distraction 

and dispersion; what we observe and what we think, what we desire and what we get are 
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at odds with each other" (p. 555). He added. 'That's where there's tension. Tension is a 

basis of energy." 

Carroll referred to the first few paragraphs of the text that he had highlighted. He 

liked the distinction made between "an experience" and any old experience. In all 

experience, the organism is not separate from the environment in which it interacts 

continuously. Through interruptions, resistances, or tensions in life, experience is 

qualified through emotions and ideas and emerge as conscious intent (Dewey, 1934 in 

McDermott, 1973/1981). Frequendy, though, the intention is not carried through to 

manifestation and fulfillment. There is lack of continuity, connectedness, and wholeness. 

He compared this to "having an experience" such as in the opera process; 

It [the opera process! deals with the realness. It is about what is in something and 
not simply about an experience. It has the inness to it... It senses that flow that 
we saw last year in(the second grader's! Charlotte's Weblopera! (White, 1952). 
There was that rudimentary or evolving thing, but there came moments where we 
had incredible peak experiences... what I suspect Dewey is talking about here, 
that we have had an experience. It's consummate. 

Dr. Rinehart was talking about the nature of aesthetic experience as something one 

composes, not possesses as a 'Tmitive" or a separate, fixed thing had. 'The energy," he 

explained, "is in the continuity." He described it as the difference between a kiss and a 

description of a kiss. 

We thought again of the Chariotte's Web opera. The peak experience that was 

synergistic in nature (Rossi, 1995b) occurred in their momentous and engaged composition 

of a lullaby. They brought their past experience and familiarity with lullabies to the present 

moment in the collaborative writing of the words and music to create something new and 

beautifi'l that they would want to sing in the future again and again and again to any willing 

ear. They had an experience. There was intrinsic energy in their unity and continuity that 

carried them forward to new possibilities. The whole was greater than the sum of its parts. 

Dr. Rinehart searched for a way to describe it, 'This (notion of aesthetic experience, peak 
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experience, having a consummate or synergistic experience) helped to give a rationale, 

created a paradigm, or I don't know... defined the meaning making process we were 

already seeing." I wondered how he would have expressed it musically if he had his 

keyboard with him. 

Some issues we discussed were fragmentation and non-integration of curriculum 

and the assumptions of fixity of norms embedded in testing. Dr. Rinehart described the 

aesthetic nature of real learning experiences as the "dynamic of consciousness" and how 

even though it is so dynamic and powerful in kids lives, it does not constitute norms that 

can be measured and quantified. Tensions are felt by some teachers, who. trying to sustain 

feelings of connectedness, aliveness, and receptivity in their work with children, 

increasingly feel they are viewed by state legislatures, text book publishers, testing 

companies, program coordinators, and supervisors as technicians whose job it is to 

transmit and evaluate a series of non-esthetic, unrelated facts and concepts. Then they must 

prepare for quantified observation of them and their student's on-task behaviors [reports of 

which may direcdy effect how much money a teacher has the opportunity to make|. "All 

the time trying to keep the other side up too," Dr. Rinehart added. These tensions can find 

their way into the children's experience of school as too rigid and jail-like or too loose and 

incoherently free. Both "are enemies of the aesthetic... deviations in opposite directions 

from the unity of an experience" (Dewey, 1934 in McDermott, 1973/1981, p. 559). 

He read on,"... When the aesthetic appears it so sharply contrasts with the 

picture that has been formed of experience, that it is impossible to combine its special 

qualities with the features of the picture and the aesthetic is given an outside place and 

status" (p. 559). He tapped the margin firmly with his finger and said, "Outside place and 

status is where the arts are." 

He read. 'The account that has been given of experience dominantly intellectual and 

practical is intended to show there is no such contrast involved in having an experience; that 
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on the contrary, no experience of whatever sort is a unity unless it has an aesthetic quality" 

(p. 40). 

He responded, "It appears to him, as it does to me, that without that aesthetic, that 

energy, that source that has the power to move, have unity, they [children) don't have 

wholeness without that." He talked about the importance of early childhood experiences 

with music, parents singing and playing records with their children, and his interest in 

getting more materials into the preschool. His interest was in the meaning making accessed 

in and through the relationship of music and language. He said. 

When they get these experiences there is culturally a continuity that carries them and 
feeds them and helps them move to where they want to go... with music and 
opera, there was this need to connect what the child is doing to a body of literature 
that comprised that art form-convention- So it isn't just the rising we were talking 
about earlier, to that peak experience, it's getting up to those higher levels, as in 
when the lullaby [based on Charlotte's Web, described in chapter three) becomes 
pan of their own conventions. Getting up to those higher levels of form begins to 
dictate a different function. And that builds a different kind of connection... 
that's where poet's are bom. And that sense of connection is what's missing in the 
kid's experience today. They are not a part of the continuity that breeds high 
energy experiences. 

Dr. Rinehart sighed as he reflected on why he needed to leave the school system as 

he had experienced it as a music supervisor and elementary principal for 28 years. He 

could not submit to what Dewey called the "slackness, the hum drum." He said he had to 

"resign, retire, go outside and then come back in by doing this other stuff." Retiring from 

formal education in 1983 led to the beginning of his work in opera education. After 

participating in a colloquium called, "Little League, Science Clubs and Opera," he was 

asked to develop a process model upon his return to Tucson, in which students created and 

produced their own operas as a way to learn about the form. Ideas from his work in 

collaboration with cognitive psychologists, musicologists, literary scholars, educators, 

opera patrons, and an Opera America Task Force comprised of opera professionals in the 

United States and Canada became part of a publication entitled. Music! Words! Opera! 

(Purrington, Rinehart & Wilcox. 1990) supported by Opera America, an organization 
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serving professional opera companies in North America. Since 1983, Dr. Rinehart has 

facilitated over 500 children's operas and developed the Opera Project by "just doing it" A 

new interest in writing about the Opera Project began in 1993, just prior to our meeting 

(Rinehart, 1993a; 1993b). 

The search for the ultimate intimacy is Dr. Rinehart's greatest ideal and deepest 

fear. In my two years of observations of Dr. Rinehart in classrooms, I had rarely seen him 

not be fully present with the kids until the day he unplugged his keyboard. He was in his 

own words, "blocking" on the lack of continuity in the experience. A teacher had chosen 

to administer a pretesting activity on "characterization" during the beginning of an opera 

session to meet the district's requirements for a merit-pay program. Dr. Rinehart said it 

was like "having the radio on, but there was no meaning in it." When he works with the 

kids, he surrenders himself to the moment, abandons himself to what the kids are doing, 

and attends to their needs and growth. The assessment is embedded in the moment to 

moment conscious adjustments made just as a visual artist makes value decisions with each 

brush stroke and asks. "Is it working?" What has gone before and what will come next? 

Similarly, the child in the process of creating and producing thinks intently. He read, 'To 

think effectively in terms of relations of qualities is as severe a demand upon thought as to 

think in terms of symbols, verbal and mathematical" (Dewey in Mc Dermott, 1978, p. 

564). 

His reading continued as he chose another line he had highlighted. "Every integral 

experience moves toward a close, an endins. since it ceases only when the energies active 

in it have done their proper work. This closure of a circuit of energy is the opposite of 

arrest, of stasis" (p. 560). He responded. 

This resonated with me because it's what we're trying to do in the opera 
experience. To achieve some kind of closure for the moment, so you can fully 
experience the energies in that and it's only the launching pad for the other things 
that are to come. And I think the kids at some level understand that. 
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A common feature of most of our talks was the way Dr. Rinehart had an opera 

story for every occasion, like Mrs. Hood's song for every classroom occasion. He shared 

one about a class of fourth graders who had done a musical theatre piece called 'Tombstone 

Epitath." When a professor from Stanford visited them, he asked the children if they'd be 

willing to go through their opera which they had performed six weeks before. 

'Oh yes, no problem,' they exclaimed. Then they realized, 'Two of our leads 
aren't here.' One kid said. Til be so and so,' and another said, 'I'll do the other 
part.' Everybody knew everything. So they jumped up on the stage and [ started 
playing and they went through it like they had done it the night before. So the 
professor said to the kids, 'You know you ought to publish this so others can do 
your work.' 'Oh no,' the kids said, 'No, if somebody else did our work, they'd 
miss out on all the things we learned while we were putting it together.' It isn't the 
flnal work that matters. It's the continuity that goes into building that and away 
from that They had a sense of where they've teen and where they are going. 
Ownership was a part of that continuiQr. 

Dr. Rinehart continued reading, "I have spoken of the esthetic quality that rounds 

out an experience into completeness and unity as emotional... in fact emotions are 

qualities" (p. 560). He emphasized the word "qualities" as something he wanted to talk 

more about He read. 'The intimate nature of emotion is manifested in the experience of 

one watching a play on the stage or reading a novel— Experience is emotional but there 

are no separate things called emotions in it" (p. 560-561). Dr. Rinehart emphasized that 

this was a key idea in understanding the intimate nature of emotion. 

I reflected back to the first opera I had observed. It was a first and third grade's 

stage performance inspired by the book. The Great Kapok Tree: A Tale of The Amazon 

Rain Forest (Cherry, 1990) in spring of 1994. As I drove to the school with Dr. Rinehart, 

on our way to the performance, he talked about the work of Robert Assagioli (1977). 

someone who continues to influence his understanding of the energies at the core of the 

human experience and its relation to the opera process. He talked about how the energies, 

when brought through the sensory experience, are experienced as life qualities. Emotions 
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such as love, truth, beauty, justice, faith, and wholeness have to be translated or 

experienced as life qualities in the whole person. In this way. Dr. Rinehart said. 

We become fully functional, open, responsive, human individuals and the 
important thing about this is that maniund has never found a way of transmitting 
these life qualities from one person to another or from one generation to another 
except through personal relationships or the arts and humanities. Opera as an art 
form provides the vehicle in which the energies get translated into these qualities. 

He felt that it was important that I understand some of the psychological process 

that had preceded what I was about to experience as a researcher and audience member 

watching a performance. In retrospect, I understand that Dr. Rinehart was helping develop 

my abilities as a connoisseur and critic of this form. He was also setting the stage for me to 

open as an audience member, to reach out and connect with the core energies expressed 

through the children. He explained that Assagioli and others working with the form of 

transactional analysis, describes the pathway to intimacy as a series of concentric circles. 

The outer circle is Ritual, for example, "Hi, how are you? I am fine." The second circle is 

Past Time, "What have you been up to?" The third circle is Activities, "Let's do something 

together." The fourth circle is Games. Dr. Rinehart said, "School is a game played out 

with rules and expectations where you can move toward intimacy or its the means to avoid 

it," and the inner circle is Intimacy, "the inner center, the orchestrator of our lives and the 

movement in which one surrenders fully into it" This, he explained, was different than the 

acquired behaviors one develops throughout life, for example, a child looking for 

recognition in the group. The work of the educator. Dr. Rinehart believes, is to create an 

accepting enough environment in which children can be invited to "open up and attune to 

what's going on." Acknowledgment of the child creates an atmosphere of trust through 

which one feels free to risk. Intimacy is where the ultimate of the process occurs. The 

child knows that if he or she gets up to try something they're going to be affirmed, not 

laughed at Indeed, I experienced an intimacy with those children that moved me to write 

of their performance in this way. 
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Seeing and being seen, the shiny dark eyes, vulnerable, open, gaze out from 
beneath the colorful masks they wear atwve their heads. Their eyes are heart-felt 
invitations to join them. Keepers of the rain forest, they sit in two groups below 
the surface level of the stage like roots of the trees, one with the ea^. The roots, 
the children, the animals, the song, and the story unfolds. 'Tired, so very tired ... 
I need sleep to rest my body'... the axemen yawn as they lay upon the forest 
floor." 'Pleasssssssssssssse,pleassssssssssssssssse, the boas and bees plea.' The 
frogs, hopping out really feel it as they beg the universe to help these trees. The 
birds, wings moving in rhythm with the music and the words, take long, slow, in 
and out breath and fill the air of our imagination with the scent of flowers and 
leaves and earth. Porcupines sing of the life giving oxygen that the trees give. 
Jaguars, anteaters, sloths, and forest people connect with the audience, transporting 
us to a tropical place and won't let us go with their presentness. All eyes are on the 
axemen as they awaken from a story filled sleep, yet drop their axes to their sides 
and leave the forest. All the animals join hands and hearts and celebrate in song. 
The audience, smiling, moves to and fro and sings along. (Rossi, 1994, p. IS-16). 

And this. Dr. Rinehart said, is where the aesthetic (the undergoing or appreciating, 

perceiving, consuming, and enjoying) and the creative (the doing, producing, or making) 

are accessed and expressed. Since there is no word that includes the nature of these two 

processes (p. 564), Dewey (in McDermott, 1973,1981) used the notion of "conscious 

experience" (p. 565) as a way to demonstrate how they relate to and sustain one another. 

Dr. Rinehart added, "in a fully functional environment, it isn't either or. creative or 

aesthetic, it's the continuity of both." They keep recycling and this is where reconstruction 

or transformation comes in. He read, "For 'taking in' in any vital experience is something 

more than placing something on top of consciousness over what was previously known. It 

Involves reconstruction which may be painful" ( p. 560). Dr. Rinehart added. "It Is in 

opening the possibility for reconstruction that the new forms begins to form. And so, this 

cycling of energy is what education needs to be about Make sense?" 

Dr. Rinehart pondered, "What makes the opera process so powerful is that we have 

the dynamic of all of us relating and trying to solve the problem. Now why does it not 

occur in reading programs? If this is the centrality of the human experience why do we 

have norms (testing) getting in the way of the dynamic, what is it that is blocking all of 

this?" He believes that the guardians of the arts (and educators, administrators, and the 
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testing industry in education) are part of the problem in that they establish artificial norms 

that don't serve the original function of the art That is, an understanding and valuing of 

the processes involved is overshadowed by an overemphasis on the production, 

performance, and outcome. He said, "In opera, this has resulted in elitist caricatures of the 

form. People don their furs to go hear Pavarotti. It's no different than people paying huge 

prices to go watch a basketball game and see the superstars." When he creates and 

produces operas with children and adults, he hopes to transcend these ideas and bring 

ordinary people into an understanding of what the form really is and how easily it can be 

accessed. 

We approached the end of the article and Dr. Rinehart highlighted and read the 

section on passion. He read, 'There is an element of passion in all esthetic perception" 

(p. 567). Passion expressed in balance and proportion "is controlled by an exquisite sense 

of the relations which the act sustains~its fitness to the occasion and to the situation" 

(p. S67). In summary, based on informal observations made and participation in almost 

500 opera projects. Dr. Rinehart believes that when the children begin to sense that 

passion, which had its basis in trust and risk, and is a part of intrinsic motivation and 

realness, then it intensifies their self esteem, proactivity, ownership, social responsibility, 

creativity, and aesthetic development through the accessing of the group's multiple 

intelligences and the use of a variety of modes throughout an integrated learning 

experience. The experience builds so that function (the why), form (the how) and forum 

(the process of publicly testing of ideas) serves to transcend all these things which support 

function, form, and forum. There is a sense of continuity within the process itself. There 

is the intensification of always reaching for more powerful kinds of experiences. He read, 

"In short, art in its form, unites the very same relation of doing and undergoing, outgoing 

and incoming energy, that makes an experience an experience" (p. 566). In this way, as 

we have an experience, we become what we love. 



About the Apprentice Teacher 

When you're doing what you love, it all seems to just fall into place, at least this is 

how it has been unfolding for Ms. Frances Sanchez, who remembers she was five years 

old when she chose her profession. She enjoyed school as a child and now wants to help 

others have a good educational experience because, as she says, ''It makes a difference." 

Frances Sanchez was hired in as a third grade teacher at Warren, in 1996, having come to 

the school in the spring of 1995 as an apprentice in the University of Arizona's Teacher 

Education Whole Language Block with the Dr. Goodmans' (Ken and Yetta). She 

continued as an apprentice teacher in fall, 199S, and then worked as a substitute for Mrs. 

Hood who had the opportunity in the spring of 19% to become a Program Coordinator for 

a large, five-year, grant-based bilingual program that she helped bring to the district. 

The Whole Language Block is a field-based methods program, in the semester prior 

to student teaching, involving pre-service teachers as apprentices who leam through active 

classroom experiences in language arts, math, and social studies methods at a whole 

language school or a school with some whole language classrooms and a knowledgeable 

principal. They also take teacher education courses related to the whole language block in 

math and science at the university. University faculty develop students' understanding of a 

transactional (Rosenblatt, 1978), integrated curriculum informed by a firm grounding in the 

socio-psycho-linguistic theoretical framework underiying whole language teaching and 

learning. Classroom teachers, graduate students, interns, and university faculty help the 

apprentices meet the objectives and expectations of the program through ongoing self-

evaluation and negotiated evaluation during their professional semester (Meyer. Goodman. 

& Goodman. 1996). 

One of the expectations is that apprentices select a classroom in which to immerse 

themselves as they get to know a teacher and children. It was during a visit to Warren in 

the spring 1995 Whole Language Block that Ms. Sanchez met the Goodman's daughter. 
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Wendy Hood, and observed a first grade bilingual classroom with "a lot of singing 

incorporated with a lot of relevant work," she recalled excitedly. "It wasn't just singing; it 

was singing incorporated with math and cultures and a lot of things. A lot of us put in to 

get to observe and I was lucky enough to be chosen to be one of them." 

'They were very musical," Ms. Sanchez said of the first grade that she got to 

know. The class was getting ready to perform "The Blue Coyote Opera" they had created 

(she hadn't seen much of the process). They were making scenery panels, costumes, and 

singing "beautiful songs with meaning and rhyme that youM think they got out of a 

cassette. The kids came up with those!" she exclaimed. While kid watching (Goodman, 

1978), she was also an active participant as she helped make scenery by carting newspaper. 

sponge paint, and buckets of water out to the playground, helping children practice their 

gopher snake line dance and listening to children read songs they were writing at centers. 

When Mrs. Hood told her enthusiastic apprentice teacher that they were going to do 

an opera that fall of 1995. Ms. Sanchez was at once very excited and mystified. She 

wondered. How in the world are these small kids going to construct an opera? I don't 

even know how to construct an opera." In a look-back interview on March 3, 1997, she 

sang," I Have A Rower Seed," as she described the process and reflected. 

What does that tell you? A year later and I can still remember the songs. It was one 
of the most creative processes that I have ever seen. I think it really took me away 
from thinking about school as just books and learning skills. It was the most active 
participant learning that I have ever seen. It wasn't just like playing a game-like 
they teach all teachers to do now with math manipulatives. This was the most 
active [leamingj I have ever seen. The kids who weren't writing in the first 
semester of first grade (and very few are writing), were given opportunities to write 
these songs and construct them and talk about iliyme. It wasn't ^e teacher 
standing up in front of the room and saying, OK, these words rhyme because the 
last three letters is a family of 'ame.' You could see kids working out rhymes in 
their heads. They were trying to think of them. This was in context. It was real 
and the kids didn't know they were learning. I was in awe. It was an ongoing 
process. It was part of their day every morning. It just blew me away they could 
do something so huge with such a young group of kids and get such participation 
and learning oppormnities. It wasn't just 'let's construct an opera, let's stop 
learning.' It was doing the opera and learning all these things right inside of it, 
away from the desk and chair situation. This was the first student created activity I 
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saw that was really student created. It was from the kids. It was not constructed 
by adults who said, 'OK, now, sing this.' They [the children] constructed it, they 
read it, they chose it, they wrote it, they practiced it, they performed it, they did it 
all. The adults helped them but it was authentic and child generated. 

She added, 'it's not like there's one formula to make an opera. There's no generic 

opera, there's no generic experience" she said, having participated in two. 'They were both 

different, unique and special" in songs, performances and theme development While Ms. 

Sanchez had the opportunity to help plan the three units (China, flowers and seeds, and 

rice) embedded in the opera theme cycle, the children's interests and responses to open-

ended questions directed their inquiry process. She noted how the theme was integrated 

flexibly "through everything." She thought the way Mrs. Hood influenced the story 

selection decision based on prior opera experience was a good idea, 'Come on guys, this 

one IThe Emotv Pot I has a lot of kids and everybody can be a star.' "Of course everybody 

wanted to be a star, so they were given the opportunity." And they voted for it. Ms. 

Sanchez noted other ways invitations were offered to use other sign systems (song, dance, 

drawing) to access and reveal the subde qualities of a character or thing through the use of 

questions like, "How can we say this in a song?" She felt the idea of getting inside a 

character to describe its feelings was an exciting and different way to approach 

comprehension which she noted, "is such a big thing these days with testing and stuff. A 

lot of kids read and have no comprehension because they read the words with no meaning. 

These kids were pulling as much meaning as they could and reading into characters." 

Another feature particular to the opera process was the day to day continuity that 

contributed to the way the children were so well informed as to where they were in the 

process and what they had done. As an apprentice teacher, she had a commitment to her 

teacher education program to spend several mornings a week attending a special education 

mainstreaming class at the university. It was designed to emphasize the value of including 

kids with special needs in classroom activities as opposed to pulling them out of the 



178 

classroom. The two mornings she was gone happened to be the two mornings that the 

artist-in-residence worked with the kids in the classroom. In retrospect, we laughed at the 

irony of Ms. Sanchez missing the first month of sessions. At first she felt the 

disorientation and fragmentation a child might feel in the same situation. Then, drawing on 

the students as informed resources, she quickly realized, in her own words. 

How easy it was to catch up because every day there was review starting at the 
beginning, so 1 never really lost anything other than seeing who came up with what 
line but the kids always knew what they had changed or were happy to let me know 
who came up with this part or would sing the song. 

She felt part of their understanding came from lots of time for reflection. She said, 

"If you don't look back at what you've learned, you might not know what you learned so 

we need it to know what we experienced." 

Ms. Sanchez's roles in the opera process varied with the degree of responsibility 

she grew into as an apprentice. At first she kidwatched, learning the process while she sat 

on the mg with the kids. She remembers thinking along with the kids about what words or 

tune would fit a given situation. She also helped Mrs. Hood make sure everybody was 

listening, pointing out that it was first grade after all and in those first few months, 

children's attention spans sometimes could be "a little low" with all that sitting on the floor. 

She felt space was an issue in the small portable and she wondered how they could have 

varied the setting for the sessions more often to help the kids be more comfortable. She 

also helped by facilitating small group work and later whole group practices such as 

reading and singing their "papers" (librettos). She was also the "runner," the one who ran 

to the florist and back to bring the beautiful flowers donated to the class. After so many "I 

love flowers, flowers are pretty" responses in their early discussions and writing, Mrs. 

Hood decided that they needed hands-on experiences with real flowers. Ms. Sanchez felt 

they were "inspirational" because having some real flowers to touch and smell and see led 

to expanded singing, talking, writing, and reading about flowers as well as painting 
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flowers, observing seeds under a microscope, and planting seeds. They also used flowers 

as props for planting during the production phase of the process. 

Visual art is one of Ms. Sanchez' loves and as part of the university teacher 

education program, students are required to take a language arts/social studies block, 

science, math, and two courses in art or music or drama. One could not take an art class 

and a music class, for example. She took two art courses, was disappointed "they didn't 

let us experience all the arts," and felt that even though it would be more work, "it would 

make a more well-rounded teacher if you had a taste of all of them." Even so, district time 

allocations suggest teachers teach fine arts for 35 minutes day. Interestingly, creative 

drama is considered a part of the 2 hours and 40 minutes a day of language arts. Without a 

school music or art specialist, teachers are on their own to provide instruction in art, music, 

and movement Ms. Sanchez shared how she usually does art projects with her class but 

took a risk and incorporated dance into the school's music-oriented winter program in 

1996. "But," she added, "I don't feel informed enough to teach [music and dance|. I teach 

art a lot because those are the courses I took." 

Ms. Sanchez envisions the possible. She said, 'If Wendy [Hood| could work in an 

opera, anything can be worked in!" She explored what abilities she might need to be able 

to do an opera. She felt Mrs. Hood "really knew what she was doing" and observed her 

reading music (However, Mrs. Hood likens her own music reading ability to word calling 

as opposed to making meaning). She felt Mrs. Hood had an ear for pitch, something Ms. 

Sanchez felt she needed to learn. She saw her writing down the words the kids suggested 

and suggesting musical direction of an occasional line, all the while asking the kids if they 

wanted to include it. She saw Dr. Rinehart's role as stimulating the kids with folk songs 

and familiar tunes, then matching the tunes he heard the kids improvise, and said he "gave 

his two cents worth" in guiding transitions from one tune to another so it would flow. 
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As a new teacher, Ms. Sanchez felt she could probably "come up with the words 

and some songs... but it wouldn't be as perfect It would be rough on the edges." She 

added, "I think I could do it with the help of Dr. Rinehart or somebody who really knew 

what they were doing, who had a good idea of music, who could play a keyboard." With 

someone to help and guide and "fill in the blanks," she felt it was a possibility. 

Ms. Sanchez, a talented artist herself, was selected to teach two arts-related courses 

in SEEK, a university sponsored program for K-5 children introduced to her by Mr. 

Hooper, her principal who is also the principal during the SEEK program. She suggested 

that a course be offered on how to teach operas. At first, she thought it could be geared to 

music specialists or people with a background in music. As she thought about it. she 

decided that teachers without backgrounds could learn a lot from the process. She said. 

Literacy is in all aspects of learning whether it be writing and reading and playing 
music and reading and singing music. There are a lot of different literacies and 
unfortunately I think we ignore music literacy. A lot of these kids are music 
illiterate. A lot of the teachers are music illiterate." Her teacher education program 
hinted at this broadened definition of literacy but didn't show them how to do it 
She felt the expectation was that you learn about it on your own time. She said, "It 
really has to be done on their time." 

About the Researcher 

'To do good work educational critics must also be educational connoisseurs: 

they must be skilled in the art of appreciating, say, teaching" (Esner, 1991, p. 115). 1 

knew I wanted to be a teacher at six. School was a place i liked to be and 1 did well there. 

It was safe and predictable. Rows of firozen little brown desks screwed to the wood floor 

faced the teacher's big brown desk. I did have some trouble though, being quiet, 

conforming, and staying in my seat 1 remember the sharp taste of soap and the damp 

smell of wool in the cloak room. By fifth grade all that sitting and listening were taking 

their toll. I knew the game, t began to lose interest in white paper and brown books. I 
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looked forward to afternoons of softball and field hockey. I dreamed of my team winning 

city-wide competitions, and we did. 

In sixth grade, I was transferred to an "accelerated" class on the greener side of 

town, two bus rides away from my home near the inner-city riverside neighborhood called 

the "Patch." It was named for the multi-colored quilt of different immigrants that flowed in 

and out. The earlier, more established and successful arrivals lived on the greener side of 

town. There were a few of us who took those buses across town. I met Millie, who was 

the only African-America girl at the school. Her last name, like mine, began with an "R" 

so we always stood in lines next to each other. She was my friend in sixth grade and all 

through high school. 

Sixth grade brought the color back into that brown and white experience called 

school. Desks and chairs moved. We could see each others' faces. We talked to each 

other. We discussed books. We wrote a play, made costumes, painted scenery, and acted. 

I sketched in pastels and charcoals. I wrote poetry. The class even had a machine that 

flashed a light across a line of words on the wall and our eyes moved left to right, left to 

right, left to right I continued to play the clarinet but this time sat in the second chair in a 

real orchestra. Rrst chair went to Louis. He practiced more. 

Somehow, someone had "seen" me and awakened me from the slumber that I had 

been calling school. 1 was shocked into awareness and presentness (Greene, 199S). 1 was 

having an experience (Dewey, 1934). It was an initiation of sorts. Learning had 

continuity, interaction, free activity, the cultivation of individuality, and opportunities for 

growth (Dewey, 1938). I wondered about the other kids back at my other school. Why 

weren't they here? Why me? Why couldn't all schools be like this? Here, days were filled 

with action and wonder. Here, there was possibility. I could never go back to days of art 

as separate from life. I knew what kind of teacher 1 wanted to be. 
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But the school only went to sixth grade and I began at another school near my home 

with bigger and browner stagnant desks. No more orchestra. My instrument forgotten. I 

looked forward to Friday afternoons. We got to sing from our music books. 

I took to writing. An early ethnographer of sorts, I needed to understand things. 1 

loved making those "slam books" that filled our pubescent imaginations in ways that those 

textbooks could not. We'd think of burning questions and pass the book around so 

everyone could write a response in iL I extended that idea after reading Harriet the Spy 

(1964) and joumaled my way through high school, taking notes, recording hallway 

intrigues, sketching transactions, and writing poetry. I also discovered the library as a 

sanctuary of sorts. While my peers lost themselves in the crowds at noisy football games, 

1 found myself sitting in the stacks, having quiet and intimate relationships with Byron. 

Shelley, Keats, and Wordsworth. They served as a bridge to the more regional writings of 

Frost, Dickinson, and Thoreau. I read and read, looking to find something that would 

speak to me of nature, place, love, art, passion, experience, and me. 

Eventually 1 did go on to eam a teaching degree, but once again, art was put aside 

to learn a vocation. Art was not required. It was something one could do on one's own. 

like a hobby. Art was in the margins. It was not in the text (Greene, 1995). 

I began composing a professional life (Bateson, 1989) and engaged in what I am 

calling another experience cycle (Dewey, 1934). I resisted the hum drum of educational 

methods courses as separate from and preceding traditional practice. In the third semester 

of my undergraduate program. 1 discovered an experimental, field-based apprenticeship 

adventure called "Explorations." The following spring semester, in 1978,1 was teaching 

in a village school near Bath, England. Dewey, in his book Art as Experience (1934) 

wrote. "To steep ourselves in a subject-matter we have first to plunge into it" (p. 53). In 

the small British Infant/Primary School. I was immersed in an arts-based, integrated, 

hands-on. multi-age and peer-tutored learning environment. It was very different than the 
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majority of the schooling I had experienced. I had to "summon energy and pitch it at a 

responsive key in order to take in" (p. 53). With the helpful support of my headmaster 

and cooperating teacher, I emerged with a transformed perspective on learning and teaching 

as strengths-based, active, cooperative, and artful. I began to wonder how these processes 

played themselves out with all children. 

I went on to earn a Master's degree in the Education of Exceptional Children. But 

my coursework had a different orientation to learning. The child's learning problems were 

the object of medical interest, reduction, and remediation. I tested the ideas I was learning 

about and found that my work was more effective when I took a more strengths-based 

holistic approach with the children. I resisted the deficit/reductionist view of leaching and 

learning that was a part of the medical, psychological, behavioral, and cognitive models 

used for special education certification and licensure (Poplin, 1988a), I almost dropped out 

of the program but friends talked me into hanging in there. They convinced me graduation 

was just around the comer. 1 took care to be aware of and examine my own patterns of 

thinking that had their basis in a notion of lack. I was crossing a bridge between two 

professional/personal paradigms. After seven intensive years of service to others in the 

field of special education, I took a sabbatical, a period of rest, reflection, and travel. 1 

remembered an eariier inquiry that had consumed me. I asked, "What is my art?" With 

nature and my partner as my companions. I learned that my art was my conscious heart and 

that teaching (and living) well and consciously is an art I grew. 

Interested in cultural and linguistic diversity, my experience was again tested when 

I taught on the Hopi reservation from 1990-1993. Living and working closely with an 

American Indian community deepened my understanding that a life lived fully and 

consciously is a life well lived; art is not separate from shared life and experience: art is 

everywhere and everyone is an artist. I continued to unpack mainstream society's deficit 

beliefs about the language, learning, and culture of non-mainstream societies (Flores, 
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Cousin, & Diaz, 1991), After a period of reconstruction, where old ideas were 

transformed into a new way of teaching, I built a whole language classroom with first 

graders that had its basis in a culturally relevant, thematic, and integrated curriculum. At 

first, the adjustment was painful, as I experienced the disequilibrium of letting go of old 

ideas that didn't work in this new context. In a culture where song, dance, and story were 

tlie heart of life and central to creation, I found ways to bring other kinds of experiences 

into the classroom. We told stories, painted, wrote, read books, and sang a lot. In the 

third year, with the help of my part-time bilingual aide and the parents, our winter program 

was a successful culmination of traditional Hopi children's songs and dances with the 

children in traditional dress. There was a quality of intimacy among us. 'The experience 

ha|d| esthetic character" (Dewey, 1934, p. 42). The children excelled in reservation-wide 

writing, spelling, science, and art fairs. People began visiting from other schools to see 

what was going on in my classroom. There was unity and growth. It was "an 

experience." 

Another experience cycle began when, after 11 years of early childhood and 

elementary teaching, I returned to graduate school in 1993 to earn my doctorate. The many 

ideas 1 encountered at the University of Arizona were "moving variations" of a theme 

(Dewey, 1934, p. 37). Through a series of serendipitous events described earlier, my 

research focused broadly on the nature of art as experience through Uie study of Opera 

Projects. More specifically, for three years, in collaboration and partnership with an artist, 

teachers, children, and a non-profit arts organization, 1 explored language and literacy 

processes and practices evidenced in young children's opera. I worked to ground my 

teaching experience within a tiieoretical framework. I developed a view of education as a 

synergistic system in which the whole-transformation and enlargement of human 

understanding through conscious experience-is greater than the sum of its parts-

curriculum. organization of instruction, and socio-political context. I designed graduate 
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and undergraduate level courses to maximize diverse student resources and local 

knowledge. I included opportunities for classroom-as-studio as a way to stimulate and 

expand the use of multiple forms of representation in student work and explore new ideas. 

My purposes as a researcher, educator and human being in service to others, are to 

evidence, facilitate, and advocate the release of energy, imagination and human potential in 

the field of young children's language and multiple literacy development toward the 

enlargement of human understanding. I have come to this present and particular time with 

a view of life as a transformative Journey of becoming in which one embraces the 

contradiction of being whole and complete and also being a work in progress. As a young 

child, 1 was already a developing educational connoisseur and critic. [ was working to 

make sense of my experience through private acts of appreciation and public acts of 

disclosure (Eisner, 1991). I knew what worked and didn't work for me. Through years 

of teaching, careful observation, and later, systematic study, 1 developed the ability to 

notice and discriminate between complex and subtle nuances that made a particular 

educational situation of interest significant And that this ability to see with ail the senses 

had something to do with being increasingly more conscious of what matters or art as 

conscious life. These words by Robert Frost (1916/l%7, p. 359) speak to what had 

inspired my dreams as an adolescent: 

But yield who will to their separation. 

My object in living is to unite 

My avocation and my vocation 

As my two eyes make one in sight 

In this chapter, 1 have set the stage for the chapter which follows. 1 have provided 

the reader with a variety of perspectives from which to view a community, a school, a 
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class, an experience, and a project. The qualitative case study in Chapter S, using 

ethnographic methods and rendered as an opera libretto, is an example of an arts-based 

form of educational research. It uses the conventions of an opera libretto to help the 

audience more easily access the experience of the participants. Eisner (personal 

communication, 1997) highlights the seven features of arts-based educational research: (a) 

the creation of a virtual reality; (b) the presence of ambiguity; (c) the use of expressive 

language; (d) the use of vernacular language; (e) the promotion of empathy; (f) the personal 

signature of the researcher; and (g) the presence of aesthetic form. In the next chapter, I 

will expand on the nature of the work of the educational connoisseur and critic and present 

a rendering of the research that addresses the question, "What are the multiple literacy 

processes evidenced in young children's opera?" 
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CHAPTER6 

HAVING AN EXPERIENCE IN FIVE ACTS 

In Chapter 1,1 introduced the pilot project that led to this research study. I 

introduced the reader to Wendy Hood's first grade class of 1994-95 through a stylized 

narrative portraiture of the Opera Project that her class created, produced, and performed in 

collaboration with the kindergarten class and a visiting artist-in-residence. Dr. Rinehart. In 

that investigation, I became aware of the integrated use of multiple sign systems as a way to 

make meaning across the curriculum. The two other exploratory studies that had preceded 

the pilot study showed me the synergistic and transactional nature of the process and its 

complementary relationship to inquiry, whole language, and whole music which 1 

explicated in Chapter 2. This review led to asking new questions about the opera process. 

My interest led to my fourth research question, "What are the types and uses of multiple 

literacies evidenced in young children's opera?" 1 also was concerned with how to make it 

accessible. In Chapter 3,1 described the methods I used to create the libretto (in this case, 

the text/story of the opera process) that follows. In Chapters 4 and 5,1 described the 

context and the collaborators. 

At the end of Chapter 5,1 introduced myself as an educational connoisseur and 

critic. My identification with those terms was one of the surprises of doing this research. 

I didn't consciously perceive my stance from an arts and humanities perspective prior to the 

study. 1 considered the work from the anthropological perspective of the ethnographer 

even though I was involved in an arts process. As the research study unfolded and 1 

applied myself to the challenging work of appreciation and disclosure, the nature of those 

functions was revealed. 

I reread Eisner's Enlightened Eve (1991a) and began making the arts in education 

research connections. I attended the American Educational Research Association (AERA) 
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Winter Institute and in the company of inquiring colleagues of like-mind. I began to 

embrace my new function and perspective in perceiving, describing, assessing, and 

rendering teaching, learning, and researching experiences. I learned that others were 

reporting from this perspective and contributing to our understandings (Jackson, 1992; 

Ayers, 1997) and there was a need for more exemplars. 

In this chapter I expand on the features of arts-based educational research. Then, 

while I would have liked the rendering of the learning, teaching, and researching process to 

stand on its own as a libretto, in the interest of accessibility, I provide the reader with a 

guide to it and ask that reader refer to Chapter 3 for details of the analysis. The form is 

different than conventional reporting structures but I will argue no less systematic or 

scholarly. It is the essence of a quantity of rich qualitative data and selective decision

making. Theoretical references are embedded in the stage notes. The arias express the 

feelings and emotions of the collaborators and are based on formal and informal interviews 

widi the exception of the researcher's reprise which is based on the research findings. The 

recitative (half-sung dialogue that carries the story) is based on actual transactions in the 

narrative account. A playbill serves to highlight the story, setting, characters, and 

experience. 

An Artistically-Based Approach to Educational Research 

What is arts-based educational research? It's a complementary approach to the way 

research can be rendered qualitatively. While qualitative research has a methodological 

basis in sociology and anthropology, arts-based educational research has its roots in the 

humanities through the philosophical work of Cassirer (1944), Dewey (1934), Langer 

(1942/1957. 1953. 1957), Goodman (1976), and Greene (1995). These scholars have 

helped us understand that there are many ways of knowing, what we know can be 

represented in many different forms, and the way we give our ideas form influences what 
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we can think about by opening or closing possibilities. These ideas, however, have only 

recently found their way into discussions of the English language arts (Harste, Woodward, 

& Burke, 1984; Leiand & Harste, 1994; Short, 1989; Suhor, 1992). People who engage 

in the process of knowing or making sense (and that is all of us) have varying degrees of 

connoisseurship, or the ability to notice and appreciate qualities of a particular situation, 

and degrees of ability to tell us what they know (the critic). 

Eisner (1991a) discusses five dimensions of schooling of relevance and interest to 

the educational connoisseur. (1) intentional-the goals and aims of the community, school, 

and classroom; (2) structural- how the school or classroom is formed; (3) curricular- the 

content and activities of the curriculum; (4) pedagogical-how teaching and leaming is 

mediated or "the teacher's personal signature" (p. 79); and (5) evaluative-the "value 

judgments about the quality of some object, situation, or process" and the influence of 

these judgments, testing, and assessment on students and teachers (p. 80). Sensitivity of 

perception in each of these areas has been facilitated through careful analysis of multiple 

data sources obtained over a series of 24 sessions throughout the opera project as well as 

additional time spent "hanging out" with the teacher, children, and artist 

The critic makes the private knowledge of the connoisseur social by transforming 

what is seen into some public form. In this case, 'The task of the critic is to perform a 

mysterious feat well: to transform the qualities of a painting, play, novel, poem, classroom 

or school, or act of teaching and leaming into a public forum that illuminates, interprets, 

and appraises the qualities that have been experienced" (Eisner, 1991, p. 86). 

Eisner (1991a) also provides suggestions for what to include in educational 

criticism. He offers the following dimensions or tools: (a) description (which is, by 

necessity incomplete due to the nature of selection); (b) interpretation or "thick description" 

based upon coming to know a situation through a number of similar situations (Geertz, 

1973); (c) evaluation (which is "to gain a sense for the organic or biological direction of the 
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student's work and to make appraisals on the basis of what the work is trying to become" 

(p. i02); and (d) thematics (the essential features of a situation that serve to give clues and 

guide the reader as to their relevance in other situations). 

Eisner reminds us that the process is necessarily selective and that there are as many 

ways to see a situation as there are people. However, the critic brings an experienced 

sensitivity to the viewing. The task is to report it in a vivid way so that the audience can 

use their imagination, participate vicariously, and gain an understanding of the situation. 

The research collaborators would recognize the portrait as one they lived. 

In the spring of 1997,1 was asked to give a presentation about my ongoing 

dissertation to a group of graduate students in a qualitative research course at the university. 

While I was preparing for the talk, my parmer, a poet of the satirical genre, had returned 

from a group poetry reading in die ciQr and written a reflection of his experience that 

evening (Robert Bernhardt, personal communication, 1997). He read. 

How many ways 
Can one romanticize 

The senses of the moment 
In the mundane? 
It is as limitless 

As one's imagination 
And the forms that imagination 

Can be stuffed into. 
Is a form filled with imagination 

Proof enough 
That feeling it is feeling reality? 

The proof is in the pudding 
And how it sits in the stomach. 

We laughed as I shared that what he had written resonated with some of my writing 

on how thinking is shaped by the forms we give it I noticed the similarities of poetry as a 

way to render a lived experience and contemplated on its utility as a way to report research. 

The difference between poetry as a response to nature and poetry as way to critically render 

the qualities of an educational experience is the intent. The purpose of the researcher 

informs the content, the form and the intended effect, which is to enlarge understanding 
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about an educational situation. With this in mind and using the preceding poem's structure 

as a basis for my own ideas, I wrote this poem about reporting research understandings: 

How many ways 
Can one render 

The essence of an experience? 
It is as limitless 

As one's imagination 
And the forms that perspectives 

Can be shaped into. 
Is a form filled with evidence 

Proof enough 
That seeing it is seeing reality? 

The proof of the pudding is in the eating. 
And what is made possible 

Because it educates and informs. 

How do we know that we know? Bsner (1991a) offers three sources of evidence 

that can be used in educational criticism: (1) structural corroboration-the use of multiple 

sources of data in relationship to one another, (2) consensual validation- internal coherence, 

member checks, and believability; and (3) referential adequacy-it intimately informs, 

illuminates, and "bring[sj about more complex and sensitive human perception" (p. 113). 

In this next section I present the libretto. The playbill in Figure 6.1 highlights 

setting, experience, plot synopsis, cast of characters, about the children, and about the 

libretto. In this chapter, 1 render the experience of creating, producing and performing the 

Empty Pot Opera. See Appendix E for the children's complete collaborative narrative. The 

five acts in "Having an Experience in Five Acts" are a metaphor of the adapted 

authoring/ inquiry cycle (Short, Harste, & Burke, 19%; Short and Armstrong, 1992). The 

inquiry cycle serves as a curricular frame for an experience based on the access to and use 

of multiple literacies. 
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Having an Experience in Five Acts; 
Multiple Literacies through Young Children's Opera 

Ubrettisfc Pamela J. Rossi Opera Guide Editor Wemfy J. Hooc/ 

Setting: 

Bilingual 1st grade; Tucson; Fall, 1995 

Experience: 

Bilingual 1st graders create an opera 

inspired by Demi's 1990 book, 

The Empty Pot 
Plot Synopsis: 

An aging emperor lets the flowers 

choose his successor. Ping is the only 

one brave enough to survive the peer 

pressure, do his best and tell the 

truth. 

Experience: 

Bilingual 1st graders create an opera 

inspired by Demi's 1990 book, 

The Empty Pot 
Plot Synopsis: 

An aging emperor lets the flowers 

choose his successor. Ping is the only 

one brave enough to survive the peer 

pressure, do his best and tell the 

truth. 

Cast of Characters 
Nonffc&n Creators Rction 

Ist-Gnde Ouuuiiteis Ping 
Carrol RfiKhirt ArUst-ln-aeidtnce EiT^eror 
Wenrff Hoodl Tead\cr Vem 
Pan foaai. Rtjcact<r Dad 
Mis IMa Mar^io. Instnctiand Aagutait Piadaiws 
A. n«ces Sanci>ec. Stadcnt Tcodwr C>>M«n 
Rob gaiihardt Viaaiyuplia/lwiaenber 
SlfoniKes 

About Children: 

The doss was connprised of IS boys and 16 

girls ages 6 and 7 At the start of the year. 

10 spoke only English. 8 only SfMnisK and the 

rest were bilingual to some degree. 

Instrodion. a two-way bilingual program, 

included pnmary and second language 

developoient in language arts and content 

areas for all students. the course of the 

experience, the children came to view Spanish. 

EnglisK and Chmese as among tiv many 

choices cMiilable when creating meaning. By 

the end of the opero. all the students had 

actMeved some degree of Mingudism 

Cast of Characters 
Nonffc&n Creators Rction 

Ist-Gnde Ouuuiiteis Ping 
Carrol RfiKhirt ArUst-ln-aeidtnce EiT^eror 
Wenrff Hoodl Tead\cr Vem 
Pan foaai. Rtjcact<r Dad 
Mis IMa Mar^io. Instnctiand Aagutait Piadaiws 
A. n«ces Sanci>ec. Stadcnt Tcodwr C>>M«n 
Rob gaiihardt Viaaiyuplia/lwiaenber 
SlfoniKes 

About Children: 

The doss was connprised of IS boys and 16 

girls ages 6 and 7 At the start of the year. 

10 spoke only English. 8 only SfMnisK and the 

rest were bilingual to some degree. 

Instrodion. a two-way bilingual program, 

included pnmary and second language 

developoient in language arts and content 

areas for all students. the course of the 

experience, the children came to view Spanish. 

EnglisK and Chmese as among tiv many 

choices cMiilable when creating meaning. By 

the end of the opero. all the students had 

actMeved some degree of Mingudism 

About the Libretto: 

This work of arts-based educational 

research, utilmng ethnographic methods, 

was rendered as an opera libretto as a way 

to open interpretation and enhance 

meaning. The libretto shares the essence of 

ethnographic data—videotapes, audiotapes, 
transcripts, field notes, interviews—collected 

over 24 one-hour sessions during a three-

month opera experience. 

Figure 6.1. Playbill 
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The Libretto 

In this opera about the creation of an opera, the audience is invited to willingly 

suspend its beliefs about literacy (as reading and writing), opera (as inaccessible), and art 

(as a frill), and enter into the worid of bilingual first-grade composers, librettists, 

producers, and performers as they show us how they become a multi-literate community. 

This act of creating a work of art provides a window on the nature of art as experience 

(Dewey. 1934; Eisner, 1991a) and on the flexible use of sign systems to make meaning 

(Langer, 1957; Short, 1990; Leland & Harste, 1994). See Appendix E for the first 

graders' original Empty Pot Opera libretto. 

Act One: Choosing a Storv As Sharing A Common Interest 

Scene One: Nominating Books 

Mrs. Hood, 31 children. Miss Marquez, Ms. Sanchez, and Ms. Rossi. First week. / 

Recitative (half-sung dialogue that carries the narrative) I Aria (solo that conveys 

feelings and emotions). [Children sit near the chart stand. | 

MRS. HOOD; [in English and Spanish.! We have a very big decision to make. We need 

to choose the story for our opera. Put your hand up in the air if you have an idea, from 

all the stories we have read, which would be a good one, and I'll write those down. 

MILAN (E= English as dominant language): We could do The Lizard's Song (Shannon. 

1992). 

MRS. HOOD: [writes "Lizard" on the chart. | Put your hand up if you have another 

idea. I want to make sure everybody's ideas get written down on here. [They name 

nine more and make comments about each.| 

KARINA (E): Can we do that one book there? [points to The Emptv Pot (Demi, 1990). | 

MRS. HOOD: [writes "Empty Pot"| That's the one I kind of like. 

CLINT(E): The Three Billv Goats Gruff (Asbjomsen. 1957). 
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STACY (S=Spanish as dominant language): It would only have three people. 

MRS. HCXDD: Oh, that's a problem. We might want to think about that when you're 

choosing-if there are enough characters. 

JOSHUA (E): We could have 31 billy goats! 

MRS. HOOD: Yes! jSi! (Laughs and writes Three Billy Goats. They add more tides to 

the list. I OK. Here are our choices. It might help if I have all the books up here. 

(She puts the selected books on the easel. Children help her locate books. She 

reads the list of 15 titles as she points to each one. They vote as a group. | All of 

them got good votes, so you think all of them would be a good opera. We don't 

have a winner yet. (Kids in frozen tableaux. Lights down. Spotlight on the quartet 

of adults weighing the role of their influence.} 

MRS. HOOD: I vote for The Emotv Pot. I love that story. 

MISS MARQUEZ (para-professional): It would involve everybody. The beauty of that 

story lends itself to the clothing we might make. I like The Emotv Pot and The 

Sign Maker's Assistant (Arnold. 1992). 

MRS. HOOD: The Sign Maker's Assistant They really did like that one. It could have a 

lot of invention. The different signs... a song for each sign would be fun. Pam, I 

think you planted that idea. 

MS. SANCHEZ (student teacher): I like the Song and the Pot. 

MRS. HOOD: We could invite Chinese students from the University and really expand it a 

lot. 

MS. ROSSI (researcher): There might be a lot of invention with The Lizard's Song. 

MRS. HOOD: Using the basic structure, we'd be almost writing our own ... We've 

narrowed it down to three books. So. now I'm in this quandary. I can tell the kids 

what the decision was, or I can be honest and present the three again. We'll be living 
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with this story for three months. We can reread and enjoy the others but the one that 

gives us more is The Emptv Pot 

TEACHER'S ARIA 
Will they love the one I fove? I just love it 
Demi's work, I can see, feel and hear it 

About being brave enough to come forward with the truth 
And being strong enough to survive it... 

But I cannot choose the book before I know the kids. 
I know my influence and I need to know the kids. 

Scene Two: Informing a Decision 

Mrs. Hood, the children and Ms. Rossi./ Recitative. [The children are sitting on 

the rug near the chart stand looking at the three books. Mrs. Hood sits on a chair 

facing them. Lights up on all. | 

MRS. H(X)D; These three books are the three diat got the most votes and I'd like to talk to 

you about my ideas. [Holds each book and gives her critique. Her criteria are depth 

and breadth of story and enough characters (E*urrington, Rinehart & Wilcox, 1990). 

She shows them the cover of The Emotv Pot I This is a story that takes place in a 

very faraway place called-

ALL: China. 

MRS. HCX)D; [Holds open the book. | Look at the beautiful flowers. I was thinking that 

if we made an opera of this story, we could make beautiful flowers. We could learn 

about planting seeds while we were working on this opera. I was thinking that I have 

some clothes from China that I could bring and show you, and we might even make 

our own clothes that look like the kind of clothes some people in China wear. 

RENE(E): (piano, softly to a friend) Yeah! We could make some of the things tiiey have. 

MRS. HOOD: How many people are in this story?... There's the emperor. Who else is 

there? 

MANY STUDENTS: [call out characters! A king ... a dad ... his mother... 
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MRS. HOOD: He might have a mom, but she's not in the story. We could make one. 

And there are lots and lots of children. We could make flowers out of different 

kinds of things. We could read other stories from China. We could even invite 

Chinese students from the university to show us a dance. Would you like to do 

that? 

ALL: Yeah! 

MRS. HOOD: Put your hand up if you're willing to try doing The Emptv Pot for our 

opera. 

JOSHUA: (hand waving! Teacher, what if people forget their pieces? 

MRS. HOOD: Oh, don't worry about it By the time we're ready to do it you'll have 

written it and practiced it so many times you'll know it in your sleep. 

JOSHUA: Can we practice it right now? 

MRS. HOOD: We have to write it first. We have to make up the songs. 

End of the First Act 

Act Two: Developing the Theme as Getting to Know the Interest 

Scene One: "Doing" Centers 

Mrs. Hood and Ms. Rossi. Second week. / Aria. (They sit in the shade of a large tree 

on the playground after a session. As the teacher reflects, the researcher jots field notes. 

later rendering them into an account (Wolcott, 1995). ( 

TEACHER'S ARIA 
What are my goals for this group? Let's see ... 

1 'd like for them to become a community. 
It was a risk for my administrator to say "sure, go ahead." 

In my plans, I just wrote "opera" and figured we'd see where it led. 
We knew there'd be a prc^uct. We Iwew there'd be a process. 

But it's how the magic happens that has my interest 
We knew they'd be working on reading and writing throughout. 

We knew it was going to happen. Of that there is no doubt. 
We'll do a lot of "activities," but they'll need it to make sense. 

"Why" we're doing this is important, so it will be "an experience." 
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I don't just want to drink tea and taste rice and use chopsticks. 
How can [ access China with these young kids? 

Ms. Sanchez and I researched at the libraiy and planned as a team 
Small group centers about the China theme; 

Exploring flowers, browsing books, building the Great Wall of China, and more. 
Writing Chinese, counting rice, and listening to stories won't be a bore. 

They'll learn they can control multiple meaning-making systems (Eisner. 1991b). 
So rich in possibility. Their own ideas the gems. 

Scene Two; Steeping in China 

Mrs. Hood, the children, Ms. Marquez, and Ms. Rossi. Second week and third day of 

the opera process. / Recitative. ['To steep ourselves in a subject-matter we have first to 

plunge into it" (Dewey, 1934. p. 53). | 

MRS. HOOD; Look. [Opens a box and pulls out a beautiful set of wings.) 

JACKELINE(S); ^Quees? "What is it?" 

MRS. HOOD; This is a kite from China. I have to put the wings on. 

KARINA; Look. [Stands and flaps her arms like wings.) 

MRS. HOOD; Kites are one of the oldest toys in the worid. 

CLINT; That's how it lands, huh teacher? 

MRS. H(X)D; (nods) Do you think it would be a beautiful thing to play with? 

ALL; Yes! 

MRS. HOOD; How many of you like kites? 

ALL; [hands waving in the air( Me! I do! Hike kites! Ooooh! (They join in the shared 

reading of an English translation of Chinese nursery rhymes, filling in words 

(Holdaway. 1979). As they ask questions. Mrs. Hood follows their lead with 

plans for experiments in kite-making. ( 
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Scene Three: Taking in a Reld Trip Mrs. Hood, Dr. Rinehart, Ms. Rossi, and a mom. 

Third week and eighth day of the process. Day after field trip. / Recitative. ["We must 

summon energy and pitch it at a responsive key in order to take in" (Dewey, 1934, p. 

53).| 

MRS. HOOD; Twenty-five adults went with us to the restaurant yesterday. We took a 

tour through the kitchen and the buffet was ail set and ready. Each kid had a place mat 

with the Chinese Zodiac and a pair of chopsticks. Immediately, the kids all opened 

their chopsticks and tried using them. These are the thank-you letters they wrote to Mr. 

Chang when we came back from the field trip. Many parents stayed. 

MOM: We wondered, "Opera? Will my child learn to read and write in an opera?" 

MRS. HOOD; [points to the words and phrases they had brainstormed as a group on the 

front board (Graves, 1983; Calkins, 1986).| I told the kids this is the time that we 

would like the letters to be really readable. In first grade, writing a communication is 

the Language Arts Standard, so I'm fulfilling essential skills. ['The experience itself 

has a satisfying emotional quality because it possesses internal integration and 

fulfillment" (Dewey, 1934, p. 38).| 

MOM; We helped them write. We said. "Rice starts like Dr. Rinehart. What sounds do 

you hear?" We proclaimed, "It's October and they are writing here." 

Scene Four. Dancing with Asian Visitors 

Mrs. Hood, Dr. Rinehart. the children and Ms. Rossi. Rfth week of the process. / 

Recitative. (Newly planted flowers are growing outside the portable. Inside, a literate 

environment is taking shape and one sees evidence of process and product (Goodman. 

1986). Learning centers are visible: Rower Printing, Dragon Masks, Learning About 

China. Watercolor Painting, Plants and Rowers. ICX) Grains of Rice. Freshly cut 

flowers are on the work tables. Enter Dr. Rinehart. | 
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DR. RINEHART (artist-in-residence): What beautiful flowers! 

MRS. HOOD: We got them last Wednesday. That afternoon it [a sense of community) 

started. The kids broke into spontaneous song at the centers, singing "I love flowers." 

ALBERTO (S): [walks over to Ms. Rossi holding a paper with Chinese characters on it, 

points and reads.) One, two, three. That's what this means. 

MRS. HOOD; (plays the tape of a Chinese children's song and dance that university 

visitors from Shanghai, Canton, and Taiwan recently taught them. The children 

gather.) Let's show Dr. Rinehart the new dance we learned. [Forming two 

circles, the outside circle goes clockwise, the inside circle goes counterclockwise. 

They sing and dance until the leader announces): 

CLINT: STOP! 

ALL: [shake hands and shout) CHA!... Let's do it again! 

End of the Second Act 

Act Three: Composing as Co-Constructing Meaning 

[Composing words to reveal a gestalt of ideas, feelings, and meanings can be extended 

to include music, art, movement, and drama (Langer, 1953,1957; Gardner, 

1983/1993; Strickland, 1991).! 

Behind the Scenes 

Mrs. Hood and class. Fourteenth day of school. Discussion. 

MRS. HOOD: On Monday morning. Dr. Rinehait's going to come. 

ROSANA (E): [did an opera project in kindergarten. [ I remember Dr. Rinehart. 

MRS. HOOD: Remember Dr. Rinehart. the man who played the piano with the opera? 

And he'll sing with us ... 

ROSANA: Yeah, he plays for everybody's opera. 
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MRS. HOOD: He does. He plays for everybody's opera. 

Scene One: Creating Common Meaninp 

Mrs. Hood, Dr. Rinehart, the children, and Ms. Rossi. First session. 

Multipurpose room. / Recitative. [Since developing the process in 1983, he has 

facilitated hundreds of operas (Rinehart, 1993a). They warm up voices, bodies, 

and faces to the tune of "One Rnger, One Thumb" (Marsh & Rinehart, 1987). | 

DR. RINEHART: [enunciates! All right, we are ready to start working. What are we 

going to do? 

MANY STUDENTS: [La opera! The opera! 

DR. RINEHART: [projects, sings loudly! What in the world is an opera? 

ROSANA: An opera is when you do dances and sing. 

DR. RINEHART: [clearly! Dance and sing, yes, that's what we'll do, and what are we 

telling? 

ROSANA: A story. 

DR. RINEHART: [is believable, speaks and moves dramaticallyl A story. 

IVAN(S): Let's do it! Let's do the thing now! 

DR. RINEHART: Let's do it. Who are the characters in our story? 

MRS. HOOD: ^Quidnes son en el cuento? Who's in the story? 

ALL: Ping! 

MRS. HOOD: And what does Ping love? 

ALL: Rowers! ;Rores! 

MRS. HOOD: And what do all the people love? 

ALL: |Rores! Rowers! 

SAMANTHA (E): Rowers that smell like perfume. 
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DR. RINEHART: Rowers that smell like perfume. [Writes the line, scores, and plays it 

as he heard it. I Flowers that smell like perfume. What about these flowers that smell 

like perfume? 

CZARINA(S): They're pretty. 

DR. RINEHART: [listens to intonations in their voices, writes, scores, plays, and sings. | 

They're pretty. How do the people feel about all these pretty flowers that smell like 

perfume? 

SAMANTHA: (speaks softly ( They like the flowers. 

KARINA: And they're planting them. 

MRS. HOOD & DR. RINEHART: [write and read.| And they're planting them. 

KARINA: We can be flowers in the opera! 

DAVINA (E): And we can make lots of flowers! 

DR. RINEHART: Yes, we'll have flowers in our opera. We like flowers. Let me read 

what we wrote. [Reads the lines, hesitating at the end.J We ... what did I hear? 

MRS. HOOD: [turns to Samantha.| I think you said "We plant flowers." Did you say 

that? 

SAMANTHA: We want to plant all these flowers. We want to see how pretty they are. 

DR. RINEHART: All right, what are we writing now? 

MRS. HOOD: (dictates and Dr. Rinehart writes. ( She said, "We want to plant flowers." 

No, she said, "We plant flowers," and "We want to plant these flowers." 

DR. RINEHART: We plant... [writes and thinks out loud as he's writing.] 

CZARINA: 'Cause we like flowers. 

ALL: We love flowers! 
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Scene Two: Promoting BilinguaJism 

Mrs. Hood, Dr. Rinehart, the children, and Ms. Rossi. Multipurpose room. / 

Recitative. [Mrs. Hood sees her students' strengths and builds upon the essence of 

what they say (Rores, Cousin, & Di'az, 1991). 

DR. RINEHART: ^Cdmo se dice, "How do you say." We love flowers? 

SAMANTHA: (pianissimo, very softly | Te quiero mucho a las flores. 

JACKELINE: Que bonitas son las flores. 

MRS. HOOD: That's, "How beautiful the flowers are." 

DR. RINEHART; (writes and speaks as he writes. { Que bonita? 

MRS. HOOD: Bonitas. Beautiful. Do you know what Samantha said? That was very 

good and I'm glad you tried. You said, "I love you flowers," like you're talking to the 

flowers. 

DR. RINEHART: That is nice. I like that. How many would like to say that? [Hands go 

up.l 

Scene Three: Building Trust and Composing Music 

Mrs. Hood, Dr. Rinehart, Ms. Rossi, and the children. Multipurpose room. / 

Recitative. [Together, they create whole music in whole language (Upitis, 1990; 

Whitaker, 1994).! 

DR. RINEHART; Let's go back to the beginning and start thinking of some music. 

Should we think about the flowers like this, [plays a major chord[ or like this? [plays a 

minor chord. | 

MRS. HOOD; KaRina is showing us how she felt about the flowers. [Sways joyfully.) 

DR. RINEHART; (plays major[ Like that? 

ALL: Yeah! iSi! 

MRS. HOOD: Did you hear Javier sing? 
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DR. RINEHART: jpiays and sings the first line.) Rowers tliat smell liice perfume... 

MRS. HOOD; I think we need to say the words first. Let's try this. Flores que huelen de 

per^me. Rowers that smell like perfume. [Snaps her fingers to the rhthym of the 

words. I 

ALL: [They say and snap as Dr. Rinehart plays, j Rores que huelen de perfume. 

DR. RINEHART: (plays and stumbles on the rhythm. 1 Will you help me with the 

Spanish? 

SOME STUDENTS: He can't do it in Spanish! 

MRS. HOOD: That's the importance of writing it. I'll get it down for him and he'll get the 

"beats." I'll write the Spanish. It's "flores que huelen de perfume." and 1 don't know 

how to spell "huelen." I'll have to work on that (The children are saying the line and 

discussing it.( 

STACY: (announces boldly j Per-FU-me! (stressing the middle of the word.| 

DR. RINEHART: (writes | Ahhh. OK. (Sings. ( 

MRS. HOOD: You're writing a song! How many of you knew you were already writing 

a song? 

STUDENTS: (hands shoot up.( We know! 

Scene Four. Collaborating 

Dr. Rinehart and Ms. Rossi. Post-session. Rrst week. Classroom. / Aria. (This Is 

Mrs. Hood's sixth opera with Dr. Rinehart since 1990.1 

ARTIST'S ARL\ 
I sense a greater collaboration with Wendy 
Than anyone I've ever worked with... 

I just don't know where she ends or I start. 
Or where she starts and I end ... 

1 hope she knows ... 
With her experience of language and musical processes 

... it just flows. 
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Scene Five: tmagining and Drawing Rowers 

Mrs. Hood, Ms. Rossi, and the children. Rrst week. Classroom. / Recitative and 

Duet ('The conscious adjustment of the new and the old is imagination" (Dewey, 

1934, p. 272.)| 

MRS. HOOD: Pretend you have a flower in front of you. Close your eyes. I want you to 

see the whole flower. Do you see it growing? 

TYLER (E): I don't see it. 

MRS. HOOD: Is your flower just one flower by itself, or is it with a whole group of 

flowers? 

TYLER; A whole group. 

MRS. HOOD: Put your hand up if you have a flower inside your head and you want to tell 

us about it. (Many hands go up.| 

DAVINA: My flower is yellow and orange. Orange and pink. 

JESSICA (S): Tengo muchas flores en mi casa. "I have many flowers in my house." 

MRS. HOOD: (translates! You have lots of flowers in your house. When her father is 

leaving, her mother puts a flower in his truck. There's poetry there. You could 

write your own poetry! (They move to tables and begin drawing flowers and 

talking with one another. Enter researcher, taking a more active role as she 

approaches a table next to Jeramy and Beto (Spradley, 1980). Most children are 

drawing and talking. Beto sits watching the others. ( 

MS. ROSSI: Can you tell me about your flower? 

BETO (E): I didn't see one in my head. I have no brain. I see only darkness in my head. 

MS. ROSSI: OK, close your eyes. Where are the flowers? At home? At school? 

BETO: Home. 

MS. ROSSI: Imagine you are walking up to them and looking at them. Are they big or 

small? 
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BETO: [looks at Jeramy's, measuring it witli his hands, draws and writes. | I drew good 

flowers. I put me. There was me picking one. I LIKE ET^OWERS! 

MS. ROSSI: How were you able to see flowers? How did it change from darkness? 

BETO: [points to both sides of his head.| I've got lights in here. [Pushes both sides of 

his head.) When I push these two spots, the lights come on. [Smiles.) 

Scene Six: Making Minor Decisions and Taking Major Risks 

Mrs. Hood, Dr. Rinehart and the children. Classroom. First week. / Recitative. 

[Experience "takes root in mind" when ideas are tested in action (Dewey, 1934, p. 

45). "All conscious perception involves a risk; it is a venture into the unknown" 

(p. 272). The door whooshes open. Enter Dr. Rinehart, carrying his 

keyboard and looking tired. Children gather around. [ 

DR. RINEHART: [much brighter) I have to start by telling you how wonderful you are! 

JOSHUA: Are we really going to do an opera? 

MRS. HOOD: Yes. That's what we are working on. You're really going to do an opera. 

The next line in the song "Flowers" says, "I love you flowers." Who would like to 

stand up and just say "I love you flowers" in lots of different ways? Say It your 

way. [Several children try. Dr. Rinehart writes the note letters above the line they 

are saying/singing. He plays it their way. Beto whispers something in Dr. 

Rinehart's ear.| 

MRS. HOOD: Beto, you want to try? 

DR. RINEHART: [quietly playing and scoring [ Hove... 

MRS. HOOD: [sadly) Oh, we couldn't hear. I'm so sad. Beto, go ahead. Louder. [Beto 

shakes his head.| But you were singing it so pretty. 

DR. RINEHART: Sing it for me? 

ALL: [a pleading chorus) Pleeeeeeeeeeeeeeeeeeease! 
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MRS. HOOD: It was beautiful. 

ALL' [another harmonious chorus) Pleeeeeeeeeeeeeeeeeeeease! 

DR. RINEHART: Can you sing it? 

BETO: [pianissimoI I love you flowers. 

DR. RINEHART: Oh, I knew it was in there. 

MRS. HOOD; Let's all clap! [Cheering.) Who wants to sing "I love you flowers" another 

way? 

DR. RINEHART: [plays their improvisations) Does it sound like the beginning, middle, 

or end of the song? 

KARINA: The end, 'cause everyone's singing difi^erent ways. We were singing 

differently when we were together. 

DR. RINEHART; [plays and sings] Does that sound like your song? It's the end? 

STUDENTS: [ nod) Yes. Sf. [They sing it through once more and sing their way to 

recess. Milan stays behind and sings reflectively at center stage.) 

STUDENT'S ARL\ 
This is getting harder. It's a lot of hard work. 

You have to choose the book and then you read about it 
You choose a kind of song and then you sing it. 

And then you make it. You make sense. 
I want to learn how to learn about China. 
'Cause sometimes you just want to see 

What's going on with odiers and want to do it. 
You just try, 'cause you never know if you could do it or not. 

Scene Seven: Valuing Ideas. Develooiny Voices, and Editing 

Mrs. Hood. Dr. Rinehart, Ms. Rossi, and children. Second week. Classroom. 

/ Recitative. [Ideas.. ."are phases, emotionally and practically distinguished, of a 

developing underlying quality; they are its moving variations" (Dewey, 1934. p. 

37). Mrs. Hood clips a computer printout of'The Emperor Song" to the easel and 
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they read it. She asks if they like adding the line "Es viejito" "He's very old" to 

the refrain "Soy viejito" "I'm very old." They do.| 

MRS. HCXDD: (edits by adding to the linej What does the word "es" start with? 

ALL: "S" 

MRS. HOOD: [writes "S" on chart) It has an "S" but it has another letter. [She says the 

word "es" slowly as she writes the "E" Are we going to do that in all the places 

where we said it? 

ALL: Yea! [They slowly say "es viejito" and help Mrs. Hood spell as she writes on the 

chart. [ 
I'm the emperor, the King of the land. 

I'm very old. I want to go home and rest. 
Nfo puedo hacer muchos cosas. 

"I can't do many things." 
Soy viejito. Es viejito. 

I can't run fast any more. 
Soy viejito. Es viejito. 
I can't hear very well. 
Soy viejito. Es viejito. 

I can't run fast any more. 

DR. RINEHART: Can you read it and put the accent on your legs? (He claps his legs 

where the emphasis falls in the line. They try it different ways.| Pm very dd. I 

can't run any ... 

KARINA: [claps each word at the end of the line, changing the rhythm [ ... more, more, 

more! 

MRS. HOOD: Do you want to say it that way? 

ALL: Yea! 

DR. RINEHART: Oh! [Writes on his score as composing and revising continues. A 

student is pointing to the words as they read the charL[ 

DR. RINEHART: [Plays the same five notes over and over and yawns. [ 

What will happen if I keep playing the same five notes over and over? 
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BETO: It sounds like a chicken! [The room becomes filled with the group's chicken 

sounds.! 

DR. RINEHART: Can you get it way up there? [He plays higher notes, "teach[ing| on the 

verge of peril" (Schafer, 1975, p. 2).| 

MRS. HOOD; [leans over and listens to Patricial It was beautiful! [Looks at the class[ 

Let's see if we can get her to do it again. I'll sing it with you. There was voice in 

it! [They sing. Patricia covers her eyes, peaking out from behind her fingers. [ 

MRS. HOOD: [gently encouraging} Don't be embarrassed when you do something 

beautiful! 

BOYS: [forte j I'm the Emperor the King of the land! I'm the emperor the king of the 

land! 

MRS. HOOD: It will have to be repeated like that I'm going to show how Dr. Rinehart 

writes a repeat sign in music. [She adds a "//:" and before and after the line on 

the chart [ 

IVAN and JAVIER (S): (jump up with hands in their pockets] Soy viejito "I'm very old." 

TONY(E): Go, buddy! 

MRS. HOOD: What happens next? 

MILAN: [gives it musical direction I I'm very old. I want to stay home and find a new 

emperor. 

DR. RINEHART: [scores} Listen to what you have written! What have we unleashed? 

Scene Eight: Writing Poetry and Chanting Tunes 

Mrs. Hood, Dr. Rinehart, Ms. Rossi, and children. Rfth week. Classroom. I 

Recitative. [Composing continues. Mrs. Hood hands Dr. Rinehart their new 

lyrics: "I Have A Rower Seed."} 

DR. RINEHART: Beautiful! How did they do that? 
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MRS. HOOD: Ms. Sanchez read them The Tinv Seed fCarle. 1970). They opened dead 

roses, looked at the seeds under a microscope, and talked about the flowers they 

had planted. What does a seed need? Who will sing? (Milan stands and whispers 

in her ear and then in Dr. Rinehart's.J Let's ail sing with her. [All sing.) 

CLINT: [notices his peer's musical direction I E'atricia made it go higher. 

ALL: (sing it her way | I have a flower seed. 

DR. RINEHART: (scores and sings(... seed. 

PATRICIA: (points to herself with self-esteem and ownershipl I did it! 

Scene Nine: Reading and Writing Their Own Libretto 

Mrs. Hood, Dr. Rinehart, Ms. Rossi, and children. Sixth week. Classroom. I 

Recitative. (Mrs. Hood gives each child an original text, reflecting upon their sense 

of ownership and how far language experience can be expanded as a teaching tool 

(Van Allen. 1970). | 

STUDENTS: There are words on it! They're our words on it! 

MRS. HOOD: How many times does it say "bonitasT' "pretty?" (They point, count and 

read.[ 

IVAN: Let's say it again! 

MRS. HOOD: Remember planting the flowers in the pots? Tell me about the dirt or the 

soil. 

JACKELINE: Dark soil. 

CLINT: Good for the plants. 

DARLENE (S): Oscura "dark." 

MRS. HOOD: More words, or do you want to sing? 

.MANY STUDENTS: More words. 

KRIS (E): Can we get our own piece of paper and write it down so I can see it? 
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MRS. HOOD: Yes. Would you like to get a piece of paper to write and see it as we're 

going? 

STUDENTS: I want to do it! Me too! 

MRS. HOOD; You can write your own, too. [Some work in small groups. Kris, who 

already reads, and who writes inventively, helps his peers spell (Goodman & 

Goodman, 1990).| 

MRS. HOOD: (listening and writing down the many musical ideas) Tierra. tierra. tierra 

oscura. 

ARRON (E): What does that mean? 

MRS. HOOD: Dark dark dark soil. (The translation is more poetic than literal.) 

DR. RINEHART: [to Mrs. Hood) Is all the talking a distraction? 

MRS. HOOD: [to Dr. Rinehart) No, it's musical interaction! 

DARLENE: [piano[ Tierra, tierra, tierra oscura. 

STACY: She's being brave. [Applause.) 

IVAN: Sing it louder! I didn't hear nothing. 

BETO: [forte, loud, as he taps his foot[ Dark, dark soil good for the plants. [Others join 

in. Beto has become a leader. Ivan and Beto burst into a dance: then Beto and Rafael 

dance.) 

CZARINA: They're dancing! (They review the song and add "la la la la lei." A little 

intertextuality (Short. 1991) from The Storv About Ping (Rack & Wiese. 

1933/1961).) 

KARINA: [singing) The seeds I gave you were cooked. Cooked seeds won't grow. 

DR. RINEHART: We did it! (Marissa hands the researcher a note with her name on it [ 

MS. ROSSI: Thank you. (Opens it and finds nothing inside. [ Can you please write 

something about the opera in it? 

MARISSA (S): [writes "all done now" with inventive spelling "o t now.") All done now. 
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Scene Ten: Reflecting 

Mrs. Hood, Dr. Rinehart, Ms. Rossi, and children. Sixth week. I Recitative. ('The 

conception of conscious experience as a perceived relation between doing and 

undergoing enables us to understand the connection that art as production and 

perception and appreciation as enjoyment sustain to each other" (Dewey. 1934, p. 

46-47).! 

JACKELINE: (joyfully | When I sing, it ticlcles me. 

TYLER: I learned that we can do lots of stuff if we just try singing. 

CARMEN JULIA (S): I like "My name is Ping." It's fun. I made up the song. 

JOSHUA: If you practice and practice everything you want to do, you can be a good 

basketball player or you can get a job. 

BETO: A job?! 

End of the Third Act 

Act Four Producing as Re-Constructing Meaning 

("Writer, composer of music, sculptor, or painter can retrace, during the process of 

production, what they have previously done. When it is not satisfactory in the 

undergoing or perceptual phase of experience, they can to some degree start afresh" 

(Dewey, 1934. p. 51).| 

Scene One: Auditioning 

Mrs. Hood. Dr. Rinehart. and children. / Recitative. Seventh week and thirteenth 

session. The scene opens in the classroom. It looks like a studio: papier-mache pots 

piled on a shelf, stacks of brighdy colored costumes on a table. Every wall, table, 

and shelf filled with opera-related and child-produced stuff. | 
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CLINT: These are our magic singing shoes. We bought them with the money we got 

selling fortune cookies at lunch time. [The children put on their Chinese slippers 

and sing their way to the multipurpose room, getting the feel of being in someone 

else's shoes. I 

MRS. HCXDD: If you want to be Ping, put your hand up. (At least 15 hands go up, mostly 

girls.I 

TOP^TY: Is this the Emperor or Ping? 

MRS. HOOD, DR. RINEHART, & MS. ROSSI: [in harmonyl You can fry out for more 

than one part. (Many more hands go up to audition for Ping.j 

DR. RINEHART: We need a Hng we can hear, a Ping who will be polite, always right 

there on task, hard worker, not wandering around, and one who sings the tune just 

like we made it up. (A group of 22 students sing on the stage. Some sit down on t 

heir own before the voting, j Which person would make the very best Ping? (Five 

are chosen: Czarina, Milan, KaRina, Javier, and Ivan. This group sings together 

and individually. They all vote again.( 

MRS. HOOD: It's a tie between Milan and Javier. (Applause.( 

DR. RINEHART: There will probably be two performances, so you can take turns. 

MRS. HOOD: We need to applaud for everyone else. 

Scene Two: Reflecting 

Mrs. Hood. Dr. Rinehart, Ms. Sanchez, Ms. Rossi, and the children. Multipurpose 

room. / Aria. ('There is ... an element of undergoing ... in every experience 

It involves reconstruction which may be painful" (Dewey, 1934, p. 41).| 

TEACHER'S ARIA FOR JACKELINE 
I'd like to tell you something. 

Jackeline is growing up. 
She tried out for the part of Ping. 

She really wanted to be Ping. 
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She found out she couldn't be Ping. 
She was sad inside her body. 

But you know what else she was feeling? 
She was feeling confused. Is that right? 

You know how I know she was confused? 
Because Milan and Javier are her friends and she felt proud of them. 

She didn't want to be sad. She wanted to act like a big kid. Is that true? 
What do you think we should do... for Jackeline? 

[Healthy applause. Mrs. Hood gives her a hug.| 

TYLER: I felt good, too, for Javier and Milan. I hoped I would get picked, but I didn't. 

JAVIER: I felt good because I got picked most of the times. 

MILAN: I felt sad for the other people who didn't get picked. That was very brave. I 

hope others will be picked for something else. 

MS. SANCHEZ: And they will. Everyone will get a part, a very special part. [They take 

off their magic singing shoes and exit| 

Scene Three: Un-Blocking and Re-Hear-Sing 

Mrs. Hood, Dr. Rinehart. and the children. Nineteenth session. / Recitative and Duet. 

Stage. [Facilitators evoke rather than direct placement and movement (Wagner. 1976) 

*'Any idea that ignores the necessary role of intelligence in productions of works of art 

is based upon identification of thinking with use of one special kind of material, verbal 

signs and words" (Dewey, 1934, p. 46). | 

ALL: [singingI Dark, dark soil good for the plants. 

DR. RINEHART: [projects[ I need some soil. What are you going to do for that? 

ANDREA (S): [projects[ We're going to pretend to put the soil in our pots. 

DR. RINEHART: (enunciatesi And what do you pretend to put soil in the plant with? 

LEO(S): [projects and enunciates[ With a spoon. 
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DR. RINEHART: Yes. it's like a big spoon. Pretend to put soil in the pot. [Mrs. Hood 

draws the backdrop curtain around them. It makes a swishing sound. She turns 

down the lights. | 

ALL: [crescendo! Ahhhhhhhh! 

MARISABEL (S): [pianissimo| ^Por que lo ha hecho usted? "Why did you do it?" 

LUISA(S): ;Porla6pera! "For the opera!" 

KRIS: [patiently I We're supposed to come out from the curtain. 

MRS. H(X)D: Are you going to come out from behind these curtains [points to the back[ 

or  these curtains? (points  to the side)  This  is  cal led. . .  

JOSEPH (E): A stage. It's like another dimension. 

DR. RINEHART: The whole thing is called a stage and that's where we'll do our show. 

MRS. HOOD; Will everyone choose a spot on the stage? 

STUDENTS: jSi! Yea! [They scurry around and find a place and a pot and a partner. 

Dr. Rinehart plays "I Have A Rower Seed."| 

ALL: (pianissimo [ I need a pot to put it in ... 

MRS. HOOD: There's only one problem. 

STUDENTS: What? ^Que? 

MRS. HOOD: You forgot to sing. The problem... it's the pots. We have magic singing 

shoes and magic silent pots! Do these pots make it so you forget to sing? [They do 

it again. I 

MRS. HOOD: [to Dr. Rinehart (holding the libretto)[ And you were right about having the 

words in front of them. We were working on the ending in class earlier and the 

words made a difference. There's a lot of reading going on. There's a lot more 

attention to the print. If they turned two pages of the libretto at once they were 

shouting, "Wait, wait, wait!" 
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DUET 

MRS. HOOD: 

DR. RINEHART: 

MRS. HOOD: 

DR. RINEHART: 

MRS. HOOD: 

DR. RINEHART: 

MRS. HOOD: 

DR. RINEHART: 

MRS. HOOD: 

DR. RINEHART: 

We have a lot to do. Our opera is in one more week. 

We have many blocking decisions to make. 

Who will be on the stage for "Flowers that smell like perfume"? 

What happens first? 

Where is Ping going to start? 

Do you sing nght away? 

Where do you think the emperor should be on the stage? 

Your parents don't want to see your ponytails and backsides. 

Who will be your partner for the "Water, soil, pot, and sun" song? 

You need to face the audience. 

MRS. HOOD: The curtains will close at the end and we'll give flowers to somebody in the 

audience. [They all practice bowing.] Whewwww! They're doing it. 

Act Rve: Performing As Sharing Meaning 

[" A work of art has a public... .and its social intent, which is essential to it, sets its 

standard of significance" (Langer, 1953, p. 392). 'The work of art is complete only 

as it works in the experience of other than the one[sl who created it" (Dewey, 1934, p, 

I06).| 

Behind The Scenes: Dress Rehearsal 

Mrs. Hood, Dr. Rinehart, Ms. Rossi, and children. Stage. Twenty-first session. 

(Raw performance for the band and orchestra students, many who have done an opera 

in years past. They offer constructive feedback.] 

DR. RINEHART: They've already got the value out of it. 
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Scene One: Performing for the School 

Mrs. Hood, the children, and audience. Stage. Eleventh week. / Recitative. [Mrs. 

Hood helps an over-excited child to focus. Ail are coping. Dr. Rinehart plays his 

introduction, and we are all drawn into the imagined world until the closing curtain 

and applause brings us back. ''Equilibrium comes about... out of, and because 

of tension" (Dewey, 1934, p. 14) and release.} 

MRS. HOOD: What did you guys think of it? 

OLDER STUDENT: It was very good. 

MRS. HOOD: What did you like about it? 

OLDER STUDENT: It was fun to watch. 

ANOTHER STUDENT: The singing was very beautiful. 

STILL ANOTHER STUDENT: I liked die costumes. 

TEACHER: You sang beautifully. How did you remember all those words? 

DAVINA: Because we had the words at home. 

(CARINA: We practiced a lot. 

MRS. HOOD: We made copies of the words, and everybody took them home. How 

many times did we read that story to ourselves? 

RRST GRADERS: A lot! 

MRS. HOOD: Why did we choose this story for our opera? 

RRST GRADERS: Because we have a lot of kids. 

LEO: We worked very hard on the opera. I got to work on two of the songs! 

Scene Two: Performing for Familv and Community 

Mrs. Hood, children. Dr. Rinehart. Ms. Rossi, and audience. Backstage. / Duet. 

['The intimate nature of emotion is manifested The experience has esthetic 

character" (Dewey. 1934, p. 42). | 



MRS. HOOD: The family turnout was incredible. 

We set up ISO chairs. 

Every chair was filled. 

It was standing room only. 

1 think there were almost as many cameras. 

A MOM: It was a good experience for my son 

I enjoyed it! 

He had a voice in what he could sing and do. 

So many possibilities for him. 

His creativeness came out 

He put life into the words and emotion. 

He was so proud that he was done! 

It was really fun. 

Actually, the experience was wonderful! 

And his reading really took off! 
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Reprise 

RESEARCHER'S ARIA 
What does having an experience through an opera process mean 

In relation to multiple literacies in this first grade scene? 
As a number of sign systems were accessed by kids, 

I learned what the creators said, felt, and did. 
I let the data sing its song to find its meaning, 
I wanted to understand the gist of the thing. 
A libretto was rendered to significant form. 

Changing the look of the language arts norm. 
What's the value of accessing an educative scene 

By reading it as an opera libretto as a way to mean? 
The Acts showed us how opera is a meaning-making thing: 

Wondering, developing, composing, producing, and performing. 
The Scenes gave clues what to do to support kids language and literacy. 

These co-creators became a thinking and feeling multiply literate community: 
By nominating, informing, developing, doing, steeping, taking-in, and creating. 

Composing, dancing and promoting, building, trusting, risking, and collaborating. 
Imagining, drawing, deciding, valuing, writing, reading, editing, owning, and caring. 

Chanting, singing, reflecting, auditioning, voting, un-blocking, re-hear-sing, and sharing. 
The children learned of their strengths and played to them; they learned what they could 
In a process that pushed at the boundaries of verbal forms of literacy and led to intimacy. 
The next step in this inquiry will be to look at how the experience builds synergistically. 

Through forms, functions, and forums, is art as conscious life in school a real possibility? 

THE END AND THE BEGINNING 

The Connoisseur and The Critic 

"The end of criticism is the reeducation of the perception of works of art." writes 

Dewey (1934,  p.  324).  He adds.  "We lay hold of  the ful l  import  of  a  work of  ar t  only as 

we go through in our own vital processes the processes the artist went through in 

producing the work'* (p. 325). In arts-based educational research, the connoisseur's and 

critic's (researcher's) challenge is to make an experience accessible to the reader bringing to 

awareness the qualities and the relationships among them. The connoisseur notices and 

appreciates the nuances of a situation, making sense of it The critic allows access to those 

understandings by using a form that deepens the reading of a situation. In this chapter. I 

have created a rendering of a particular opera project in a bilingual first grade that describes 

it and interprets it using the unconventional structures of acts and themes to share the 
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predominant themes. The libretto's form serves to help the reader see what is of essence 

and vicariously participate in the process. It addressed the question, "What are the multiple 

literacy processes in young children's opera?" If it worked, there was structural 

corroboration, enough circumstantial evidence in the narrative and stage notes for it to be 

believable. I argue that it was also referentially adequate in that the language had a useful 

educative function, heightening the reader's awareness of how the opera project serves as a 

metaphor for the inquiry/authoring cycle. Its multi-modal nature revealed in the reprise 

demonstrates ways that language and literacy processes (discursive and non-discursive) can 

be integrated and supported across the curriculum. Consensual validation is also embedded 

within the work in that the teacher and artist having read it, felt that it represented an 

experience they participated in, even though there was openness of interpretation. Eisner 

writes. 

Objectivity is a function of intersubjective agreement among a community of 
believers. What we can productively ask of a set of ideas is not whether it is really 
true but whether it is useful, whether it allows one to do one's work more 
effectively, whether it enables one to perceive the phenomenon in more complex 
and subtle ways, whether it expands one's intelligence in dealing with important 
problems (1979, p. 214). 

In talking with some of the parents during the process, and one year after the 

project, most were very excited about and supportive of the project Initially some were 

wondering how their children would learn to read through all this but this concern faded as 

they saw their child's enthusiasm and growing ability. There was, however, one who felt 

that while the opera was "an important part of his (her son's) life." remained concerned 

"with the way the curriculum wrapped around the whole thing" and that it was "more than 

he could handle" and "pushed him too hard." She felt that I might not think she was the 

best one to talk with because she had different feelings than most. She described how her 

views of reading were different from the teacher's, that her children (another son at the 

intermediate level) had special needs that weren't being met in this district, and she had 
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decided to transfer them to a private school. She also didn't like the idea of bilingual 

education even though her mother speaks Spanish and her grandfadier is from Spain. She 

felt that, in her own words, "We need to concentrate on the kids we've got now. They 

need to learn English in school and it's a waste of time to say something in English and 

then in Spanish." Interestingly, they were expecting to do an opera in her son's new class 

at the private school. She said her husband and brother were both interested in theatre and 

the arts, she "never discouraged it" and was "excited to see how it will work in." After 

expressing these feelings she returned to the more positive features," We tried to get as 

much as we could to help him get as much from it as he could. He got a chance to say 

something in the microphone and it made his life a whole lot better. It was a great 

experience! I'm proud of him. It helped him overcome his fear of people." In the next 

chapter, I examine the process from another angle by making more explicit the types and 

uses of multiple literacy practices evidenced in young children's opera. It suggests that 

children can have fun and learn something at the same time. 
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CHAPTER? 

TYPES AND USES OF MULTIPLE LITERACIES 

"Life is incoherent unless we give it form" (Langer, 1953, p. 400). "It is the form 

itself that becomes part of the vehicle. There's no conveyance of meaning without form" 

(C. Rinehart, personal communication, July 7, 1997). In this chapter. I answer the fourth 

research question, "What are the types and uses of multiple literacies evidenced in young 

children's opera?" By working at the nexus of language arts and music education, this 

study seeks to inform the theory and practice of both. Specifically, this chapter provides 

evidence of the kinds of multiple literacy transactions that occurred in a three-month Opera 

Project in a bilingual first grade where the participants were socialized into a community of 

inquirers, creators, appreciators, and collaborators with the goal of creating, producing, 

and (in my case) documenting and rendering an opera experience. 

Of the key informants, who I have introduced in Chapter I. described at length in 

Chapters, and illustrated in Chapter6. the teacher, Mrs. Hood was the more experienced 

learner in the area of language arts. She was a veteran of five previous operas with young 

children and had developed a sensitivity to the musical processes involved and the value of 

integrated curriculum. The visiting artist-in-residence. Dr. Rinehart. was the more 

experienced learner in opera education. He brought years of teaching experience to the 

process and insights into how music could support language and literacy learning as well as 

an enriched quality of life. Together they facilitated most of the 24 opera sessions with the 

first graders, providing a fresh perspective on the complementary nature of story, action, 

and music as they blurred the boundaries of traditional approaches in both language/literacy 

and music/opera education, suggesting new directions for both. 

In focusing upon the fourth research question regarding the types and uses of 

multiple literacies. I used several approaches to the analysis of reading, writing, music. 
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Fonzi (1995) as they described an inquiry-oriented reading course for adult learners. The 

categories and tables they used to report the analysis were complementary to the 

collaborative and inquiry-based nature of the Opera Project described in this study. 

Secondly, 1 referred to the categories for writing introduced in several studies; 

Heath's (1983) examination of literacy in the context of two working-class communities: 

Black (Trackton) and White (Roadville) and one "mainstream" black and white group of 

"townspeople:" Taylor's (1983) description of literacy in a White middle-class community 

(which builds on the categories found in Heath's study): and Taylor &. Dorsey-Gaines 

{1988) ethnography of literacy in an inner-city Black community. While their studies 

focused on family and community literacies with tentative descriptions of children's school 

literacy, in this study I was interested in pursuing the nature of literacies evidenced in the 

classroom setting during an Opera Project, and contextualized within the greater 

community. Of the thirteen categories for writing that Taylor and Dorsey-Gaines (1988) 

offer, 1 identify eight categories that were used by the participants in the Opera Project I 

also identify a ninth category, collaborative narrative writing which was not identified by 

Taylor and Dorsey-Gaines and is unique to this study. Collaborative narrative involves 

whole-group and small-group co-construction of a written text by the participants. This co-

constructed text is the "libretto." A libretto is the text of an opera. 

To analyze music, theatre-'dance and visual art transactions, I used the Arizona State 

standards that were being developed at the time for the arts, in particular, music, 

theatre/dance and visual arts. 1 have combined dieatre and dance in this analysis 

recognizing that while they are different disciplines with their own forms, techniques and 

processes, they involve the body as the medium of movement/action and provide a context 

for the movement/action. In this way. 1 could explore the forms and functions of fine arts 

In an Opera Project and provide an opportunity for others to begin thinking about the 
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educative value of the arts as literacies that can be centralized and enacted throughout the 

curriculum. 

Because I have focused on the multiple literacy events that occurred during opera 

sessions, the tables and categories do not fully capture the quantity of transactions that 

occurred in-between sessions as reported by the teacher. This was especially evident in the 

visual art category; most of this work occurred outside opera sessions due in part to the 

particular conditions of the portable classroom: its lack of a water source; it's small size; 

and the large number of children. Nevertheless, the children engaged in these experiences 

as part of their integrated curriculum and were given almost daily opportunities to make 

scenery, props, and costumes, as well as study and paint real flowers, plant flowers and 

seeds, and go on two field trips. 

In analyzing the transactions for the purpose of categorization, it is important to 

point out that '*... an openness of meaning is essential, for at any one time multiple 

interpretations are possible for any specific activity, and the possibilities for different 

interpretations are created over time" (Taylor & Dorsey-Gaines, 1988, p. 124). The 

essential feature of this type of analysis is that it teases out the multi-colored threads, notes, 

movements, words, or palette of colors that run through the weaving, song, dance, 

narrative, or painting, so to speak, in order to be aware of their unique contribution. At the 

same time it is important to remember that static threads do not a weaving make. It is the 

dynamic, transactive and integrative nature of the process that creates the work of art. At 

the end of this chapter, 1 put the parts back together to show how they work together as a 

whole experience. 

In this chapter. 1 provide an overview of the occurrences of multiple literacy 

transactions during the 27 opera events. Then. 1 describe each of the major categories for 

reading, writing, music, theatre/dance, and visual art that emerged from my examination of 

the Opera Project as 1 answered research question 4. "What are the types and uses of 
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multiple literacies evidenced in young children's opera?" I conclude the analysis with a 

section on integrated curriculum that shows how the various parts (types and uses or forms 

and functions) work together as a whole experience. 

Multiple Literacy Events and Transactions 

I begin this section by situating the Opera Project within the constructivist paradigm 

of learning (as described In the literature review in Chapter 2 and illustrated in Chapter 6) 

and by providing a few definitions of terms used in the analysis. Unlike the 

behaviorist/reductionist or transmission/reception approach to teaching and learning, a new 

paradigm (Kuhn, 1962/1970) in science fit Dewey and Bendey's (1949) view of 

"transaction" as the whole, experiential, dynamic, and mutually condidoning relationship 

between a particular knower, a particular known and the process of knowing. This view as 

operational in this study, was a quantum leap from the positivist notion that people and the 

environment are separate and unrelated enddes that "interact" or act on each other. In other 

fields such as literary theory. Dewey and Bendey's definition informed the view of a 

reading transaction as "an ongoing process in which the elements or factors are. one might 

say, aspects of a total situation, each conditioned by and conditioning the other" 

(Rosenblatt, 1978, p. IT). According to the transactional theory, "a person becomes a 

reader by virtue of his activity in relationship to a text, which he organizes as verbal 

symbols" and makes a poem (p. 18). 

"Text" is another construct that bears defining in this research study. I offer a few 

perspectives of diis term and Uien address the definition that is used in this study. 

Rosenblatt (1978) uses the term from a semiotic perspective to mean "a set or series of 

signs interpretable as linguistic symbols" that point "to something beyond themselves" and 

"in a reading situation... may be thought of as die printed signs in their capacity to serve 

as signs" (p. 12). Thus Rosenblatt's definition of "text" is print-based. 
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Halliday (1985) describes learning as a social process and focuses on linguistic or 

verbal language in his following definitions of "text;" as "language that is functional" (p. 

10),"made of meaning" (p. 10), "a social exchange of meanings" (p. 11), and "an instance 

of the process and product of social meaning in a particular context of the situation" (p. 

11). He does not separate text from context and views them as "aspects of the same 

process" (p. 5). By context, Halliday uses the notions of field (what is happening), tenor 

(who is involved), and mode(the purposes of use). However, he describes sign systems 

as alternative ways to make meaning in a culture, such as dance, music, and painting. He 

defines culture as "a set of semiotic systems, a set of systems of meaning, all of which 

interrelate...." and "language as one among a number of systems of meaning that, taken 

all together, constitute human culture" (p. 4). 

Siegel and Fonzi (I99S) found that their initial print-based defmition of text was 

inadequate to describe the meaning making that was constructed in their inquiry-based 

reading course. During the course of the analysis, they broadened their definition to 

include "any symbolic representation that had the potential to be interpreted" (p. 642). 

Examples of text included: essays, a ruler, cartoons, videos, diagrams and graphs, and 

mathematical formulas. They also found that texts need to be defined "by the community 

of practice rather than adopting a particular defmition a priori" (p. 654). 

While the participants didn't specifically discuss their definitions of text before the 

study, in Chapter's I and 5, Wendy Hood, the teacher describes reading, writing, and the 

arts as the creation of meaning. She said that the Opera ftoject gives kids more ways to 

make meaning. This has important implications for second language learners. The more 

ways knowledge can be accessed, the more fully all children can participate in its 

construction. Dances, songs, drawings and poems are languages that communicate their 

understandings of the worid (Gallas, 1994). Since sign systems are any of the ways we 

make and share meaning (Short. 1989). in this research study, text is broadly defined as 
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"any chunk of unified meaning" that can be shared as in music, dance, painting, or a 

picture book (Siegel ,  1984;  Short ,  1986).  As Bakhtin (1986) wri tes ,  " the study of  ar t . . .  

deals with texts" (p. 103). Forty-three types of texts were used in the Opera Project. These 

can be found in Appendix F. 

This list demonstrates the multiplicity of texts used in the Opera Project. Of the 43 

kinds of texts used, 30 were generated by the teacher, artist or students in the class. Some 

are examples of linear, discursive forms such as the libretto, permission slips, and drafts of 

student dictations. Others are non-discursive presentational forms such as drawings, 

paintings, maps, and scored music (Langer, 1942). The diversity of forms demonstrates 

how the participants had many opportunities to make and share meaning in an Opera 

Project that go beyond the traditional uses of reading and writing materials. Most of these 

texts were used in the multiple literacy events and transactions that occurred during the 24 

Opera Project sessions. Some were generated or used before or after scheduled sessions 

but had a direct relationship to the Opera Project. 

Table 7.1 provides an overview of the multiple literacy transactions as they 

occurred throughout the four major phases of  the Opera Project :  select ing a  story (event  I) .  

composing the words and music (events 2-16), producing the actions (event 17-24), and 

performing before school, family, and community (events 25-27). The phases are 

indicated on the left margin of the chart Eariy in the analysis I decided that in order to 

illustrate the continuity of the process, it would be necessary to include ail 24 opera 

sessions in the analysis; I arrived at 2^ multiple literacy events, since there were some days 

In which two events occurred. 



Table 7. I 

Occurrences of Multiple Literacy Transactions During Opera Events Over Time 

No. of Event Readine Writine Music Theatre/Dance Art 

Select I 2 3 0 0 0 

Compose 2 7 6 8 3 1 

3 10 6 11 7 0 

4 5 3 5 1 0 

5 5 2 6 4 0 

6 7 3 9 6 1 

7 3 0 2 0 0 

8 1 1 2 3 0 

9 6 4 5 4 0 

10 1 3 6 1 0 

11 2 3 5 1 0 

12 4 0 2 0 I 

13 2 0 3 5 0 

14 2 0 1 2 0 

15 1 1 2 1 I 

16 1 1 3 0 0 

Produce 17 1 2 3 3 0 

18 1 2 6 2 0 

19 1 1 3 4 0 

20 2 2 6 3 0 

21 2 2 2 3 0 

22 4 2 3 3 1 

23 2 2 2 3 2 

24 1 0 3 2 0 

Perform 25 0 0 1 2 0 

26 1 0 1 2 0 

27 1 1 1 1 0 
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Because the magnitude of data was nearly overwhelming, I narrowed the scope of 

this task by drawing from the 231 page chronological narrative I had constructed earlier (see 

discussion in Chapter 3). Since I had already conducted a thematic analysis of its contents 

to examine the nature of the opera process as an experience, I went further and analyzed 

the narrative for events by noting substantial shifts in direction and focus. To avoid getting 

bogged down in minutiae, 1 did not identify every possible shift of intent. 1 was guided in 

interpretation of the 27 events and numerous transactions by the documentation forms the 

teacher and artist used to record their objectives and insights for sessions and when those 

were unavailable I used video footage or transcripts of the post-session debriefings that 

occurred with more regularity as the opera progressed. I also examined each transaction in 

regard to what text (form), if any, was used, what purpose it was used for (function), and 

in what way it was used (forum). 

When I initially color-coded the narrative for multiple sign systems used, I had 

included speaking and listening as well as math, science, and technology (computers, 

audiovisual). I limited my coding to die arts conventionally associated with opera 

(literature, music, drama, visual ait) and decided that because speaking and listening were 

so intimately embedded in the narrative, it would be almost impossible to parse them out 

and retain the essence of the meaning they were a part of. It is to be understood that in the 

processes of reading and writing, speaking, and listening were occurring or encouraged. 

Their absence in the table is not to position them as more or less important. The issue was 

a logistical one. 

An examination of the data in this form reveals some notable patterns. The first is 

that reading was embedded in every event, with the exception of event 25. In that case, 

the students were demonstrating their ability to perform the entire opera without a libretto in 

front of a real audience, the band and orchestra group. Critique was oral. Writing also 

occurred in most of the events. 
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Writing transactions did occur in events 12-14 and 24-26, but they were coded as 

music since the main focus was related to composing or editing the music. This is a good 

example of the interpretive fluidity and specificity of the coding decisions. Music was 

evident in all sessions with the exception of the first when Dr. Rinehart was not present for 

the story selecting process. This does not mean that music only occurred when Dr. 

Rinehart was present. Quite the contrary. Music was an integral part of Mrs. Hood's 

class. Remember, she is the teacher who, in her own words, "has an obnoxious song for 

every occasion." The children in this class were also unusually responsive to music, as 

many of them did not have a strong musical experience in kindergarten but did at home and 

were eager to learn. 

Another pattern that emerges is that within each event there is always more than one 

sign system used to make meaning. Even at the beginning of the process, when children 

were choosing a book that they'd be living with for three months, reading and writing 

occurred. In event three, the numbers are higher than the others. This is because this event 

occurred over several sessions as the group composed the Emperor's Song. It was a long 

song and the children were becoming socialized as a community of learners in an opera 

process. They were encouraged to be more proactive in the narrative writing and editing, 

beginning to take more risks, and demonstrating ownership of the song. Table 7.1 

suggests the supportive relationship of one sign system to another. They are not occurring 

in isolation even though we can chart them and examine them individually. 

The types of multiple literacies evidenced were not additive in nature. Like the 

findings for reading in an inquiry-oriented mathematics class in the Siegel and Fonzi (1995) 

study, reading, writing, music, movement/drama, and art were a way of knowing and 

making meaning for the purpose of playing out their inquiry-creating and producing an 

opera as they learned about China and the nature of flowers. While writing and reading 

were used more often during the composing phase of the project, so too were music and 



230 

movement, indicating the multi-modal nature of the process particularly during 

composition. 

What Table 7.1 does not tell us are the uses and ranges of the multiple literacies that 

occurred in the Opera Project That is the purpose of the next section of this chapter as we 

look at a series of tables that categorize the transactions for each type of reading. Tables 

7.2-7. S highlight the major categories of the functions or purposes of reading that were 

made visible by an in-depth examination of the multiple forms used in the Opera Project. 

Multiple literacy events as described in Chapter 3 and reproduced here for the 

reader's convenience, had a beginning and an ending; they were what was generally 

understood to be going on at the time by the participants. An example is; Multiple Literacy 

Event 2-"Reviewing the story and composing their first song." The number 2 signifies 

that it is the second multiple literacy event of the 27 identified in this study. Transactions 

were component types located within an event that were primarily of a particular quality and 

different from other transactions. There were reading transactions (RT), writing 

transactions (WT), music transactions (MT), theatre/dance transactions (T/DT), and art 

transactions. They were identified with initials and a number in the order of their 

occurrence for each multiple literacy event See Appendix B for a complete listing of 

multiple literacy events and transactions. Examples of each follow; 

Reading transaction (RT 2-l)-Mrs. Hood read The Empty Pot, pausing so the 
children could complete phrase, words, or lines. 

Theatre/Dance transaction (T/DT 2-2)-Dr. Eiinehart played the piano and the 
children danced to the "Wiggle Song" to warm up. 

Art transaction (AT 2-13)-Mrs. Hood referred to the visual imaging of flowers 
they did earlier, and because all didn't get a chance to share orally, she 
suggested they draw flowers to generate more ideas. 

Writing transaction (WT 2-l4)-Students wrote journal entries about their flower 
drawings. 

Music transaction (MT 2-17)- Dr. Rinehart played a warm up song to get ready to 
compose the "Flower Song" and all sang. 
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In the first part of the section on reading, I begin by describing the 19 ways that 

reading was used (RTs) and illustrate where within the Opera Project these occurred. In 

the second part of this section, I describe writing and the eight uses that occurred in this 

project (WTs). In the third section, I examine music and categorize them by kind: music to 

create, to contextualize, and to inquire. I describe the 14 ways that music was used in the 

Opera Project (MT's). In the fourth part of this section, categories for theatre/drama are 

described by kind as in music. In this case, nine ways are illustrated for the use of 

theatre/drama in the Opera Project (T/DT'sj. And finally, in the fifth part of this section, a 

brief description of visual art is given due to the limitations of the situation (ATs). This is 

not to suggest that art is less important. Again, while speaking and listening were not listed 

as separate categories in the analysis, visual art was listed, occurred throughout, but mostly 

between sessions. A summary of some of the curricular engagements that included art in-

between sessions is given in the closing section on visual art and the integrated curriculum. 

Reading 

The following analysis of reading transactions summarized in Table 7.2 makes 

explicit the range evidenced in an Opera Project. The analysis is based on the comparative 

framework for reading developed by Siegel and Fonzi (1995). Major categories were: (1) 

reading to make public, (2) reading to comprehend, and (3) reading to generate something 

new. Two others areas were reading to get an example and reading to remember. There 

were not enough sub-categories to include these in the following table. 
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Table 7.2. 

Major Categories of Reading Transactions in a First Grade Opera Project 

Categories Transactions 

I. Reading to make public Reading to convey meaning 

Reading to value student's meanings 

Reading to get feedback 

2. Reading to comprehend Reading generatively to make sense of a text 

Reading to understand and follow directions 

Reading the teacher's message 

Reading with a focus to extract specific 

information 

Reading to make sense of a graphic text 

Reading critically and reflectively to make a 

decision that affects one's life. 

3. Reading to generate something new Reading to spark an idea 

Reading to generate a shared text 

Reading to generate a reflective response 

Reading to revise a text 

Reading to set the stage for the next activity 

Reading to generate meaning in another sign 

system 

Reading to push something further 

This analysis was chosen because it provides a useful framework for an in-depth 

examination of the wide range of purposes for which reading was used and illustrates the 
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inquiry-oriented nature of a whole-group opera project. I have expanded on Siegel and 

Fonzi's framework by adding a "reading to enjoy" category. Enjoyment doing challenging 

work was a theme that cut across the process as evidenced by statements in children's 

journal writing and casual conversations, drawings, and their eagerness to see Dr. Rinehart 

when he arrived with his keyboard. I also revised one of the transaction types under the 

category "reading to generate something new." I changed "reading to generate an 

immediate response" to reading to generate meaning in another sign system" as that became 

one of the larger uses that emerged in the study. 

I reemphasize the importance of openness in interpretation of categories as most 

transactions could be placed in other categories. Reading their writing about flowers in 

their journals (RT 2-IS), for example, was placed in the reading to make public and convey 

meaning category even though the students expressed enjoyment during the process. In 

addition, singing the writing of an original song were categorized as a music transaction 

(MT 11-10) even though the student was reading and enjoying the process. Thus this 

category serves a heuristic function in suggesting that learning can be primarily fun as well 

as educative and that there are many ways to support reading across the curriculum. 

Next, I present a series of 5 tables (Table 7.3-7.6) that specify how within each 

category reading was used. I describe each category and selectively illustrate with narrative 

or figurative examples where these themes reveal themselves in the Opera Project. Refer to 

Appendix E for a complete description of multiple literacy events and transactions. 

Reading to Make Public 

For the participants in the Opera Project, reading was a forum for the conveyance 

and validation of ideas. Forums enable us to check the relevancy of what is read to our 

lives, whether it enhances what we are about. Since the first graders were at varying 

degrees of ability in learning to read, one of Mrs. Hood's roles was to make meanings 
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public in a variety of ways, often through demonstration and reading aloud. However, 

demonstration was not given a separate heading because it was embedded in almost every 

contextually-relevant transaction in this category. In Table 7.3,1 present where each type 

of reading to make public was used in the Opera Project RT refers to Reading 

Transaction. The numbers following RT refer to the multiple literacy event and the specific 

transaction within it. 

Table 7.3 

Reading Transactions Classified as Reading to Make Public 

Reading to Reading to value Reading to get Reading to make 

convey meaning students' feedback a presentation 

meanings 

RT2-15 RT 2-12 RT3-6 RT4-1 

RT9-11 RT 11-3 RT 11-9 

RT 16-5 RT23-8 

RT20-1 RT27^ 

RT21-7 

RT22-II 

RT = Reading Transaction 

Reading to convey meaning. Reading transactions that occurred in this category 

involved the reading aloud of a text by a student or Mrs. Hood in order that the listener 

receive the intended message. At the beginning of the project after the first song writing 

session, the students read aloud their journal entries about flowers to Mrs. Hood (RT 2-

25). Mrs. Hood actively listened to the meanings they had constructed as a way to get to 
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know the prior experiences of her students, and asked some questions to access deeper 

meanings because most of what she had heard was "I like flowers. Rowers are pretty." 

This is when she decided to provide the students with more hands-on experience with 

flowers. Eventually, over the course of the semester, the students were socialized to the 

read aloud process and the overt expectation that they'd be given some kind of feedback 

after the reading. At this time however, the intent was for students to feel afllrmed as they 

simply conveyed meaning. During the process, Mrs. Hood read the lyrics they had co-

constructed in-between opera sessions (RT 9-11). At the end of the composition phase. 

Marissa (S) read a note to me that she had written using invented spelling in English, 

demonstrating her developing bilingual ability (RT 16-5). Her writing providing a 

benchmark for her understanding that song writing was, in her own invented spelling. 

"Otnow" (All done now). Her writing will later be shown as an example of social 

interactional writing. During the production phase, Mrs. Hood read the student's names 

o^ the bottom of their paper mache props, the pots, as a way to efficiently match pots with 

kids. Prior to the performance phase, adults read several letters to the children with the 

intent that the message be understood and shared with the parents when English and 

Spanish versions of the letters were sent home (RTs 21-7 & 22-11). 

Reading to value students' meanings. In this category, reading is used to value 

ideas and experiences as when Mrs. Hood read the students lines that they had dictated to 

her (RTs 2-12 & 11-3). The two transactions that were placed under this category are an 

example of the multiple interpretations that can be given each transaction. There were 

numerous instances of the facilitators reading the students' dictations of original ideas. 

These ideas were the basis of lines for the libretto (songs). In recording the students' 

ideas, the facilitators value the students' ideas and experiences. In this case, quantity (or 

lack of) does not mean that this category served a lesser purpose. One transaction can 
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serve a heuristic purpose of use or function by suggesting a way to support learners' 

reading literacy. The validation of students' ideas was central to the success of the process. 

During our many casual pre-session and post-session debriefings. Dr. Rinehart shared 

what he calls " The Growth Continuum or Spiral." He said, "For growth to occur, you 

create the conditions for affirmation and acceptance which is an invitation for trust building 

and risk-taking. Wendy (Mrs. Hoodj is a master of affirmation and acceptance." He 

added, "My responsibility to you (the learner, another human being) is to provide these 

conditions." What often happens in schools, however, is movement in the opposite 

direction on the spiral in that barriers are created so that acceptance and acknowledgment do 

not occur, trust and risk are not invited, and the learner fails to thrive or grow. 

Reading to ^et feedback. Transactions under this heading shared features of the 

previous one in that they were a conveyance of meaning, but more specifically, reading 

occurred with the intention of getting feedback. For example, eariy during the composition 

phase, Mrs. Hood read several lengthy sentences that the students had dictated, "I'm very 

old. 1 want to go home. I want to rest" She asked the students to listen and repeat back 

what they heard. Students responded with a shorter, more cohesive version that captured 

the essence of what they understood. They decided to write, "I'm very old. I want to go 

home and rest." This line was recorded because it was less cumbersome and helped the 

rhythm of the song. In the middle of the composition phase, with Mrs. Hood as the scribe 

for their dictations, some students asked if they also do the writing. They read their work 

to Mrs. Hood and she commented on it (RT 11-9). This is described in more detail in the 

next section on writing. Mrs. Hood also needed feedback. She asked me to read the draft 

of the opera program for accuracy of information (RT 23-8). 

Reading to make a presentation. The Opera E'roject, with its many demonstrations 

of reading, was a vehicle for the inquiry on China. When I asked Milan (English 

dominant) what she wanted to learn to do [in this inquiry! she said, "I want to learn how to 
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learn about China" (10/10/95). Early in the process, Mrs. Hood set the stage for the co-

inquiry by collecting ideas to share in the form of artifacts and books. She presented this 

process of information gathering as an invitation to the class to learn with her. She read 

one of the books and they read along (RT-4-1). The presentation of her personal 

engagement with the theme led to the students asking their own questions and sharing 

personal experiences. In this way Mrs. Hood got to know their interest which was another 

major theme in the opera experience as an experience process. 

Reading to Comprehend 

For the students in Mrs. Hood's first grade class, learning to read and write a 

written communication was the core of their first grade curriculum. The way Mrs. Hood 

chose to do it was through the Opera Project which was also the core of half of their school 

year. That is how she introduced the Opera E^roject to a group of parents at the Open 

House in September. She said, "Last year [ did an opera with my kids at the end of the 

year and one of the kids said. The reason we do an opera is so kids can leam to read.' 

And that's how easy it is" (Open House talk, 9/12/95). In Table 7.4,1 show where each 

type of reading to comprehend was used in the Opera f^jecL RT refers to reading 

transaction. The numbers following RT refer to the multiple literacy event and the specific 

transaction that occurred within it 



Table 7.4 

Reading Transactions Classified as Reading to Comprehend 

Reading Reading to Reading the Reading Reading to Reading 

generatively understand teacher's with a focus make sense critically 

to niake and follow message to extract of a graphic and 

sense of text directions specific text reflectively 

information to make a 

decision that 

affects 

one's life 

RT3-23 RT 18-10 RT23-2 RT 1-4 RT2-I6 RT 1-3 

RT4^ RT4-10 RT6-1 

RT6-2 RT6-4 RT9-1 

RT9-I6 RT6-7 RT9-19 

RT 12-6 RT6-I8 RT20-9 

RT 13-2 RT9-7 

RT 13-5 RT12^ 

RT 14-3 RT21-5 

RT 19-8 RT22-3 

RT22-2 RT24-I 

RT22-9 

RT26-4 

RT = Reading T ransaction 
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Reading generativelv to make sense of a text. This sub-category contained the 

largest number of reading transactions obtained from the following genres: collaborative 

narrative (libretto), letters, and collaborative joumaling. This was not a surprise because as 

a veteran first grade teacher, I had understood reading to be the construction of meaning 

through which learners make sense as they regularly transact with texts. When the whole 

group read the large-type computer-printed libretto which was usually hanging on a chart 

stand, one or two students used a pointer to guide the reading and singing. The print 

served to motivate their attention to the words and subsequent memory of them. Singing 

accompanied most of these reading transactions. I should emphasize that the songs they 

were reading were their own constructions based on the story they chose (RTs 3-23.4-6. 

6-2,9-16,12-6, 13-5,14-3, 22-2, & 22-9). At other times, first graders read letters from 

their second grade pen/pencil pals (RT 19-8 & 26-4) as shown in Rgure 7.2. These letters 

also served another function as springboards to letter writing. Eric's letter to Kris was 

notable. Their class was just beginning to leam Spanish. He comments that he didn't 

understand the Spanish. Experienced opera-goers read a libretto before the performance 

and become familiar with the story and language. Perhaps Eric's letter reminds us of the 

issue of accessibility. Sharing the libretto with the second grade penpals provided another 

opportunity to learn some Spanish as they became more familiar with the story. 



are Opm.B grof. I ihink your~ 

— 
11 lik ,'t vet/ mchiW 

2̂v« Mi/id/ Î'dd Roa/nH' 

Ikgrsk Lfo U ireiy nmd\ 

/b^rKris  
Ha. _nA yffl .  - f i i r  mi/i f-ma OS M 
qpeiU. ^J6ur caJT t 
( jAur ope^r^ hu-l-T CMIH ^Af Urdtt. 
•Ht*. -̂ aiAf Ciâ  room U/(L̂  i 

tJnur tiu.i-^ teuM'Af ttnatr 
5pj/ i /5A.  ybaf  room jU0 5nii i l l  

T rfcoirt^ yhtij har iWinK /o** 
recurv't^ thfi-

frô t̂̂ uT pAna/£ ĵ i T. 

Figure 7.1. Letters to First Graders From Second Grade Opera Pen Pals. 



241 

Reading to understand and follow directions. There were not many transactions in 

this category during the opera process, but the category does serve to represent an 

important function. When the students were making props in the production phase of the 

process, Mrs. Hood gave them a pattern worksheet for making large "stage seeds." She 

helped the group as they read the directions together (RT 18-10). 

Reading the teacher's message. During the week before the performance, I 

observed Mrs. Hood writing a message on the board (RT 23-2). This evoked new 

questions from the students. She wrote. 

After today there will be 5 more days until the opera. 
Despues de hoy estariar S dfas m^ hasta que hacemos la opera. 

Reading with a focus to extract specific information. A large number of reading 

transactions clustered under this category heading. The nature of this kind of reading was 

to look for something specific in a text For example, they read the votes that were 

recorded next to the titles of the books they nominated as the basis of their opera. 

However, the libretto was the text most used for the purpose of flnding particular 

information in a text As they composed, edited, or read/sang the libretto, they were asked 

by the facilitators (teacher and aitist-in-residence) to locate specific information. This 

illustrates how contextually-bound and relevant the reading was. During music 

composition, they looked for a specific phrase (a repeating phrase) so they could compose 

a melody for it (RT 4-10). When they each received their own copy of the libretto, Mrs. 

Hood asked them to locate 'The Emperor's Song" title (RT 6-4). As they practiced the 

songs, they were asked to find specific phrases to sing (RTs 9-7 & 22-3). A very large 

Spanish dictionaiy was often used the apprentice teacher when asked by the teacher to look 

up words (RT 6-7 «& 6-18). Sometimes, Mrs. Hood asked them to count how many times 

a particular word appeared in a song, "bonitas,"(pretty (pLl) for example (RT 12-4). 



During the blocking portion of the production phase, they were able to find their names on 

pieces of tape on the stage floor. 

Reading to make sense of a graphic text. This category presents the non-discursive 

but not uncommon practice of calendar and map reading in schools. On the flrst day of the 

opera, the students read their daily and monthly calendars looking for the words "opera" 

and "centers" (RT I-l). Centers were a part of the integrated curriculum that related to the 

Opera Project. 

During the second opera session, students were given maps of China and the 

world. They read the map to find Tucson which was indicated with a circle and China 

which corresponded with a diamond. They talked with one another as they worked to 

make sense of the text. Mrs. Hood asked that they take the maps home to discuss what 

they were learning widi their parents (RT 2-16). Later into the process, the class welcomed 

their new aide of Rlipino descent. Mrs. Hood held up a globe as they looked for Ms. 

Rose's home of origin (RT 6-1). 

During the times when the students were reflecting on the process, the apprentice 

teacher kept a record of their participation (RT 20-9). She showed Mrs. Hood the system 

of dots and dashes she used to indicate a response or a pass. Because of the size of the 

group, Mrs. Hood created opportunities for small group sharing. One day during the 

composition phase, the children were well into their study of China. Alberto greeted me 

when I arrived and showed me the Chinese worksheet he was writing on. He pointed to 

the characters and read, "One, two, three, that's what this means" as show in Rgure 7.2. 

Later in the session. Mrs. Hood showed me the Chinese books the children were reading. 

They were studying the nature of various writing systems and noting the patterns in the text 

(RT 9-19). The game-like quality of looking for patterns in an unfamiliar language helped 

to make overt the nature of pattern in many of the English and Spanish books they were 

f 
f 



reading. They came to view Spanish, English, and Chinese as some of the many ways to 

make meaning. 
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Reading criticaJiv and reflectively to make a life decision. While there was only one 

transaction in this category, it was of great import in the lives of the students. During their 

first session, they read all the titles of the books they had nominated and chose the story 

they would be living with for three months. 

Reading to Get an Example 

This kind of reading referred to using a text to make a point about something. For 

example, Mrs. Hood showed Uie class the book The Emotv Pot by Demi. She wanted tiie 

students to take some copies of these books home and share it with their families (RT 2-

18). At the Open House, Mrs. Hood stressed the value of parents reading to their children. 

She worked hard to create links between the school and the community. She told me the 

one key person who helped make those links was her bilingual paraprofessional. The book 

served as an example of the link between home and school. 

Reading to Generate Something New 

The Opera Project appears to meet Dewey's conditions for an educative experience: 

It is based on the learner's interest; it is considered thought-provoking, enjoyable, and 

worthwhile by the participants; it presents problems tiiat stir us from our proverbial sleep 

and create a need for resolution; and it is of considerable duration so there's continuity and 

time for the inquiry to unfold, consummate and lead to new questions (Dewey, 1933). 

Dewey was clear that it was not just the current experience but what possibilities it opens 

up for the future. The Opera Project is a means for engaging in a familiar inquiry process 

but one does not know specifically how it will unfold. It is based on reflective thinking 

and the generation of new ideas tiiat emerge in the course of the process. There is a quality 

of doubt or tentativeness that creates a dynamic tension. This tension or ambiguity drives 

the inquiry to its release in new forms and ideas. Educational activities that are performed 
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with a habitual certainty do not lead one to ask new questions or make fresh observations. 

In this category, reading to generate something new, one of the larger categories shown in 

Table 7.5, the quality of these reading transactions reveal the creative nature of inquiry. 

Sub-categories include; (a) reading to spark an idea, (b) reading a text representing 

students' thoughts to generate a shared text, (c) reading to generate a reflective response, 

(d) reading to revise a text, (e) reading to set the stage for the next activity, (f) reading to 

generate meaning in another sign system, and (g) reading to push something further. RT 

refers to reading transaction. The numbers following each RT indicate the multiple literacy 

event and the specific transaction within the event. 

Table 7. 5. 

^^2diQgiSfl^£y2QLQ3||ifi^J|;^idiQS,^;G|Q|Qgj2Ee|yng_^e^ 

Reading to 

spark an 

idea 

RT 2-23 

RT3-4 

RT5-2 

Reading a 

text re

presenting 

students' 

thoughts to 

generate a 

shared text 

RT 10-3 

Reading to 

generate a 

reflective 

response 

RT2-6 

Reading to 

revise a 

text 

RT5-1I 

RT7-3 

RT8-7 

Reading to 

set the 

stage for 

the next 

activity 

RT2-1 

RT5-5 

RT5-I4 

RT6-6 

RT7-I 

RT 14-2 

Reading to 

generate 

meaning m 

another 

sign 

system 

RT3-16 

RT3-18 

RT3-25 

RT 3-33 

RT7^ 

RT 15-1 

Reading to 

push 

something 

further 

RT3-11 

RT 3-29 

RT = Reading Transaction 



246 

Reading to soark an idea. In multiple literacy event 2, "Reviewing their story and 

composing their first song," which is rendered in Act Three, Scene Rve of the libretto in 

Chapter Six, the session began with a student asking the question, "Are we really going to 

do an opera?" Rosana (E) said, "It's hard work." Mrs. Hood said, "It's fun once we get 

there but it hard work along the way." Dr. Rinehart said, 'They'll be making a lot of 

decisions." The children were momentarily quiet as they reflected. Mrs. Hood read the 

line, "I love you flowers" and asked, "Who can stand up and say 'I love you flowers' in 

lots of different ways?" One after another students tentatively stand and said it. Davina (E) 

sang and Dr. Rinehart played it. Others were given the opportunity. Mrs. Hood noticed 

that Beto (E) was singing in Dr. Rinehart's ear and asked if he v anted to try. Dr. Rinehart 

asked him which led to the class pleading for him to sing. "Pleeeeeeeeeeeeeeeease! they 

said in chorus. This continued and Beto (E) sang to Dr. Rinehart, "I love flowers." I 

knew it was in there." Dr. Rinehart said smiling (RT 2-23). On another composing 

occasion, a student asked if they could look in the book for ideas. They discussed the 

meaning of the phrase "tending a garden" by connecting to personal experiences and 

sharing stories (RT 3-4). Transactions in this sub-category sometimes had the quality of 

brainstorming sessions. The students and Mrs. Hood discussed a page from the book and 

generated ideas for the libretto. Mrs. Hood asked, "How is he [the emperorj going to 

choose [a successorl?" Czarina (S) offered an idea, "He has to look for one." Others kids 

were in clusters whispering, watching, or chatting. Davina (E) said, "Whoever grows the 

prettiest plant can be the emperor but the other kids cheat." More offered ideas. Mrs. 

Hood acknowledged these ideas and wrote them on a piece of paper. Then she read a line 

from the book," I'm very old. I want to stay home and find a new emperor-a successor 

to the throne." She asked. "How many want those words? That's good book language." 

Reading to generate a shared text. Surprisingly, this sub-category had few 

examples even though the nature of the process is the collaborative construction of a shared 
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text. The nature of reading is that it is a reciprocal process to writing. One example was 

the reading of a phrase they wrote to generate more language (RT 10-3). Most of the 

reciprocal transactions can be found in the collaborative narrative category in the writing 

section. 

Reading to generate a reflective response. The transactions found under this 

heading also were minimal due to the fact that many of them occur in the autobiographical 

portion in the writing section that follows. I observed that prompts for journal writing 

were always oral in Mrs. Hood's class. Another example of reading to generate a reflective 

response occurred when the facilitators (Mrs. Hood and Dr. Rinehart) read the students 

dictations and reflected on the poetic language evidenced (RT 2-6). This led to the "Flower 

Day" described in the following writing section where students studied flowers, drew, and 

wrote poetic couplets about their attributes. 

Reading to revise a text. Revising text was a practice that occurred throughout the 

composition phase and into the production phase. Students revised as they read and sang 

(RT 5-11). Mrs. Hood showed the students the word "their" on a libretto song chart and 

asked how they could make it into "the" (RT 7-3). When the students were reading their 

poetic language to their teacher on "Rower Day," she helped them rearrange the words to 

generate more poetic rhythm. 

Reading to set the stage for the next acti vitv. In this sub-category, there is evidence 

of the generative nature of the Opera Project. There was a cyclical nature to the process. 

For example, the artist-in-residence would begin sessions by playing past songs as a way 

to provide continuity and set the tone for that day's reading, writing, or music making 

session. It is possible the students remembered the entire text of the libretto so well due to 

the vast amount of repetitious reading (and singing and moving) they engaged in during 

composition and production. In addition. Mrs. Hood worked with the class in-between 

sessions. They wrote and read songs in preparation for music composition with Dr. 
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Rinehart(RTs 5-14,7-1 & 14-2). They also read the existing libretto song charts. Other 

examples of reading to set the stage for the next activity occurred at the beginning of 

composition in RT 2-1. After the children retold the story, she read it pausing so the 

children could fill in the words, phrases, or line. In reading transaction S-5, Mrs. Hood 

read a line in the book to contextualize a word ("proclamation") that they'd need to think 

about in the next session. At another time, to set the stage for more song writing, Mrs. 

Hood turned the pages of the book as she held it out facing the children. They discussed 

the passing seasons illustrated with words and pictures (RT 6-6). 

Reading to generate meaning in another sign system. The transactions that emerged 

in this sub-category were specific to this study. They are unique to creating and producing 

young children's opera and doing inquiry. For the most part, transactions related to 

reading a line and creating invitations to use another sign system to embody the meaning of 

the line. For example, when a student or Mrs. Hood pointed to words on the song chart, 

they were asked if they could "sing it different ways" (RTs 3-16,3-18,3-25,3-33,4-8. & 

15-1) or decide which word in a line was the most important and indicate duration and 

accent Evidence of children using actions to embody the meaning of a line were 

categorized in the movement/drama section. 

Reading to push something further. The last sub-category under the heading of 

generating something new was evidenced in transactions where the text was read and the 

students were encouraged to clap the rhythm of the line and fmd the accents. Other 

transactions that might fit under this category have been absorbed elsewhere in the analysis 

since this grouping can be interpreted in multiple ways. The challenge is for the facilitators 

to be aware of their own demonstrations of encouragement as well as the students' own 

initiations of intent and action. Mrs. Hood shared her concern during a debriefmg that in 

her eagerness to encourage an enthusiastic student who was considered by the group to be 

a "star" or leader (as indicated in the sociogram). she was surprised when she invited him 
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to perform before his peers and he almost fell apart, saying, "Oh no, not again." Mrs. 

Hood, quick to make the adjustment, redirected the focus of her coaching role. 

Reading to Remember a Text 

As described eariier in this section, the opera process allows for a lot of repetition 

of story, music, and action which appears to be a memory aid as evidenced in reading 

transactions 3-8,5-8,6-25,9-3, and 17-3. One of the ways used to facilitate remembering 

lines included using a "my turn, your turn" strategy to teach songs while reading the chart 

(RT 5-8). To remember a song they had written one week prior, Mrs. Hood pointed to the 

words as they read (RT 3-8). She also pointed to the words as they read/sang at other 

times (RT 9-3). Dr. Rinehart read a line and they practiced saying it several times before 

composing the music for it (RT 17-3). They read previously composed music and snapped 

the rhythm of the line as someone pointed to the libretto chart (RT 6-25). 

Reading to Eniov 

As described in die introduction to this section, this category emerged when I 

looked to classify a singular transaction in which the students were choosing to read for 

pleasure as they waited for Dr._Rinehart to arrive. The new books from the library were in 

the room along with all the artifacts that Mrs. Hood had collected and brought in to share 

(RT 4-3). The children were very excited and becoming more interested in the China 

theme, asking questions. While this free choice session was observed only once. I know 

that it occurred on a regular basis in the everyday in-school lives of these first graders. 

Commentary on the Reading Transactions 

In this section on reading literacy in a comparative frame, I have presented evidence 

of the types and uses of reading that occurred in a first grade Opera Project. The focus of 
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this analysis was on the transactions that occurred during opera sessions. Evidence is 

presented that shows how the Opera Project has features of an inquiry-oriented experience 

especially through the generative nature of the reading transactions during sessions. While 

the community and school were discussed at length in Chapter 4, what is not known are the 

types and uses of reading literacy outside the classroom setting in the form of an in-depth 

profile. A complementary study to this one would be to conduct a home, community, and 

school literacy profile of the participants in an opera project and compare them with one 

another looking for similarities and differences and how they support or parallel one 

another. In this analysis, it is clear that since literacy transactions can be placed in a 

number of categories, an openness of interpretation is needed, allowing the categories to 

serve a heuristic function as they suggest new ways to conceptualize language arts/literacy 

and music/opera education. In the next section, I present the analysis of writing evidenced 

in the Opera Project 

Writing 

In the following list of categories, types of writing evidenced during Opera Project 

events are made explicit by using the comparative framework for literacy developed by 

Taylor and Dorsey-Gaines (1988): (a) autobiographical; writing used to record one's 

feelings and thoughts, (b) substitutional: writing use when direct oral communication is 

not possible or to reinforce or follow up on an oral message, (c) educational: writing used 

to meet the requirements of language arts curriculum and to educate oneself, 

(d) instrumental: writing to organize and meet practical needs, (e) social-interactional: 

writing to establish, build and maintain social relationships, (f) memory-aid: writing to 

serve as a reminder to writer and others, and (g) creative: writing to express self. Their 

study showed how primarily verbal conceptions of literacy were used in a wide variety of 

contexts and for different purposes. In this study. I found seven of the writing types they 
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used and added another category specific to this study, (h) collaborative narrative due to the 

quantity of shared writing that occurs in an Opera Inject. Constructing a shared text, the 

opera libretto, was a primary way of making and preserving meaning across the sessions, 

particularly during the composition phase. 

In Table 7.6,1 show where each type of writing was used in the project. WT 

refers to writing transaction. The numbers after each WT refer first to the multiple literacy 

event and then the transaction occurring within that event In this section, I provide writing 

samples for each type. An (E) for English or (S) for Spanish following a child's name 

indicates language dominance at the time of the study. 

Table 7.6. 

Tvpes and Uses of Writing 

Types Uses 

Autobiographical WT2-14 WT3-20 WT5-6 WT9-15 WT9-18 

WT 17-8 WT 11-11 

Substitutional WT 1-2 WT 12-1 WT 17-7 WT 18-5 WTI8-8 

WT23-1 

Educational WT2-21 WT3-10 WT3-12 WT3-27 WT6-10 

WT 10-6 WT 11-2 WT21-4 WT9^ 

Instrumental WT 1-5 WT4-13 WT 20-10 WT 1-la WT4-14 

Interactional WT6-13 WT 16^ WT 19-9 WT23-9 

Memory Aid WT4-2 WT21-1 WT22^ 

Creative WT8-6 WT 15-5 WT2-25 

Collaborative Narrative WT2^ WT2-5 WT2-20 WT3-5 WT3-15 

WT6-19 WT9-9 WTlO-4 WT 10-9 WT ll-l 

WT7-6 WT5-3 
\VT = Writing Transaction 
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AutobiographicaJ Writing 

For the participants in the Opera Project, reflecting on their thoughts, feelings, and 

actions came to be an integral part of their understanding of themselves in relation to the 

process. This kind of writing was most evidenced in the form of individual or group 

joumaling, in the case of the students, and for the artist and teacher, in portions of the 

documentation forms (journals WT 3-32). The documentation form also served an 

instrumental function in that it provided necessary information for the grant funding 

agencies directed through Very Special Arts Arizona, the non-profit arts organization 

described eariier. These forms were a part of the required paperwork for the project and 

were often given a low priority by the facilitators. A preference for oral debriefing emerged 

and these were audio-taped, video-taped, and transcribed, entailing more work for the 

researcher and intern but yielding a richer and more revealing account of the participant's 

personal experiences. 

The children engaged in a variety of joumaling transactions. In multiple literacy 

event 2 on September 11, the class reviewed the story and composed their first song. 

"Rowers that Smell Like Perfume." Upon returning to the class, Mrs. Hood read their 

lines from her clipboard and said, "Since everybody dreamed of a flower inside our head 

but didn't get to talk about it, maybe you could draw a flower and write about it." Davina's 

(E) drawing (shown WT 2-17 in Rgure 7. 3) and writing reflect the personal connections 

she was making. In this way, Mrs. Hood got to know the children's prior life experiences 

and something about their interests and home life. Life experience is the place where the 

inquiry cycle (Short & Armstrong, 1992) described in Chapter 2 begins and then 

facilitators build on the known. 
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H^ure 7. 3. Davina's Journal. "I like flowers 'cuz my cat likes flowers too. My kitten is 
sniffing the flowers. It is a sunflower. My mom has two." 
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In multiple literacy event 5 on September 19, after successfully composing four 

songs for their opera, Mrs. Hood asked the students, "How do you feel about the opera?" 

Javier's (S) (shown as WT 5-6 in Rgure 7.4). In Javier's drawing, he has shown his 

perspective of the classroom layout during a session. A table with chairs is on the far left 

with other structures available to gather around or between. Dr. Rinehart is on another end 

of the room seated behind his keyboard. A large area on the rug is available for the 

children to gather. Notice that Javier has drawn himself in the front and smiling. He 

shows an interest in using English in his writing and dictates in Spanish, "Me siento bien 

porque me gusta cantar. Me gusta la musica de la opera." This translates, "I feel good 

because I like to sing. I like the opera music." Javier was later chosen by his peers to be 

one of the main characters in the opera. Ping. 

o P e^oohqppY 
CTavier 

i G l n q  

ih 

me kjcn 

eperou 

Figure 7.4. Javier's Journal 
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In multiple literacy event 10 on October 10, the group composed the "I Need Some 

Soil Song." During this song, Kris (E) asked if he could write it as they went along, 

joined by others. The tone of the session was happy and energetic. There were a lot more 

peer to peer interactions. After the session, Mrs. Hood asked the students, "What felt 

different about today?" Alberto (S) surprised us with his invented Spanish spelling, 

"Mgsoct" (He read. Me gusta cantar, and the teacher wrote it inconventional Spanish. It 

means, I like to sing). He also attempted to write in Chinese and circled the sentences to 

highlight his growing awareness of the use of multiple writing systems to make meaning as 

shown in Rgure 7.5. The teacher labelled the "Chinese writing." 

Hoj^sdjdeocjf^  bre/f/5 

can+ar 

Figure 1.5. Alberto's Journal 
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In multiple literacy event 17 on October 31, at the end of the composition phase and 

the beginning of the production phase, Tony (E) wrote in his dragon journal that he wanted 

to be the emperor (shown as WT 17-8 in Rgure 7.6). The class had just conducted 

auditions for Ping and chosen Javier and Milan. The next day, Tony auditioned and was 

chosen by peers and facilitators. 

o 

Figure 7.6. Tony's Dragon Journal. 'THEM B" means 'The Emperor." 
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In multiple literacy event 23 on November 15, during the production phase, the 

children rehearsed on the stage, blocking for placement and movements. Mrs. Hood asked 

them to reflect on their experience of making an opera. Davina's drawing, shown as WT-

23-10 in Rgure 7.7, was in Mrs. Hood's words, "the most sophisticated and detailed." 

Dr. Rinehart plays the piano at the left with his score book evident The characters are in a 

boat and drawn with the style of the author/illustrator Demi. A large flower, the key to the 

emperor's choice of a successor, is framed on the right. Davina's drawing reflects an 

awareness of Chinese culture (some of her own heritage, according to Mrs. Hood) and at 

the same time an identity as an American. Davina was chosen to be the mom and in this 

picture has her hand on Ping's shoulder. The caption, "I feel pride honor and respect" is a 

reflection of months of community, school, and classroom socialization. Ping is centrally 

portrayed with dignity in the company of a proud, honoring, and respecting family. 

Davina's drawing represents a sensitive and deep understanding of the meaning of the 

story. 

Pn'OC A/HD/fonor ^ 

[1 Li 'Ke Us A n A/ 

Figure 1.1. Davina's Journal Drawing. "I like to sing a lot" 
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Reinforcement/Substitutionai Writing 

In this category, writing was used when direct oral communication was not 

possible or needed to be a private exchange, or as a way to follow up on an oral exchange. 

Six examples of this type were found during the opera process; a record of the books 

named as choices for the opera, Leo's (S) list of three choices for the color of his costume 

(shown as WT 12-1 in figure 7.8), a permission letter to the parents about wearing their 

opera costumes to school for a character parade (WT 17-7), a list of children's names 

identified by their peers as candidates for the role of the emperor during auditions, a note 

home about the results of the auditions, and a message on the classroom board indicating 

how any days were left until the performance. 

Figure 7. 8. Leo's Costume Choices. "Brown, red, green." 
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Educational Writing 

Educational writing was one of the largest categories in this study. Examples of 

uses of this type of writing were: revising songs (WT 2-21), adding words to the "emperor 

song," and engaging in a graphophonics strategy lesson as illustrated in Act Three, Scene 

Six of the libretto in Chapter 6 (WT 3-10) provides these examples: spelling words during 

song writing and translating from one language to another focusing on the three language 

cueing systems (graphophonics, syntax, and semantics WT 6-11) and taking notes during a 

composition to practice writing and have their own record of a session (WT 10-6). 

The following is an excerpt of a composition session where the intent is to give a 

demonstration of spelling strategies in a bilingual context; 

The writing of the libretto continues. They have been discussing the meaning of the 
word proclamation. How would you say i have a proclamation from the 
emperor' in Spanish? It's almost the same. Let's do a piece at a time. Some of 
those words are hard for us. How do you say 'I have' in Spanish? Que quiere 
decir 'I have?' 'Yo tengo,' says someone. Mrs. Hood repeats and says. We can 
say 'tengo.' Dr. Rinehart (Dr) writes. Mrs. Hood says 'una and pro-cla-ma-ci-
on.' She writes, looks over at Dr's writing and says for his beneHt, "a 'c' instead 
of a't' and an accent" She is writing on a paper on the table and continues. She 
asks. How would we say 'from?' Someone says 'from-f and Mrs. Hood smiles 
and says. That is in English, now how would we say that in Spanish? Some kids 
are spelling words out loud. Rafael says, 'para' and someone says 'del 
emperador.' Music composition continues with the now familiar pattern: snapping 
the rhythm of the line and suggestions for tempo and pitch. 

In years past, Mrs. Hood wrote the children's opera dictations on large chart paper, 

just as she did most mornings for "News Time." This year because of the small size of the 

portable, the layout of the room, and number of people in the room, it was difficult to 

manage and Mrs. Hood had been wnting on small pieces of paper. During the project, the 

children were becoming increasingly interested in writing. In the multiple literacy event on 

October 10, this transaction occurred as recorded in my field notes and rendered in the 

libretto in Chapter 6, Act Three. Scene Nine. I introduce the scene and illustrate with the 

text that follows. 
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Mrs. Hood prepares to launch into the next writing episode. She has a piece of 
paper by her side and pencil in hand. Kris (E), often quiet during composition, and one of 
the few students who can read and write, is sitting along the wall. 

Mrs. Hood: I was talking to Dr about some of the other writing and remember we sang 
die part about I have a flower seed a teeny tiny flower seed... ? 

Students: Yea! (someone sings 'What does a seed need?') 

Kris: Can we get our own piece of paper and write it down so I can see it? 

Mrs. Hood: Would you get a piece of paper and write it down so you can see it as we're 
going and then you can do that for yourself and some of the kids around 
you? 

Students: I want to do it... me too! 

Mrs. Hood: Ivan (S), Beto (E), Milan (E). You want to write your own too, Davina? 
How about just them today and we'll have some other people other days? 
The writing continues. At the end of the lively session, the children file out 
of the portable singing "I walk tall with pride." The children who had been 
writing remain to read their work to Mrs. Hood. Davina (E) shows Mrs. 
Hood her paper and says, "A little more soft" Mrs. Hood turns to me and 
says, "A critical evaluation of the situation" as shown in WT 10-6 in Rgure 
7.9. 

Heure 7.9. Davina's Critique. "A little more soft" 
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Milan says, pointing to her own writing, "those are the different songs." She 

sings, "dark dark soil" and "my name is Ping." She stops, shakes her head and says "no, I 

messed up." She reads and miscues, "I need a pot -any -I need a pot -a blue pot -a green 

pot -a magic pot -any kind of pot." Kris helps her read. She shows Mrs. Hood another 

paper. She says, 'The best is the last." She sings and then says, "I just made up this one 

so maybe the class could try it" She reads and sings to the tune of another familiar and 

multicultural classroom tune-Good Morning. "Good flowers, good flowers good flowers 

are here. You grow flowers, you grow flowers, flowers are for you." Kris puts the four 

pages he has been writing on the table before Mrs. Hood as shown in Figure 7. 10. He 

reads, "I am a magic pot I am a magic pot I am a blue pot I am a green pot" Mrs. 

Hood says, "You know Kris, you have very good ideas and whenever you have an idea 

like 'Can I write something?' and we're not doing writing, you go ahead and ask. It was a 

beautiful idea." She asks Kris if she can keep these and gives them to me. 'Those are 

keepers aren't they? She reflects, "What happens to kids like that when the teacher has 

such a clear agenda in their head and it's, 'No, you can't write. You have to sing!' Why 

do I need to be the only scribe in the room?' 

^ Ag e / ^  

Heure 7. 10. Kris' Libretto Writing 
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Instrumental Writing 

This type of writing was used to organize and meet everyday needs. It is a part of 

everyday life and in many of the other kinds of writing that occurred in the Opera Project. 

Specific examples in this category are the forms children took home for their parents to sign 

and the thematic web of the China study. 

Interactional Writing 

In this category, writing is used to establish, build, and maintain social 

relationships. This kind of writing was at the heart of the experience of community 

building as it created invitations for the development of intimacy and cross cultural 

understandings. Examples of this type evidenced in tiie Opera Project include: tiiank 

you/appreciation letters (WT 6-13, WT 20-12), notes (WT 16-4), letters to pen pals (WT 

19-9, WT 27-3), and invitations (WT 23-9). 

At the end of the composition phase, Marissa (S) handed me a bright pink note 

card. I opened it, found it blank, and asked if she would write something about the opera 

inside it. She smiled, went to a table and soon came back. Inside and on the cover she had 

written in invented spelling, "O t now" and her name. Her face beamed as she read in 

English. "All done now" as shown in WT 16-4, Figure 7.II. 

Figure 7. II. Marissa's Note to Ms. Rossi 
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During the semester, the class established a pen pal relationship with a second grade 

that was also in the process of making an opera as part of the original Arizona Arts 

Education Research (AAERl) grant funded study described eariier. Their school was in 

another school district in the lower northwestern part of the ciQ^. The teacher and his 

previous second grade class were also introduced in Chapter I where they created and 

produced their version of Giariotte's Web. The children had not met each other yet. The 

second grade wrote the first set of letters. Milan's (E) intention to communicate clearly 

comes through in her letter shown in Rgure 7.12. 

/ypvEMbgR 
df^r pen ^I " 

T p M  V f  V g j  A  I F T T R R  

r A/V 5 o m £ R O  D Y / F  

r  l i i T F - n u g n p F g A  

Pl^OM mi I AN.  

Hgure 7.12. Milan's Letter to Her Pen Pal 
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Mrs. Hood's response to the first grade's writing was notable. At the end of one of 

the November 7 session, she handed me the letters they had recently written. She said, 

'That's what I wanted to show you I This is the most genuine writing they have done to 

date and of the most quantity. I made copies for their parents and for their portfolio." My 

role was to deliver the letters when I observed the other class doing their opera. Marissa 

(S) wrote her letter in Spanish with some English as shown in Figure 7.13. Her writing, 

presented here in quotes is in Spanish and English. The English translation appears below 

the original: 

"Qudn'do penpal. Me llamo Marssa. Me gusta hacer tortillas eci. 
Dear penpal. My name [is) Marissa. I like to make tortillas here. 

My birthday sen 6 diad. Marissa" 
My birthday is in 6 days. Marissa. 

(3̂  U ̂ ilio 
p e n . p Q i  

NAg \i(a)nao mcirSso^ 
f a p .  3L/5-r C\ 

m 
lAJ g)i rT hd d V 5^ 

d i a d  

^\arTS5a-

Figure 7.13. Marissa's Letter to Her Pen Pal 



Later that week, the first graders wrote to me in WT 20-12 as shown in Figure 

7.14., Davina's Letter to Ms. Rossi. Unfortunately, these letters were misplaced for some 

time and I didn't learn of them undl after the Opera Project The quality of their writing is 

high. I also noticed that all letters were in English showing a shift in their communication 

intent as they wanted me to understand, since I was an English dominant speaker. 

^ft(5R0S5\i 

D o  y a m  l i K ^  o u r o p f r a ?  

I l iKe^otL 

SinJ US. 

DoiVincu, 

Rgure 7. 14. Davina's Letter to Ms. Rossi 
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During multiple literacy event 23 on November 15, after the session in which they 

were blocking and rehearsing, the children worked at the computer on invitations (WT 23-

9). They wrote for their parents and important members of the community, such as the 

school board, the principal, and one for each class in their school. 

On November 22, after their opera performance, the first graders wrote to their 

opera pen pals inquiring about it (WT 27-3). They were planning on taking a field trip to 

their friends' performance in December. I was asked to deliver these letters and received a 

surprising response. The second graders were upset because some of the writing was in 

Spanish and invented spelling and they couldn't read them. In all the excitement of doing 

their performance and eagerness to communicate their interest in another opera, the first 

grader's letters had gone out without being proofread and edited. The second graders 

learned the value of clarity in letter writing and the subsequent quality of their journal 

writing went up, a process that I anticipate exploring in a future study. 

Memory Aid Writing 

In this category, there were just a few examples, some of which are discussed in 

other categories such as notes on the board from the teacher about how many days until the 

opera, the schedule, and the calendar. During the production phase of the project, the 

children's names were used to identify and remember their placement on the stage. The 

libretto could be considered a memory aid but will be discussed in the last category. 

collaborative writing. 

After the class decided on a story they were going to spend three months working 

on as they made an opera. Mrs. Hood and Ms. Sanchez, the student teacher, went to the 

library to gather books generally related to their study of China. When 1 arrived on 

September 18. Mrs. Hood was sitting on a chair with all eyes on her as she pulled a 

beautiful set of paper wings from a box. She was surrounded with boxes and a lot of 
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books. I start recording what I saw. She turned to me. "You've got a lot of tiooks to write 

down, Ms. Rossi." She told the children that I was writing the names of the books so if 

she ever does a study of China again, it won't be so much work. There was a whole other 

bag full of Chinese books in Chinese that Mrs. Hood's mother had collected. 1 never did 

get to record all those titles (WT 4-2). It served as way to remember the library books used 

in the Opera Project 

Creative Writing 

In this category, writing was used for communication and for self-expression. 

Mrs. Hood worked with the children on developing their awareness of poetic language. 

From the first song they wrote, "Rowers That Smell Like Perfume," Mrs. Hood was 

looking for the children's use of poetic language (WT 2-25). In the first song and 

subsequent reflections on the flowers they visualized, she noticed that while most were 

saying, "I like flowers. They are pretty. They smell like perfume." She also noticed the 

potential for couplets that they could develop as solos in their opera. She decided they 

needed more experience with real flowers as a way to expand their vocabulary and engage 

their senses. It was her understanding that poems were a response to nature so she worked 

to create the experiential linkages that would help evoke a poetic response. On October 2 

they did a flower day as described in a post-session debriefing. Mrs. Hood shared; 

We got flowers from the discount florist ... As a class we described things by 
attributes. Czarina (S) wrote 'Feels soft like the grass' and she wanted to get a 
rhyme. We worked on it. She was probably the one most aware of rhymes. 

Mrs. Hood read: 

Looks like many circles. 

Smells like bees. 

Feels soft like the grass 
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I 
that grows under trees. 

She read Samantha's (E) who had worked from a book on apple trees: 

An apple blossom 

from a tree 

Grew in my pot 

For you to see. 

Mrs. Hood continued; 

I pushed the language. I said. This is your language. Listen to what you said. 
Listen to these words.' I didn't give the kids any rhyming words but I rearranged 
some of their writing. They did the writing and they came to me at the computer. I 
helped them. Rrst I described a flower in ^e room and they had to figure out 
exactly which flower it was. Then I hid a flower in my bag and they had to ask me 
questions to find out which one it was. Rnally, we made a list of what they needed 
to do: a) choose a flower; b) look at the flower, c) make a list of words about the 
flower, and d) they could do the writing or get an adult to help. Leo (S) worked 
with his mother on this one. 

Mrs. Hood read: 

Mi flor es bonita. (My flower is pretty.) 
Se llama un clavel. (It's called a clover.) 

Huele bonita. (It smells pretty.) 
Es suavecita. (Its cool.) 

She added. "Isn't that incredible from the flowers are pretty? 1 gave them a rule. 

They couldn't just say 'Flowers are pretty and smell like perfume.' By the time they got to 

composing " I Have A Rower Seed," the children were fiill of ideas, based on their 

experiences with water, soil, pots, and sun. Their language and ideas blossomed as did 

their flowers. The quality of the interaction took on a synergistic quality illustrated in 

Chapter 1 and described in the literature review in Chapter 2: momentum, engagement, 

brainstorming, cooperation, and intimacy. Mrs. Hood continued: 
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As they were talking about the flower attributes, Ms. Sanchez read them The Tinv 
Seed (Carle, 1970). They opened the dead roses and looked at the seeds under the 
microscope. They talked atout planting their flowers. 'I need a pot to put it in any 
kind of pot' This is where they got 'la agua (water), el sol (sun), el calo 
(warmth), el frio (cold), and la lluvia (rain).' They started back at' I have a flower 
seed.' We thought this should come flrst so they could expand that part and I don't 
want to throw ^'s foutj... the pot is so signiflcant to die story. Each child could 
get their own pot They could niake paper mache pots. Tuesday afternoon it 
started. They sang [their songs] spontaneously at centers. 

"It started" meant the community-building social process began through which 

singing their own songs was functional, integrated, and meaningful to their everyday life. 

Fmally, on the last day of composition, while a small group was working steadily on a 

song, Rosana (E) drew a picture of Ping and wrote Ping is c... She asked me how to 

spell "crying." Mrs. Hood said, "ing" like Ping. Rosana flnished her work shown as WT 

15-5 in Rgure 7.15 and gave it to me. 

yf{ 

Figure 7.15. Rosana's Drawing. " Ping is crying." 



270 

Collaborative Narrative Writing 

The category of collaborative narrative is unique to this study and an expansion on 

the Taylor & Dorsey-Gaines (1988) framework. A distinctive feature of this process is the 

collaborative nature of all the phases. During composition, the challenge is for the group to 

co-construct a shared secondary text that evokes feelings and produces knowledge by 

seeing new or expanded possibilities in the primary text The function is primarily an 

aesthetic and creative one. Numerous examples of collaborative narrative emerged, making 

this the largest category. Most of the examples related to whole-group construction of text 

with a few small-group examples near the end of the composition phase. At other times. 

Dr. Rinehart and Mrs. Hood wrote the student's dictations on a large chart, in a score 

book, and on note paper. 

In one case, partners (sisters in first grade and second grade) constructed a story 

summary that served as the plot synopsis in the opera program that the community received 

the night of the performance, as shown in WT 22-13 in Figure 7.16. The older sister had 

co-created Uie "Coyote Opera" the previous year (described in Chapter 1). Their synopsis 

translates, "I love as story about Ping by Jackeline Frisby. One day a boy named Ping was 

the King of the land but the emperor wanted to send a message to the kids but the last was 

Ping. It said all kids come for some flowers seeds. I have a proclamation from the 

emperor. Come on Friday, come to the palace and get your flowers. When do we get our 

flowers seeds? The emperor said he let the flowers choose." 
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o/v> n<ty 5 

djas the fa'nq oFni 

L a . n D  & a r  t h e  & n \ P r \ j ^ m i T  

To P Lq r .. ̂  p L qy r 5, ~ 

o/ig ring empr 

l M a r \ i r -  To , 5 ̂  />)<j o. mgs^ 

TO Th/^  KI  cb  a  e  T c  

/•asr—tcUZ-S fclitfe—' T ggj 
q  </  Ki 'os  C <7m t e r  sa /n  

trLa.ujr-s Seed^ ^ 

e ' ^ r p t m t s k e n  ^Jnpjr-

C / ? !  O n  P n ' d ^ y  C o m  - ^ - q T / j ^  

^ n J '  ^e-r 

PLciutS. U/in u/e q^L/_. 

P L o T ^ e  

5 e D  ttt̂ ~m 

gr £4 71^ 

Figure 7.16. Plot Synopsis by Jackeline and Her Sister in Second Grade. 
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Commentary on Writing Transactions 

In this section on writing in a comparative frame, I have presented the categories 

based on Heath (1983) and Taylor & Dorsey-Gaines (1988). Another category, 

collaborative narrative, emerged from the study. These categories suggest that written 

literacy is very contextual in form and fluid in function. Writing transactions could be 

placed in one or more categories and were used for a variety of educative functions in the 

opera process. 

Music 

In the following list of major categories, types of music transactions evidenced 

during the Opera Project events are made explicit by using the Arizona state standards for 

the arts that were being developed at the time of the study: (a) music to create and (b) 

music as art in context. Music as inquiry was not made a specific category in this study as 

[ believe it was embedded in the opera process. The adoption of these standards at the state 

level was considered by advocates to be vital to the centralization of arts in the schools. 

While standards were being adopted for the other eight core subjects, advocates (a team of 

professionals with input from parents and the public) worked rigorously to develop 

guidelines for music, visual arts, theatre, and dance to ensure that the arts were treated as a 

core subject at the center of learning and valued as a tool for curricular integration. In my 

analysis inquiry was not made a specific category as I believe it is embedded throughout the 

process. The intentions of the teacher and artist were considered in this analysis as well as 

student perceptions of sessions as documented in reflective commentaries at the end of 

many of the sessions. In Table 7.7,1 show where each type of music was used in the 

Opera Project MT refers to music transaction. The numbers after each music transaction 

refer to the larger context where it was situated (the multiple literacy event) and the specific 

transaction occurring within the event The sub-categories for "creating art" are: 



273 

(a) developing awareness of musical structure, (b) improvising on an instrument, (c) 

singing in response to facilitator cues, (d) creating a short song by self, (e) singing to 

remember songs, (f) singing a variety of songs, (g) singing expressively: dynamics, pitch, 

tempo, timbre, and posture, (h) notating to demonstrate musical symbols, and (i) notating 

to demonstrate a need for recording musical ideas. The sub-categories for "context" are: 

(a) singing to perform, (b) singing songs from other cultures, (c) using music to convey 

mood and feelings, and (d) demonstrate audience behavior. 

In the analysis music was embedded in each of 27 multiple literacy events with die 

exception of the first when they were selecting a story as shown in Table 7.1. suggesting 

new ways for educators to conceptualize music as literacy in the language arts classroom as 

well as across other curricular areas. After presenting a summary of the categories in Table 

7.7,1 expand with a series of tables that specify where within the multiple literacy events, 

music was used, and selectively illustrate with a narrative of figures. 

This analysis reflects my belief that multiple ways of becoming literate and an 

increasingly global conceptualization of learning will become a necessity for the next 

generation of learners. The Opera Project provides a direction for helping us rethink 

curriculum in a holistic and thematically integrated inquiry-oriented classroom. 
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Table 7.7 
Music transactions classified as creating art 

Developing 
awareness of 
musical structure 

MT3-30 

Improvising on an 
instrument 

MT5-9 MT5-I0 MT 16-2 

Singing in response 
to facilitator cues 

MT6-3 

VrT3-9 
MT21-7 

MT6-5 

MT4-II 
MT22-7 

MT 10-7 

MT6-II 
MT 12-7 

MTll-5 

MT II-4 
MT 18-11 

Creating a short 
song by self 

MT II-IO 

Improvising 
melodies 

MT2-3 

MT3-3I 
MT6-I7 
MTII-6 
MT3-26 
MT16-I 

MT2-22 

MT3-34 
MT6-2I 
MTI2-5 
MT5-I6 
MTI6-3 

MT2-24 

MT4-9 
MT7-2 
MT 13^ 
M 10-5 
MT20-5 

MT3-I7 

MT5-15 
MT9-14 
MT 14-4 
MT15-2 
MT24-5 

Singing to 
remember songs 

MT2-II 

MT9-10 
MTI9-2 
MT22-5 

MT4-12 

MT 10-10 
MT20-2 
MT24-2 

MT6-I5 

MT II-8 
MT20-3 
MT 18-9 

MT8-1 

MT 15-6 
MT20-7 
MT 20-12 

Singing a variety of 
songs 

MT2-17 

MT24-2 
MT8-4 

MT5-I3 

MT I7-I 

MT lO-I 

MT2I-2 

MT 18-7 

MT22-1 

Singing 
expressively: 
dynamics 

MT6-9 MTI9^ MT20-8 

Singing 
expressively: pitch 
Singing 
expressively: tempo 
Singing 
expressively: timbre 
Singing 
expressively: posture 
Notating: to 
demonstrate musical 
symbols 

MT7-5 

MT3-I4 

MT5-1 

MT23-6 

MT3-22 

MT9-5 
MT9-8 

MT 10-8 

MT3-28 

MT 10-2 

MT 19-3 

MT44 

MT23-II 

MT6-26 

Notating to 
demonstirate 
recording music 

MT2-I9 

VIT = Music Transaction 



Music to Create 

Playing music to develop an awareness of music structure. The transactions in this 

sub-category is an example of how awareness of music structure can be evoked in the 

context of an opera project. As the children composed their songs, they began to see that 

songs that had a repeating structure were easier to remember. At one point, however. Dr. 

Rinehart made overt the effect of too much repetition in composition (RT 3-30). This was 

also rendered in the libretto in Chapter S where he played the some notes over and over and 

asks yawning, "What will happen to our audience if I play these same five notes over and 

over?" Someone suggested that it sounded like chickens and the room became filled with 

chicken sounds. This led to giving the music new direction. 

Playing music to improvise on an instrument. Transactions under this heading 

were evidence of the brief use of instruments in the Opera Project and the accompanying 

limitations for their use. In multiple literacy event S, Mrs. Hood had located several dusty 

cases of resonator bells which lay closed on the table. When Dr. Rinehart opened them, he 

was dismayed to find them in such disrepair. They lay topsy turvy and many had broken 

or missing pieces. He began to sort them out, noting that between the two of them there 

was one good set. He said, "I may have to take these home and repair them." The children 

gathered excitedly asking, "What are those?" Mrs. Hood asked Dr. Rinehart if there were 

any mallets in there. Fortunately, there were. In MTs 5-9 & 5-10, Dr. Rinehart began by 

playing "My Name is Ping" in the five notes of the pentatonic scale. He said. "I'm going 

to listen to someone who sings very well help me make up an accompaniment Mrs. Hood 

paraphrases, 'The person who sings the nicest is going to get to play the bells." Clint (E) 

is chosen to start and he is invited to choose two notes that he will use to "play a little 

introduction." They all sing as Clint plays and the effect is harmonious because with the 

pentatonic scale it doesn't matter what notes are played in combination. Marissa (S) and 
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Davina (E) play together and then three are asked to make a pattern with the bells. Later. 

Mrs. Hood's comments to Dr. Rinehart that there is only one person who does the repairs 

for the whole district and "it takes a year to fix things." They discuss the problem of not 

having enough instruments, "All we have is podiums." 

At other times they explored the keyboard with great interest (MT 16-2). Mrs. 

Hood brought her own to school as she did with her first grade class in the spring of 1995 

as described in the introduction, providing opportunities for the children to freely explore 

on it. 

Singing to respond to facilitator cues. Eight examples of transactions under this 

heading evidenced singing in response to the cues of Dr. Rinehart or Mrs. Hood. While an 

important feature of music composition was evoking original music by the children, a part 

of the process necessitated giving demonstrations of types of forms used in music. In 

these cases, children were usually asked to decide if they liked or wanted to include the 

suggested ideas. A typical pattern during the beginning of the music composition phase of 

the process was for Dr. Rinehart to play a "triggering note or two," to initiate a line and 

then listen to the children as they completed it by half singing the line. He listened for 

intonation and played what he heard. In MT 11-5, the children matched a simple music 

sequence by repeating a pattern (ostinato) for the line "dark dark soil, good for the plants." 

At another time, they responded to cues in singing, "Water, soil, pot, and sun" but later, 

after some time for integration and synthesis, gave the melody their own direction. In MT 

6-5. Mrs. Hood collected their librettos so they could focus on listening "to get the tune in 

their ear." She used a "My turn, your turn" strategy as Dr. Rinehart played it. They also 

sang a song in parts at Mrs. Hood's suggestion and with the agreement of the students (MT 

22-7) and sang in small groups (MT 6-10) and with their colored pots (MT 10-7). In MT 

21-7. Mrs. Hood suggested they sing a folk song "a cappella" (unaccompanied choral) to 



Dr. Rinehait so he could learn to play it on his keyboard. She was later able to find the 

score for it. In MT 18-11, Kris (E) suggested they sing an echo with the girls and boys 

singing different parts. In this case, a student became the facilitator. Students also 

identified the accents or points of stress in a line by echoing rhythms and clapping the beat 

on the legs. These transactions occurred in MTs 3-9,4-11,11-4, & 6-11. 

Singing to create a short song bv self. This was a special sub-category that was 

found to be significant as an example of the creativity that emerged in the students. 

Milan (E) had asked to be one of the students that scribed as the class created the lyrics. 

She sat with Kris and a small group of other students. When Milan read her work back to 

Mrs. Hood, she said she "saved the best for last" and sang a song she had written based 

on the "Good morning tune." She pointed to the letters in the letter strings (shown here 

above what was she sang) and sang, 

A N M A G A  

"Good flowers, good flowers, 

C A N O N N  

Good flowers are here. 

A O N O Q P  

Good flowers, good flowers 

A O A Q N O  

Good flowers are for you." 

Her song of syllabic letter strings is shown as MT 11-10 in Figure 7.17. Notice that every 

letter represents a syllable or marks a rest (as at the end of the second line) in the song. 

N/V/^ (\ b A C /VO/V/V A O/V^P 
^0A a no* 

Figure 7.17. Milan's Song 
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Singing to improvise melodies. For participants in the Opera Project, the heart of 

the composition phase of the process involved "tnaidng up" songs. Twenty four music 

transactions were found in this sub-category. As the children said/sang a line or phrase. 

Dr. Rinehart, as facilitator or metaphoric midwife to the process, played it as he heard it 

and then checked with them for accuracy of representation. The music making phase was 

long and the children made comments that it was "hard work." But once they understood 

the routine and realized the songs were their own and that they could be proactive and 

control meaning making, their enthusiasm and motivation to get it done increased. They 

looked forward to sessions and were concerned if Dr. Rinehart was late. They cheered 

when they saw him after a week or several days. The intimate relationship that developed 

between the visiting artist and the class was notable. He was affirming and accepting of 

their contributions which created the conditions for trust and risk taking. 

On many occasions over nachos and iced tea, he shared a principle with me that he 

said "was central to everything we're doing." He usually began by stating that quantum 

physics has shown us that everything in the universe is energy. He believes it is the job of 

education to build responsiveness to the energies within and without the body. The 

function of aesthetics is to get us attuned to those energies. He pointed out that in 

education "we don't do that." He believes it is the job of education to remove blocks, not 

create them. It is the arts that are central to this purpose. The cyclical process of the 

personalization of incoming energy and its release is creativitv. Music making, he believes, 

allows for the release of creative energy which help one to access the significant life 

qualities of truth, beauty, love, justice, and wholeness. (This "cycle of energy" was 

shown in Figure 5. I and also described in Chapter S.) 

Music making occurred in a variety of ways over the course of the sessions. The 

following is a summary of the flow of the process. Dr. Rinehart sang open-ended 

questions as a way to set the stage for composing and evoke the focus of the inquiry. 
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to make an opera together. Dr. Rinehart triggered an opening to the line to generate ideas 

and they gave direction to the melody (MT 2-22). Students sang solos and they sang the 

complete song through (MT 2-24). Students half-sang to create the melody (MT 3-17). 

Dr. Rinehart scored what he heard in their intonations (MT 3-26). A student took a risk 

and quietly sang solo to create a melody (MT 3-31). More students half-sang (MT 3-34) 

and Dr. Rinehart scored it (MT 4-9). DR. Rinehart played the part he already scored and 

students were encouraged to "sing" rather than say a line (MT 5-15). He played their tune 

two ways, demonstrating a rising and descending scale. The class chose the direction of 

the melody by creating a third way (MT 5-16). Some students sang solo as a way to free 

their voices and create the melody (MT 6-17). More students sang solo to "add the music" 

to the words they had written (MTs 6-21,7-2,9-14, & 13-4). He played in the pentatonic 

scale, triggering a line and they completed it (MT 10-5). They continued singing and he 

scored it (MTs 14-4 & 15-2). As students stood and sang solos, Mrs. Hood edited the 

revisions that occurred (MT 11-6). Later during composition, students worked in small 

groups until they finished the songs (MT 16-1). That same day. The whole group arrived 

from the playground and jumped right in to the composition. There were many new risk 

takers.(MT 16-3). During rehearsals. Dr. Rinehart noticed there was a part they usually 

didn't sing and edited it out (MT 24-5). They created an ending, a finale (MT 20-5). 

Singing to remember songs. This sub-category of singing to remember represented 

another one of the largest categories in this section. They sang their opera songs in school 

and out. Students took home an audio-tape to practice their original group-generated songs 

(MTs 18-9 & 20-12). One day during the production phase of the process. Leo (S), in 

great excitement, sang solo to facilitators to demonstrate how he had been listening to the 

songs and had learned them well. Students reviewed songs composed in past sessions 

(MTs 6-15. 19-2,21-2,22-5. & 17-1). During song composition, as Dr. Rinehart played 
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the music, they sang the songs they had composed in that particular session (MTs 2-11.4-

12,9-10,10-10,20-3, & 20-7). They learned that songs that had repetition of musical 

sequences were easier to remember (MT 11-8). They sang while reading the song chart as 

well as simply remembering the tunes by ear in the oraJ/aural tradition. They also sang 

while holding their real flowers as a way to generate more expression while learning the 

songs (MTs 8-1 & 8-4). 

Singing to use a variety of sones. As mentioned before, Mrs. Hood noted that this 

class really enjoyed singing. They sang a variety of songs in a variety of languages. One 

of their favorites was the "Good Morning song" which I observed being sung in Spanish, 

English, Chinese, Yiddish etc. They sang a variety of songs before sessions to warm up 

(MTs 2-17, 5-13, 10-1,22-1, «& 24-2). They sang to wind down, release energy, and 

close a session (18-7). They also sang as they transitioned from one part of the day to the 

next, in and out of the portable, and walidng in lines to other parts of the school. 

Singing to self-express. Transactions under this sub-category evidenced singing to 

self-express using a variety of tools or musical elements. Often embedded within music, 

pitch, tempo, timbre, dynamic, and posture are presented here to make their function overt 

Students sang and sustained a note on a word. They chose from three pitches (MT 7-5). 

They chose between high and low notes (MT 10-8). Mrs. Hood moved in-tune singers 

who were projecting their voices next to quieter students as a way to "tune the choir" (MT 

19-3). Decisions related to tempo, the fastness or slowness of a tune was indicated in MT 

3-14. Timbre, the quality of a sound that distinguishes a voice, instrument, or other sound 

was demonstrated in MT 5-1. A student sang solo and Dr. Rinehart showed different ways 

to make the emperor sound important on the synthesizer. Dynamic, or the degrees of 

loudness of expression, were used in MT 6-9. After a discussion of ways to get 
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someone's anention on the playground, the group made decisions about dynamics for the 

proclaimers in their opera who announce "All kids come" to the palace to get their flower 

seeds. During rehearsals, some students wore the headset to monitor volume, giving 

feedback as needed (MTs 19-6 & 20-8). Students also became aware of expressing with 

their face and voice (MT 23-6). 

Notating to demonstrate die need to record musical ideas. Notation is the musical 

symbolic system used for making a written record of songs. While the children saw Dr. 

Rinehart notating the score and saw the results of the notation process, they themselves did 

not focus on their own music notation during the process. However, they were made 

aware of the need for it (MT 2-19). Dr. Rinehart played a song they had previously 

composed from memory. He did not score it because it was in transition and faltered over 

the rhythm of the Spanish lines. The children helped him out by singing it again their way 

and he wrote it down. Mrs. Hood said, 'That's the importance of writing it down." Dr. 

E^nehart demonstrated the value of notation when he brought in two versions of their "My 

Name is Ping" score in multiple literacy event 3-22. They chose the one they preferred. 

One of the versions is shown in Figure 7.18. 

Dr. Rinehart (Dr. R) holds up a score and asks, "Guess what this is?" Some say. 
'a song.' Others say,'notes.' Milan say,'Something where you learn to play 
something on the piano.' Another says. That's the music.' Mrs. Hood asks, 
'How did you know it was a song?' KaRina (E) says, 'Because that's where they 
are made from to learn new songs.' Dr. R tells them he could not remember how 
they did one part of the Ping song. 'I have a problem,' he says as they gather 
around the table. 'You'll have to tell me which way you like it best' Mrs. Hood 
asks, 'Do you know whose songs these are?' The children respond, 'Ours!' 
Someone says, 'Ping's!' Dr. plays the two different ways. 'Did you hear the 
difference?' He plays again. They vote. 



Ping:  

ny naiD« t» Ping. I I • v« in Chi—n». I lik* to plant fruit tr««s. 

IJ J ; J - 1 J J J I / j_j J 
r iou-«t*« «na s««d&.  Frui t  t r««f t , f ru i t  t . r««e,  f  low-«r&,  f lo i i t -«rf t ,  s««d&,  • •«4c.  |  

i J J J J J I J J I •> i #—#—0—^ 
l iK* to  p lant  roa  -  aa .  I. I 1 ika  lh« baaa  that  

I  n  J  J  I J  . 1  J  J  I ;  J I J J j: XZ?'— 
buxa in  iKa i raaa .  Frut l  i raas , f ru i t  I raas ,  f  lo i^ars .  f lob»-«rs .  I s .  I  

^ ̂ J ^ J \ J J. / 1 J ^ J J ^ 

I 
I lka  t i ta  b i rda  t lu i t  naal  on ny t raas .  I  I lka  tka  an—1—nala  tba t  aa t  f rom ny t raa i  

• 11 : 

J i J J ^ I r f ^ 
>, f loti»-ara. aaaas, aaada. His nana la Ping. Ha 

Figure 7J8. Original Score for the Song "My Name Is Ping." 
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Music to cnnfexfiialiTe 

In this category, learners use music to gain an understanding of how the social-

cultural-historical conditions influence meaning maldng through music. Inquiry is 

embedded throughout the process. In Table 7.8, music transactions (MTs) are identified 

and the numbers following MTs show what multiple literacy event they are and what the 

specific transaction is within the event 

Table 7.8 

Music Transactions Qassified as Art in Context 

Categories Transactions 

Singing to perform MT25-1 MT26-1 MT27-1 

Singing songs from MT4-7 MT6-8 MT9-12 

other cultures 

Using music to convey MT2-7 MT3-3 MT3-32 

mood &feelings 

(Major/minor) 

MTI3-3 MT13-6 

Demonstrate audience MT17-5 

behavior 

MT = Music Transaction 

Singing to perform. Transactions under this heading reflect a sensitivity to the 

audience and the transactive nature of music composition, production, and performance. 

These transactions occurred during the performances as students sang and danced their 

story before the band and orchestra (MT 25-1), school and opera pen pals (MT 26-1) and 

family and community (MT 27-1). 

Singing songs from other cultures. In this sub-category, students were introduced 

I 

i 

I 
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to a variety of songs from different cultures as a way to understand the stylistic differences 

in the music, their own cultural heritage in relationship to that of others. Mrs. Hood sang 

the Filipino "Planting Rice" song and Dr. Rinehart tried to play it She asked them if they 

wanted to learn some Chinese folk songs to show the passing of the seasons. In this way 

they could make sense of the natural worid though another culture's folk songs (MT 6-8). 

Later. Asian visitors from the university were invited to the classroom to share dances and 

songs. Dr. Rinehart introduced Chinese-style music by playing in the pentatonic scale (MT 

4-7). He also listened to the children's melodic inventions and played what he heard in the 

pentatonic scale (MT 9-12). 

Using music to convev mood and feelings. In music, the major and minor keys are 

used to convey moods and feelings in a song. Western music tends to be written in the 

major key. Children identify songs in a major key as happy and a minor key as sad 

(Upitis, 1992). This was also the case in this study (MTs 2-7,3-3,3-32, 13-3, 13-6). 

Attending to demonstrate audience behavior. In Chapter 4,1 described the school 

and community through the eyes of past principal Myna Matlin. As she reflected on her 

past experience of the Opera Project at Warren School, she emphasized how important she 

thought it was that the children and the community learn the value of good audience 

behavior. There were instances of this throughout the narrative but it was often embedded 

in the concept of affirmation and acceptance of others, clapping after risk taking, looking at 

the singers and not talking to friends or walking around during a performance. 1 included a 

transaction under this separate category to emphasize its importance even though I hadn't 

pulled many instances from the narrative during the analysis. 

Applviny criteria for evaluating performances. Inquiry involves the critique of 
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performances. Critique was also used during auditions as students helped choose their 

peers to play the roles of the characters. In music transaction 17-4, the students were 

auditioning for the role of Ping. After introducing the concept of auditioning, students 

volunteered to sing a few lines as a group. The also had to "show it." watching how they 

stood, how their faces looked, and what they were doing with their hands. They sang in 

progressively smaller groups as their peers voted for them. Students with big voices were 

also asked to sing; proclaimers and emperors were chosen together with the Ping's. Mrs. 

Hood and Dr. Rinehart conferring (MTs 18-3 & 18-6). Finalists sang solo (MT 18-4). 

Commentarv on Music Transactions 

In this section on music transactions in a first grade opera experience, I have 

presented examples of the types and uses of music that are adapted from the Arizona State 

Arts Standards. The standards provide a framework of knowledge and skills for the 

analysis, but are not meant to be used as fixed or limiting conditions for music creating, 

contextualizing, and inquiring. They serve a heuristic function, suggesting new ways to 

think about music as one of the multiple literacies used to make and communicate meaning 

across the curriculum. The categories are open to interpretation and context-specific. I 

gave examples of how transactions could have occurred in more than one category. This 

analysis demonstrates the range of music practices evidenced in young children's opera and 

their substantiveness, providing evidence of the value of music in educational contexts. 

However, with budget cutbacks, music programs often are the first to go, being 

viewed as a "frill.'^ In this school district, there were no regularly funded music specialists 

with the exception of band and orchestra. The instruments were in disrepair. Resources 

were minimal. Yet, music helps bring coherence and continuity to the school curriculum. 

.Making music involves the learners in an inquiry of interest that involves reflective 

thinking, the generation of creative ideas, improvement of memory, and use of higher order 
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thinking skills. Music, as another way of making meaning, provides opportunities for 

learners who have strengths in sign systems other than the traditional verbocentric 

modalities to shine. 

Theatre/Dance 

Young children's opera is people, story, song, and action. It is a meeting place of 

the sign systems. The people have been discussed in Chapter 5. Story and song have been 

discussed in this chapter in the sections on reading, writing, and music. Yet, dance and 

music go together in the forms of ballet, tap, ethnic dance, jazz, and modem dance. 

Theatre and story go together and are found in a diverse range of forms from 

improvisadon, film, and shadow puppetry, to American Indian storytellers, and vaudeville. 

Theatre is live actors, time, sound, and space. Dance is body, time, sound, and space. In 

this section, theatre and dance are presented together as they both relate to people, time, 

sound, space, and opera. 

In this discussion of theatre/dance transactions, I focus on the types and uses of 

dance/theatre literacy that were evident in a three-month opera project The analysis is 

based on a combination of the Arizona Arts Standards for dance and theatre. The standards 

provide a useful framework for language arts educators seeking to centralize the arts as 

literacy and move language arts across the curriculum. The rationale statement at the 

introduction of a draft of the standards reads. 

Dance, music, theatre and visual arts are everywhere in our lives, adding depth and 
dimension to the environment we live in, shaping our experiences, often so deeply 
or subtly that we are unaware of their presence. In any civilization, the arts are 
inseparable from tiie very meaning of the term "education." To be truly educated, 
one must have knowledge and skills in creating art, art in context and art as inquiry. 
In addition to specialized instruction in the arts, the knowledge and skills will be 
further enhanced by integration of the arts across the other curricular areas As 
students continue to use a wide range of subject matter, symbols, meaningful 
images, and expressions, they grow more sophisticated in their use of the arts to 
investigate, communicate, reason and evaluate the merits of their efforts As a 
result of developing these capabilities, students can arrive at their own knowledge, 
beliefs, and values for making personal and artistic decisions and be better prepared 
to live and work in a constantiy changing, expanding society (Arizona Arts 
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Standards Draft document from the arts standards design team of the 
Academic Summit, July 30, 1996, unpaged). 

After presenting a summary of the transactions in two major categories 

(Theatre/dance as (1) creating, and (2) contextualizing and inquiring and their sub

categories listed in Table 7.9, and Table 7.10,1 describe each and illustrate them with 

narratives or figures. The sub-categories for "creating" are: (a) moving to improvise 

multiple solutions to a dramatic problem, (b) moving to copy, lead, follow, and mirror, (c) 

moving to recognize and perform basic warm-up sequences, (d) moving to release tension, 

and (e) moving to generate new language. The sub-categories for "contextualizing and 

inquiring" are: (a) making connections with one's own culture and other cultures, (b) 

discussing classroom dramatization respecting and understanding other's opinions, (c) 

describing how setting, lights, props contribute to drama, and (d) responding to dramatic 

performances. 



Table 7.9 

Theatre/Dance Transactions Classified as Creating 

Moving to 
improvise 
multiple 
solutions to 
a dramatic 
problem 

Moving to 
copy, lead, 
follow, and 
mirror 

Moving to 
recognize 
and perform 
basic warm-
up 
sequences 

Moving to 
release 
tension 

Moving to 
generate 
new 
language 

T/DT3-7 T/DT 2-8 T/DT 2-2 T/DT 3-1 T/DT 3-2 

T/DT 5-12 T/DT 2-10 T/DT 3-21 T/DT 3-19 T/DT 3-13 

T/DT8-2 T/DT 3-24 T/DT 4-5 T/DT 6-20 

T/DT 8-3 T/DT 5-17 T/DT 6-14 T/DT 6-22 

T/DT 9-6 T/DT 6-12 T/DT 6-24 T/DT 8-5 

T/DT 13-7 T/DT 6-16 T/DT 13-1 T/DT 9-17 

T/DT 14-5 T/DT 9-13 T/DT 14-1 T/DT 10-11 

T/DT 15-3 T/DT 11-17 T/DT 19-1 T/DT 13-8 

T/DT 18-1 T/DT 17-2 T/DT 13-10 

T/DT 18-2 T/DT2(M T/DT 17-6 

T/DT 19-4 T/DT 20-6 T/DT 19-7 

T/DT 21-3 T/DT 22-6 

T/DT 21-6 

T/DT 23-7 

T/DT 24-3 

T/DT 25-2 

T/DT 26-2 

T/DT 27-2 
T/OT = Theatre/Dance Transactions 
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Moving and Acting to Create 

For the participants in the Opera Project, theatre (acting) and dance (movement) 

were two of the many ways of knowing that were used to make meaning. Elements of 

theatre or dance were used in 24 of the 27 multiple literacy events shown in Table 7.1 at the 

beginning of this chapter. Most of the sessions that did not contain these transactions were 

of a particular quality, (n multiple literacy event 1, they chose their story. In multiple 

literacy event 7, facilitators encouraged music composition of the song "Why are we getting 

flower seeds?" The quality of the session was warm, intimate, and family-like with a few 

parents in the room. Mrs. Hood said it felt different because more students were trying to 

give the melody direction. When the real flowers arrived later that same session in multiple 

literacy event 8, their senses were stirred to action. In multiple literacy event 12, they spent 

the session focused on reading their librettos with great interest In multiple literacy event 

16, they worked diligently in whole and small groups throughout the morning to flnish 

composing their songs. Using all the sign systems all the time was not the intent of the 

opera project Rather it was providing opportunities to choose the best form to serve the 

function in the moment 

Moving to recognize and perform basic warm-ups. Most sessions began with a 

warm-up period in which the participants sang and moved to free up their voices and 

loosen up their bodies to get ready for composition, production, or performance. Dr. 

Rinehart played several tunes and they wiggled, stretched and "Hokey Pokied" as 

evidenced in T/DTs 2-2, 3-21,4-5.6-14,6-24,13-1, 14-1 & 19-1). 

Moving to improvise multiple solutions to a problem. Creating an opera involved 

the anticipation of a problem and its resolution. In this case, the problem or the focus of 

the inquiry was making and producing an opera as they learned about themselves in relation 
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to China and flowers. This category had the greatest number of transactions and was 

central to the process. Moving in-role was a way to spontaneously get inside a character 

and feel what the character felt (T/DT 14-5). In this way, they gained deeper 

understandings of what it meant to walk inside someone else's shoes (T/DT 9-6). They 

used facial expressions, whole body movements, gestures, and props to enact a situation. 

They were the ones making it up as they went along. They had a basic story line, but they 

were free to change it by adding characters if needed. For example, the story had a dad but 

there was no mention of a mom so they created one. They read and wrote the libretto 

throughout the process and referred to the book as needed, drawing on their own and each 

other's experiences. The students acted like an old man (the emperor) to generate tempo (a 

slow pace) and dynamics (weak volume) for a line as Dr. Rinehart played a tune to 

illustrate their movements and accompany them. He asked them if it sounded like an old 

man (T/DT 3-7). 

On another occasion, a student paused to sniff a real flower and they decided to 

include it in their first song, "Rowers that smell like perfume" (T/DT 8-2). They stood up 

in small groups to sing in-role as the emperor (T/DT 5-12) and used flowers to dramatize 

(T/DT 8-3). Students acted out a line to illustrate the emotion of sadness (13-7). They 

cried like the main character Ping when he learned that his flower didn't grow and was 

faced with peer pressure to cheat. This enactment served to generate new musical ideas. In 

multiple literacy event 18, they discussed what they knew about the emperor and his 

relationship to the plot of the story. Facilitators evoked dramatic expression for what he 

looks like and the importance of believability (T/DT 18-1). Students practiced talking and 

walking like the emperor (T/DT 18-2). They practiced holding pots, acting and singing. 

This appeared to consistently be a problem. At first, they seemed to do better when they 

only needed to focus on one thing at a time. Mrs. Hood said, "You have magic singing 

shoes and magic silent pots." Dr. Rinehart's role was to facilitate the action and provide 
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demonstrations. He asked the open-ended questions about how it felt as the character and 

cued them for face and body actions (T/DT 21-6). Dr. Rinehart played and students sang 

as Mrs. Hood mediated actions. They evaluated themselves and each other by deciding if 

their choices "worked" or not (T/DT 21-3). They also got feedback from Mrs. Hood 

(T/DT 244). They were given opportunities to improvise within a given structure. In the 

end, they pulled it all together. The performances were a consummation of all they had 

asked about, decided upon, expressed, and learned in the process (T/DTs 25-2,26-2,27-

2). 

Moving to generate new language. Transactions that may have been placed in this 

category were also able to go under the previous heading. Rnding solutions to dramatic 

problems also helped to generate richer language. As the children '*did it lots of ways," 

they got a deeper understanding of the meaning (T/DT 3-13). When they got inside the 

metaphoric shoes of the aging emperor, they thought of new ways to describe what he 

might have been feeling and thinking (T/DT 3-2). 

Moving to copv. lead, follow, and mirror. Another way moving and acting was 

used to make meaning was when they imitated and isolated body parts as they moved to a 

beat. In this way, they learned to listen, focus on one part of their body at a time and gain 

awareness and subsequent control of their actions. These transactions often occurred just 

prior to a transition such as at the end of a session, in-between sessions, or after the 

composition of their libretto and before music composition (T/DTs 2-8,2-10,5-17,6-12). 

Another function these transactions served was to express or learn to make meaning 

in another sign system. Peers were often the resources for movement or role playing ideas 

illustrating the social nature of these transactions (T/DTs 3-24. T/DT 6-16. T/DT 9-13. 

T/DT 11-7. T/DT 17-2. T/DT 20-4, T/DT 20-6. T/DT 22-6). Partners nodded with the beat 
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as they repeatedly chanted the "water, soil, pot, and sun" tune (T/DT 9-13). In multiple 

literacy event 20, a problem is brought foreword by Mrs. Hood. She reminds them that 

when they were listening to the audio-tape of their opera, some had decided it sounded 

boring at the end. They agree. She introduces the idea of a reprise which inspires new 

ideas of what it might look like. What follows is a small window to that part of the session 

drawn from the narrative. The children have developed into proactive contributors; 

An idea emerges and kids are listening to each other! Beto (E) is whispering near 
Mrs. Hood. He tells her how he would like it. The room is quiet as he jumps up 
with anms extended dramatically to the line 'Grow to the sky.' Mrs. Hood copies 
him. This inspires other ideas. Dr. Rinehart affirms Beto and says, 'Oh, that kid!' 
Someone says, 'I didn't hear it' Mrs. Hood notes Kris' idea. He talks about 
going down on his knees. Mrs. Hood acts it out. Dr. Rinehart plays it and asks, 
'Is that what you want? I ask, 'What would it look like, Kris?' Dr. Rinehart says, 
'Go ahead and show us. We'll be the audience.' Mrs. Hood pretends there's a 
stage and cues the kids for appropriate audience behavior. Dr. Rinehart creates the 
conditions for Kris to safely express himself and gives him the floor. 'Kris has an 
idea he wants to share with us.' Kris shows them, as he goes down on one knee 
and pulls in his arms. Mrs. Hood comments how he put a bow in it. When asked 
where he had learned to do that, he said he saw it on a Bon Jovi rock video on 
MTV, illustrating the influence of media's popular culture on day-to-day experience 
(T/DT 20-6). 

Moving to release tension. A separate category emerged for the release of tension. 

Tension and release are one of the main characteristics of music. Creativity emerges from 

the interaction of tension and release. These transactions, often dynamic in nature, had the 

intended effect of moving the energy that Dr. Rinehart and the new physics describes as 

being in all things. This seemed to re-energize the kids at the end of a period of sustained 

attention when they may have been sleepy or getting tired of sitting on the rug. It is 

interesting to note that one that one form (a warm up song) can have different functions 

depending on the context (T/DTs 3-1, 3-19,6-20,6-22,9-17, lO-l I, 13-8, 17-6 & 19-7) 
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Moving and Acting as Context and Inquiry 

Transactions in this major category as shown in Table 7. 10 shared the 

characteristic of relatedness to the social, cultural and historical conditions that shaped the 

learners daily experience during an opera process. The transactions were distinctive in that 

they themselves were of a highly social quality. Theatre/dance transactions are identified 

with the label T/DT. The numbers following the letter label indicate the multiple literacy 

event and the specific transaction within it 

Table 7.10 

Categories of Thea tre/Dance Transactions Classified as Con Itext and Inauirv 

Making 

connections with 

one's own culture 

and other cultures 

Discussing 

classroom 

dramatization 

respecting and 

understanding 

others' opinions 

Describing how 

setting, lights, 

props contribute 

to drama 

Responding to 

dramatic 

performances 

T/DT 5^ T/D 13-9 T/D 19-5 T/D25-3 

T/DT 5-7 T/D 17-9 T/D 23^ T/D 26-3 

T/DT 9-2 T/D 19-8 

T/DT 22-8 T/D 20-13 

T/DT 23-5 T/D 21-9 

T/D 22-12 

T/D24-6 
T/DT = Theatre/ Dance Transaction 



294 

Moving to make connections with culture 

Transactions in this sub-category were used to make cultural connections in one's own 

experience and that of others. In multiple literacy event 5, the group was composing the 

"Who Will I Choose?" song. During the discussion of choosing and a brainstorming 

session of who would choose the new emperor, I observed a small group of boys sitting in 

the center of the rug area playing a friend-choosing game. I had see this game before. It 

had the familiarity of the game in which you held your fists out as someone called "One 

potato, two potato, three potato four." At some point the one left with a fist in the circle is 

the winner (T/DT 5-4). Later in that session as song composition continued, the class acted 

out the words as they sang a Filipino folk song about planting rice (T/DT 5-7). As 

mentioned before, Asian graduate students visited the class and taught the first graders how 

to sing and dance in Chinese (T/DT 9-2). Much later in the process, during production, the 

students decided they wanted their own dance in their opera. They made colorful dance 

wands in the tradition of a Chinese dance form. They used these to dance 

improvisationally to the music (T/DTs 22-8 & T/DT 23-5). 

Discussing classroom dramatizations - respecting others. 

Reflecting on experiences became an important part of the opera process. In these 

transactions which occurred primarily in the production phase, students learned to think 

reflectively and share their thoughts and feelings in whole or small group sessions. Role 

play also occurred during the composition phase with accompanying reflections (T/IDT 13-

9). After the auditions for Ping, the group shared their feelings. Jackeline's growth was 

the significant feature of this transaction that it rendered as an aria as discussed in Chapter 6 

(T/DT 17-9). Reflections occurred after rehearsing (T/DT 19-8), staging with props (T/DT 

20-9), blocking and discussing costumes (T/DT 21-9), and after dress rehearsal (T/DT 24 
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6). Students learned to be affinning of each other as well as sensitive and honest in their 

critiques. 

Describing how setting, lights, and oroos contribute to drama. Another important 

convention of theatre is the stage. In these transactions, which occurred during production, 

students learned how using lights, curtains, and props contributed to the imaginary world 

they were enacting. After Mrs. Hood drew the curtains and turned down the lights, the 

group discussed the difference they felt Joseph (E) said it felt like "another dimension." 

Mr. Hooper, the principal, happened to walk through the multi-purpose room and the 

children eageriy sang their songs for him using their props (T/DT 19-5). The contribution 

of the lights, stage, props, and curtains necessitated revisions to make the meaning clearer 

(T/DT 23-4). 

Responding to dramatic performances. Lastly, this sub-category serves to illustrate 

the transactions that involved the students or others as audience members who's job was to 

provide feedback (affirmation and critique) to the performers through their audience 

manners, direct comments, and group discussion (T/DTs 25-3 & 26-3). In addition, a 

central role of the audience member was to temporarily suspend disbelief and allow 

themselves to enter into an imaginary world shaped by the creators on the stage and 

appreciate and enjoy the aesthetic nature of the experience. 

Commentarv on the Theatre/Dance Transactions 

In this section on theatre (acting) and dance (moving) transactions, I have presented 

evidence of the forms and functions of theatre and dance in young children's opera. These 

transactions are also open to interpretation as any of them may have been placed in another 

category. The point this analysis makes is that there is a wide range of ways that meaning 

is made through these sign systems and they are important, not only to the process, but in 
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the forums of everyday life. As heuristic devices, they serve to suggest new ways to thinic 

about language arts and literacy and how these processes can be made central and 

supported across the curriculum. Using altemate sign systems allows literacy learning to 

become more accessible to children. It captures their interest and imaginations. 

Visual Art and Integration of the Curriculum 

Visual art is the use of two and three-dimensional space to communicate and 

express meaning. This category includes a wide range of forms such as painting, drawing, 

sculpture, folk arts, ceramics, and works in paper. In this analysis, I again use the Arizona 

Arts Standards as an organizing framework to help make overt the types and uses of visual 

literacy in an opera project. Because the sessions with the visiting artist focused on libretto 

and music composition as well as production and performance, and the classroom was 

limited in its spontaneous access to resources such as water and space to make art, this 

category is not very substantive. So many of the possible transactions were absorbed in 

the other art forms. Including the traditional language art forms of reading and writing. 

Drawings tiiat might have worked here were examples in others sections. I considered 

omitting a section on visual arts. However, upon reflection, in most of my field notes I 

noted the unfolding studio that the small room was becoming throughout the process. I 

usually entered the classroom and described all the changes that were obvious and then I 

talked with the teacher after the session to learn of the in-betweens in theme development 

and curricular integration. While most of the in-betweens were not able to be included in 

the larger analysis, it was the continuously related work that the students and their teacher 

did outside of the sessions that successfully carried the quality of the work during the opera 

sessions. I include them in the presentation of multiple literacy events and transactions (in 

Appendix G) by inserting the words "Curriculum Integration Bridge" wherever a 
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substantial discussion of this nature takes place. 1 refer to the 231 page narrative for a more 

detailed account of the reported engagements. 

In this section, I first briefly present the evidence for the category of visual arts 

during the opera sessions, providing examples of the transactions in the same way I have 

for the other sign systems addressed throughout this chapter but in less detail. 1 then 

provide excerpts directly from the narrative to show the continuity of the theme 

development as it relates to visual arts and other curricular areas. Some of the theme 

development has been integrated into other parts of the dissertation but is included here to 

help the reader see how it unfolded over time. In Table 7.11.1 show the visual art 

transactions (ATs) classified as creating art Sub-categories include: (a) using art to 

respond and to reflect, (b) using different media to create props and scenery, and (c) using 

art to communicate and express ideas. The numbers after the label AT indicate the multiple 

literacy event and specific transaction within the event 

Table 7.11 

Visual Art Transactions Classified as Creatine 

Using art to respond 
and reflect 

Using different 
media to create props 
and scenery 

Using art to 
communicate and 
express ideas 

AT 6-13 AT 12-3 AT 2-13 

AT 22-10 AT 23-3 AT 15^ 

AT 23-10 

AT 6-23 

at = (Visual) Art T ransaction 

Visual Arts to Create 

Transactions under this heading share the characteristic of using art to create, 

communicate, and express meaning. Opera is not only people, song, story, and action. 



Opera is scenery, props, and costumes. Most of the latter were created in-between 

sessions with the exception of the costumes. Moms, paraprofessionals, and teacher 

worked steadily at the sewing machines and back tables as the children helped. Dads came 

in to observe on occasion. 

Using art to respond and reflect. After many opera sessions, there was time for 

reflections. In one case, students drew and wrote in response to the question, "What do 

you feel about the opera and how will it look?' During multiple literacy event 6 on October 

2, Mrs. Hood was very excited about Ivan's (S) work (shown as AT 6-23 in Rgure 7.19), 

commenting that it was "the most convendonal writing I've got from him." Ivan, who 

often served as a translator for his peers, wrote "daartd EL ES Mi FadoriTO SEiiOr. (El es 

mi favorito senor. Dr. Rinehart He is my favorite man.") Here, Ivan has drawn the 

students on the stage. Dr. Rinehart sings and plays with his score book standing 

prominendy above the keys of the piano. Ivan has colored himself in and stands tall. 

OQi 

Figure 7.19. Ivan's October Drawing About His Favorite Man 
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On November 15, Mrs. Hood shared the writing the children had done that 

morning (AT 23-10 in Figure 7.20). She shared another of Ivan's drawings of a long line 

of 3 i children with what appeared to be himself at the end in vibrant blue. The children are 

standing very close with arms extended as if they are all connected. His arms are reaching 

back as if to invite others into the line. Dr. Rinehart is at the front playing the piano upon 

which "piano" is clearly written. Mrs. Hood wondered if the blue swirl over everyone was 

the music. She said, 'The power of this. Would I ever have gotten this in any other 

classroom?" Interestingly, the drawing was done a month and a half after Ivan's earlier 

drawing. It almost looks the same except that the staff now has six lines. There are more 

children and they are connected in the line, and the piano is clearly labeled. His writing is 

now primarily in invented English spelling and translates, "I like the opera because it's fun 

to sing. I like die kids when they sing and I like Dr. Rinehart" 

Figure 7. 20. Ivan's November Drawing About the Opera 
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Using different media to create props and scenery. Mrs. Hood showed us the 

paper mache pots they were constructing. They did them in a three-layered process making 

them sturdy. When dry they painted them (ATs 12-3 & 23-3). They had also studied 

flowers and done an illustrator study. They used watercolors to paint flowers in the style 

of Demi. 

Using art to communicate and express ideas. Visual imagery was used to help the 

children access their personal experiences with flowers. They drew after closing their eyes 

to think about flowers (AT 2-13). 

Thematic Development 

For this discussion on the thematic development of the China study and the 

integrated nature of the curriculum in, through, and beyond the Opera E^oject sessions. 1 

have shifted styles relying on observations from my field notes in an effort to put the parts 

detailed in this chapter back into a whole and meaningful context As 1 read through the 

231 page narrative guided by the chronological list of multiple literacy events and 

transactions located in Appendix G, I found that this format best rendered the flow of 

continuity, integration, and transformation that occurred over the three-month project. 

September 18. 1995. In the shade of the tree during recess, Wendy [Hoodj 

describes how she has created a structure around which the inventiveness of the opera will 

emerge. Utilizing her parents and the library as resources, she has gathered Chinese 

children's books, Chinese posters and pictures, artifacts, tea sets and kites. She found 

maps of China and the world on her computer. She and her apprentice teacher. Ms. 

Frances Sanchez, worked on the plans together. They had spent Thursday in the library 

getting books (See Appendix H: Library books related to the China theme). In the centers. 



301 

they planned activities related to their opera theme. On Friday, Wendy passed out 

chopsticks and they are learning to eat with them in preparation for their field trip to a 

Chinese restaurant They will go at 11:00 next Thursday. Wendy invites me and Robert 

[project transcriber and videographerj to go, suggesting we take the camera. They plan on 

selling fortune cookies at lunch time on Wednesday and plan to buy two yards of costume 

fabric and Chinese slippers for each child. She figures that for $10.00 per child they can 

all have a nice costume. Her mom Yetta Goodman, has Chinese students in her oral 

language class at the university. They can be the Chinese "experts" or do some project. 

She hopes there will be calligraphy instruction. Mrs. Hood has a sample of Chinese 

writing that they can practice. In math they will count grains of rice to 100 and in groups 

of 10 and put the cups in the shape of a dragon. They will be reading books and Wendy 

will do a small group China literature study. Linda will facilitate tea tasting as they boil 

water and read about where tea comes from. They will do a rice study and make rice 

dishes. They will keep rice journals and put recipes in the journals. They will spend time 

looking at flowers and do watercolor paintings in the style of the illustrator Demi. Centers 

will be in the afternoon when they need tactile time. 

In these first few weeks, Mrs. Hood and the other adults in the room were creating 

the conditions for trust and risk taking with their anchor in pride, honor, and respect. They 

were helping the children to feel safe by accepting and acknowledging their efforts. In the 

afternoons over the course of the next two months, the room would be structured into small 

group "centers" to immerse the children in a varied of cultural activities integrated across 

the curriculum and related to their China theme. The room felt wonderful today like 

entering another worid. It was rich in possibility. 

September 22. 1995. We arrive at Mrs. Hood's room carrying the audio-video 

equipment. Ms. Sanchez is leading the morning rituals of calendar and lunch and begins 

reading a story. The Very Hungry Caterpillar (1979). The kids cheer. Mrs. Hood is 
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sitting at the computers in the bacic of the room with a child. The class quietly greets us as 

we begin to set up. The room continues to unfold as there are paper dragon artworks along 

a chalk tray as well as colorful paintings of flowers displayed on the chalkboard. Works 

in progress are on the table below. A large bucketful of fresh-cut flowers is nearby in a 

vase on the table. Fortune cookies are in a bowl on a small table cluttered with several 'for 

sale" signs. Today, when Dr. Rinehart arrives with his keyboard, they cheer. 

October 9. 1995. As 1 get to the portable, 1 notice the beautiful flowers planted on 

the side of the ramp. Mrs. Hood told me it was amazing the rabbits hadn't eaten them yet 

since they'd planted them last Wednesday at which time the children had begun to break 

into spontaneous song at the centers singing their compositions, "I love flowers etc." 

Inside on the tables there are flowers in plastic cups sitting on plastic trays. On the 

front board are centers labels. Above them are the names of the kids in each group. The 

centers are named: Flower Printing, Dragon Masks, Learning About China, Watercolor 

painting. Plants and Flowers, Learning About China, and 100 Grains of Rice. 

October 10. 1995. With Ms. Sanchez supervising the children on the playground, 

the three of us are able to collaborate. First we arrange schedules. Tomorrow, Dr. 

Rinehart and I will come to Warren in the afternoon. He will help the children compose 

their solos. 1 will conduct student interviews. Mrs. Hood shares where they are in their 

theme development of China. They have been studying flowers by examining them under 

a microscope and describing them. This is informing the quality of their song writing. She 

says. "It started [community}. They are beginning to sing spontaneously at centers." She 

says they will also be rice tasting. "Ms. Marquez will be making Spanish rice. Ms. Rose 

will make Chinese fried rice and will use her jasmine rice. Ms. Sanchez will make rice 

pudding with the brown rice. The adults have really gotten involved. Ms. Rose said we 

can't do rice tasting without rice cake. Rice in coconut. I can't get the adults to stop," she 

laughs. Dr. Rinehart says," Isn't that wonderful when we get excited about what we are 
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doing?" Mrs. Hood tells us that she will print today's compositions on the computer. 

She's going to reprint the song so she can make it using larger sized font She says the 

kids are using the songs that she puts up in "nice places." They take the songs down to 

read and sing and yet they are "staying in one piece." She likes computer printouts better 

than the larger charts she has used in the past because the computer printouts are easier for 

the kids to "get their hands on." 'They use them more this way," she says. 

October 23.1995. It's session 11 and it's been over a week since we visited the 

school. So much appears to be changing. Construction continues on the main building. 

Someone is removing the paper dragons from the hall showcase to return to Mrs. Hood's 

class. The flowers are still holding up along the ramp but look like they need a little water. 

When I open the door, I stand there open mouthed as I look at all the work they have done. 

The room looks like a workshop. Lots of open ended paper mache balls are clustered on 

top of a shelf. Mrs. Hood says, "those are pots." On a far table under the only window 

are two sewing machines. Purple cloth lays to the left of one and a pair of scissors. On the 

table to the right of Mrs. Hood's circle chair are two bright stacks of cloth neatly folded. 

These are the costumes! The colors are brilliant 

The artifacts are still on a shelf and their planted flowers are in trays on the ends of 

the tables. Every shelf top and cubby and wall space seem to be taken with works in 

progress or displays, mostly child made. And all this has gone on in and around this little 

room with no sink and no toilet. Ms Sanchez, now well into her student teaching, is 

leading the group of thirty in their morning ritual. Mrs. Hood sits at a nearby table 

watching and cueing kids to attend. Ms. Rose and Javier are not there. The children smile 

at us as we set up the audiovisual equipment but when Dr. Rinehart arrives, they shout 

"yea!" as he carries in his keyboard. 

Rosana models a "peacock" bright blue colored costume. They will be able to 

choose different colored belts. Mrs. Hood hands me a stack of the children's writing. Last 
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week they were invited to choose their three favorite colors for a costume. The function 

really motivated the form/the quality of their print so that they could be understood. They 

were all able to get the color they wanted. Children are making personal connections. 

Parents are helping. (Leo and Ivan's mother cut the material from a pattem. Tyler's mom 

is sewing.) 

Mrs. Hood shows Dr. Rinehart a stack of large charts. They are full of songs they 

have dictated since last time we were together. A child passes a basket of librettos around 

the circle. Czarina is watching me from across the circle and tells me to be sure to take one. 

She gives one to Rene to take home. Others have taken theirs home. Some ask for another 

one. Mrs. Hood begins by focusing the group on the print. "How many times does it say 

'bonitas?' she asks. The kids are looking and those who are sitting around me are asking 

me and showing me. I point, demonstrating as I slide my fingers across the print They 

read and sing. Mrs. Hood confesses to Dr. Rinehart that while they were writing more 

words last week, she accidentally pressed the record button and the song he had recorded 

for them got erased. Dr. Rinehart says he will make a new one. 

October 27. 1995. I enter Portable Seven and look around. On the top of the shelf 

as you enter are a pile of brighdy colored pots, now painted from their paper mache 

beginnings as balloons. The dragons are still up on the walls. Outside, the flowers plants 

are dried up in their pots. Inside, Tyler's mom pins and sews and irons a costume. Ms. 

Rose is at another table cutting fabric from a pattem. Leo's mom arrives and begins 

pinning. The room looks like a costume factory. They are trying to get these ready for the 

Chinese festival/character parade by Halloween. On two walls, dozens of costumes are 

hanging with a student's name taped to it How lucky they are I think. What an 

experience. These moms are busy and supportive. Of course there are others who are not 

there but are being supportive in other ways. I remember Czarina's mom who donated 

S250 to the PTA in Mrs. Hood's class name for the opera. At other tables there are some 
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more pots still to be painted. I team that parents took turns helping with the paper mache. 

carrying buckets of water to and from the main building. I count all the people in the room. 

There are 36 people in this little classroom today and four children are absent. One 

wonders how they fit ail this activity in this little room but it happens, not without charts 

falling off the walls, chart stands crashing down on the floor, globes falling off their base 

on the floor as children try to find a place to fit their bodies. Movement is allowed but not 

without an occasional foot getting stepped on. Computer printouts holding the precious 

words are tossed in a pile and are pulled to read as needed. 

October 30. 1995. As we enter the portable and begin setting up the camera Dr. 

Rinehart comes up to us and says we "might want to get this on tape." He points to a neat 

row of shoes lining one wall. The kids are eagerly waiting to get a pair of Chinese-style 

shoes from Mrs. Hood. Many of them are holding a construction paper tracing in the 

shape of their foot She pulls out a pair of shoes and they match it to the foot tracing. 

When they get a match, they put on their shoes and walk around, comparing theirs with 

others. The giris shoes have flowers on the toes as well as black straps. The boys are 

plain, black or white. Clint tells me smiling, 'Teacher says 'they're magic singing shoes." 

After the session, Mrs. Hood talked about the costumes, "Aren't the colors 

gorgeous?" She goes on excitedly thinking of more possibilities realizing that there are 

more ideas than they can manifest. She reports. 

When we had the visitors from China, they were showing us how to write the 
children's names in Chinese. So I will get a list of names to the university and on 
the backs of their costume using the puffy fabric paint we'll put their name in 
Chinese on each costume. Tomorrow we are having a "parade of characters" 
instead of Halloween parade and they'll be using their costumes. There will be a 
note home if they want to take the costumes home if they promise to return them by 
Friday. 

The three of us, Pam Rossi (PR). Wendy Hood (WH) and Dr. Rinehart (DR), confer 

PR When is the parade? 
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WH Tomorrow afternoon. We have not done that before (go around the classrooms). 
Its all coming together. Wednesday is officially when Frances takes over and she's 
given me the regularly scheduled opera times plus an hour every afternoon for 
singing and doing stuff. 

DR We need to talk about the set, whether we create a throne, when the scene opens. 
WH In the book scenery is minimal. I think stencils with swatches of color pinned to 

the curtain [will workj, also more flowers. The (florist| gave us flowers. 

October 31.1995. It's session 15. Entering the portable on this first day of rain in 

months, we see Ms. Sanchez in a very believable Cat in the Hat costume! She's dressed in 

black with a very large red and white hat that she made. Her face is painted white and 

black. On the table as you enter are cakes and candy. Backpacks are on the floor cluttered 

near the small overstuffed cubbies. Every square inch seems piled with projects. Ms. 

Marquez and Ms. Rose sew costumes in the rear of the room. There is a beautiful blue 

kimono hanging on the wall near Mrs. Hood's desk. The kids sweatshirts are tied around 

their waist as there are no hooks upon which to hang them and their cubbies are stuffed. 

The pots are still piled high on a bookcase. The song charts are in a pile under and near 

Mrs. Hood's desk. A table is full of paper rolls with kids drawings, etc. Yesterday, Mrs. 

Hood said they will probably make flowers from sponge paintings to use as scenery on the 

curtains for the opera. The costumes look almost ready for the character parade. 

November 14. 1995. On session 19,1 had a brief consultation with Mrs. Hood. 

Before Dr. Rinehart left they scheduled the next session. Mrs. Hood reports. 

He wants us to have our session tomorrow during lunch. He will work with them 
Wednesday afternoon and not on Friday but I'll run through it. After lunch, 
they will draw and write. They won't dance without the dance wands. They 
made flowers, dance wands and seeds all in one afternoon. This is the pattern 
they are using for the big stage seed. Anna likes her small seeds though. She kept 
showing me a small piece of paper that she called a teeny tiny seed during the 
singing. The kids might use dark tissue for the soil but I am concerned about the 
papers getting all over the place. For the set, we'll use stencils and dragons that the 
kids made and safety pin them to the curtain. 

November 21. 1995. In session 23, the children gave a performance for the school 

and their pen pals (PP). After the performance, the first graders (S) met their pen pals and 
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returned to the small first grade classroom to reflect and critique. Mr. A's class of second 

graders were scheduled to give their performance at their own school in December. Mrs. 

Hood (WH) and Dr. Rinehart (DR) facilitate as the first graders (S) talk with their second 

grade pen pals (PP). Mrs. Hood translates: 

Mr. A How did you leam all those words? 
S Cause we had the words at home. 
S We practice a lot 
WH We practice a lot Davina. 
S We had the words as home. 
Mr. A You had the words at home, too? 
S Yeah. 
Mr. A That's a good idea. 
WH We made copies of the words, and everybody took them home. When we 

were about half way through, we made copies of the first half And then, at 
some point, we made copies of the rest. And so, everybody got all the 
words at home. How many times did we read that story to ourselves? 

S A lot 
S Eight times. 
S Lots. 
WH What else? Is there someone else in Mr. A's class who would like to share 

something. Cody? 
PP Uh, what are the costumes supposed to be? 
S For our opera. 
S Chinese costumes. 
WH Chinese costumes. It's sort of a suggestion of the traditional costume. We 

used the book, and we used the pictures, by Demi, who is both the author 
and the illustrator. And it was so very colorful. (She opens the book) Can 
you see that from where you are? (someone sings "all lads come" as the 
book is opened. Others join in beginning the next line "todos los ninos 
vengan") This was the page that helped us decide which book to do for our 
opera, (lots of children holding flowers and colorful costumes) Do you 
know why we chose this story for our opera? 

PP Why? 
WH Cause we have a lot of kids in our class. Can you imagine why we would 

choose this story with so many kids in our class? 
PP There's a lot of kids in that school. 
WH Yes. I'm not very good at just inventing patterns in my head for sewing. 

So I went to a fabric store with this book, and I looked around for one that 
would be the easiest one. that wouldn't use so much material that we 
couldn't afford to buy the cloth. What did we do to get the money for the 
cloth? 

S Sold cookies. 
WH What kind did we sell? 
S Chinese cookies. 
WH Chinese cookies. There were two kinds. Almond cookies and what were 

the other ones? 
S Fortune cookies. 
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WH Fortune cooides. We sold them at the school for a quarter each, and we 
made a lot of money. We made enough money to buy all these costumes. 

S A thousand dollars. 
S One day Mrs. Hood and some of the kids.. .We sold a lot of cookies. 
WH Is there anybody else who has something they'd like to ask or share? Leo? 
S We worked very hard on the opera. 
WH We did work hard, didn't we? 
Ss Yup. 
S I got to work hard on two of the songs. 
WH How many of you would like to see Uieir opera? 
Ss (all hands up) Me! 
S I want to see it 4 times! 

As the kids take off their costumes to go outside and play with their penpals, they 

talk excitedly about staying at school for the pre-performance pizza party today at 5:00 p.m. 

Kids take their shoes off and put costumes on the tables. Adults help neatly hang the 

costumes on individual hangers on nails in the portable wall. Ivan's mom is there and 

Tony's mom and grandfather and baby. I help. Some kids put their belt on the banger. 

Most are hurrying to get outside. The air is filled with excited chatter and singing. Most 

costumes manage to get hung up with all the important pieces. Adults help look for and 

count who's missing. So many costumes. So many children. The help is much needed. 

Commentary on Visual Arts and the Integrated Curriculum 

In this section on visual art transactions and curricular integration, I presented 

evidence of the forms and functions of visual arts in young children's opera. The 

children's experience with opera did not begin and end when Or. Rinehart was there. In 

fact, they began without him when they selected their story, and worked in-between 

sessions to write more of the libretto, study China and flowers, and make props, scenery, 

and costumes. Because of the integration of curriculum and its active hand-on nature, the 

experience had continuity making it an experience, in the Oeweyian sense. The analysis 

presented in this section suggest that there are many ways that learners make meaning, 

including the visual arts. Parent involvement was very high suggesting that experiences 
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such as the Opera Project are important ways to create bridges between the community and 

the school. This study confirms that parents of culturally and linguistically diverse children 

want to help their children succeed in school. Finding ways to involve them is the 

challenge and the responsibility of all who work with other people's children. Malcing 

school a comfortable, culturally relevant, and accessible place is one way to do it 

In this chapter on forms, functions, and forums, I have provided substantive 

evidence of the types and uses of multiple literacies that occurred in a three-month opera 

project in a bilingual first grade. I built on the categories suggested by Heath (1983) and 

Taylor & Dorsey-Gaines (1988) in my analysis of the writing transactions. I based the 

analysis of the reading transactions on Siegel & Fonzi (1995) and focused on the school 

setting contextualized within a culturally and linguistically diverse community. I 

familiarized the reader with the Arizona Arts Standards, as I examined the educative value 

of the arts (music, theatre/dance, and visual art) as core literacies embodied within inquiry-

oriented opera sessions and across an integrated curriculum. In this analysis of reading, 

writing, music, theatre/dance, and visual arts transactions, the categories serve a heuristic 

function suggesting new ways to conceptualize language arts/literacy and music/opera 

education suggesting new directions for both. 

In the next and culminating chapter, I take us back to the original questions which I 

paraphrase here and ask, "What has this community of learners taught us about multiple 

literacies?* How have they helped us to understand the social, cultural, and historical, 

factors that shape their experience? How can we use the insights gained from the Opera 

Project to support the language and literacy learning opportunities of young children, 

especially culturally and linguistically diverse student populations? 
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CHAPTERS 

CODA 

It's autumn in the Southwestern United States and outside the air is filled with the 

fresh smell of sage and damp earth after recent rains. I hear the roll of distant thunder. I 

see the play of dark and light on the mountains that rise up from the busy urban valley near 

my northern New Mexico home. On this day, the peaks are framed between a magnificent 

double rainbow. The lower arc glows a vibrant spectrum of oranges and reds and develops 

three unusual and distinct bands of purple. The left side shinuners as mist falls in front of a 

nearby wash. The right side rises up out of the Rio Grande. 

Standing outside my home. I look over my shoulder at the kitchen window and 

"see" the teacher, artist-in-residence, and children reflected in the glass with image of 

rainbow and mountain superimposed over them. They have become part of me, part of all 

I see. The window also reminds me that only a part of them lives in the evidence rooted in 

the narrative, field notes, interviews, audio and video-tape, photographs, and dissertation. 

Other parts can never be revealed there. Research, and the writing of it, have taught me 

about this kind of seeing and the value of giving oneself some needed distance. In this 

moment, they are more than an imagined reflection on a pane of glass and behind my eyes. 

Their lives, like mine, go on. They continue to compose their lives beyond the boundaries 

of this particular pane of glass. 

I bring to this ending the best of what I understand at this time. This study was 

undertaken to explore the namre of young children's opera as a multiple literacy experience. 

To that end, field work was carried out during an Opera Project in a bilingual first grade 

classroom using ethnographic techniques, specifically participant-observation and 

interviews. Students participated in opera sessions with their teacher, an artist-in-

residence. and university researcher twice a week for one semester. Data analysis was 
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primarily, but not limited to. the opera sessions alone. The Opera Project was integrated 

throughout the curriculum. Information about the process, products, and growth in-

between sessions was obtained in interviews with the teacher, apprentice teacher, and 

children. I wanted to know how a past and present principal's understandings of the 

community and school's socio-cultural-historical contexts influenced the children's, 

teacher's, artist-in-residence's, and apprentice teacher's perspectives of the Opera Project 

as a whole experience. I wanted to explore and understand my roles and relationship to the 

process as [ attempted to understand the multiple literacy processes and practices in the 

Opera Project In this way, I hoped to render a performance that captured the sights, 

sounds, and feelings of an experience and provide insights into the multiple literacies 

embedded within it 

In this chapter, I present the major ideas that emerged. Their development 

throughout the seven preceding chapters has been generative, as ideas built upon one other 

and recursive as they cycled back, gathering what came before and carried forward to a 

deeper level of integration and understanding. As Dewey (1934) writes, "The function of 

criticism is the reeducation of perception of works of art" (p. 324). However, and his own 

writing concurs, there are limitations to what one can render with words. Zukav (1979) 

makes the point, "Languages are useful tools for conveying information, but if we try to 

communicate experiences with them, they simply do not work. All a language can do is 

talk about an experience." Therefore, this study is a description and interpretation about 

having an experience. It cannot be the experience. To adapt from Zukav's (1979) example 

about quantum physics, "This does not mean that you will not have the experience of 

[young children's operaj by reading it; it only means that if you do, the experience is 

coming from you, and not from the book" (p. 42). He adds, 'There is no single 

'experience' of [young children's opera|. The experience is always changing" (43). 
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In this study. I also use the terms "part" and "whole" in a complementary way as in 

the wave-particle duality of light (Zukav, 1979). They are considered "mutually exclusive" 

or complementary aspects of light. Although one of them always excludes the other, both 

of them are necessary to understand light One of them always excludes the other because 

light, or anything else, cannot be both wave-like and particle-like at the same time" (p. 

116). They are both depending on how you looked at them. In the same way, in the 

whole language versus phonics debate, part-to-whole and whole-to-part can be viewed as 

existing in a complementary way; both of them are necessary to understand language. 

These may be considered mutually exclusive, but both qualities are necessary to reading 

comprehension. However, an over-emphasis on reading instruction as a parts-to-wholes 

practice to the exclusion of reading whole-to-part doesn't work. You can't take the whole 

out of whole language and still call it whole language (Goodman, 1986). Whole language 

is misunderstood by some as simply a method of learning to read in a whole-to-part 

manner that excludes the active use of sound-symbol strategies when reading. Yet, the 

"whole" in whole language is an integration of graphophonics, syntax, semantics, and 

pragmatics in the process of making meaning. Researchers may choose different forms of 

experimentation/inquiry to illustrate one or the other or both. 

Similarly, in the arts. Langer (1942/1957) discusses the difference between 

discursive forms of representation such as verbal language and presentational, or non-

discursive forms of representation, such as a painting. For example, certain words may be 

substituted while reading a sentence and still retain the meaning of the sentence such as, 

"My mother [substitute 'mom' J cares about me." Or, as in the opening to this chapter. "It's 

autumn in the Southwestern United States and outside the air is filled with the [omit 

•fresh' I smell of sage and damp earth after recent rains." One cannot remove part of a 

painting and still understand the work as a whole. The part cannot be separated from the 

whole without changing the meaning. Yet "each part is a dynamic part, that is. plays an 
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active part, in constituting... a whole" (Dewey, 1934, p. 135). And on the nature of 

criticism he adds. 

They cannot be separated from each other, because analysis is disclosure of parts as 
parts of a whole; of details and particulars as belonging to total situation, a universe 
of discourse. This operation is the opposite of picking to pieces or dissection, even 
when something of the latter is required to make judgment possible. No rules can 
be laid for the performance of so delicate an act as determination of the 
significant parts of a whole, and of their respective places and weights in the 
whole, (p. 310) 

I consider this explication of parts and wholes relevant to my presentation and 

discussion of findings because I was exploring the nature of discursive (writing) and 

presentational (dance, drawing) forms as used in an Opera E'roject In the analysis of data, 

it was necessary for me to tease out the embedded and complementary threads, notes, 

movements, words, images, and lines, that ran through the metaphoric cloth, song, dance, 

narrative, or painting in order to make visible their unique contribution to die whole. At 

first, I attempted to focus on micro aspects of the process (analyzing the development of 

one song across sessions or a *'typlcal day") and found that it did not work to capture the 

dynamic continuity and integration that was so central to Dewey's notion of "having an 

experience." I also learned that there were forms used (types of multiple literacies such as 

song, dance, reading, writing, painting, or drawing) that were particularly relevant to the 

purposes/functions at various points in time during the process and that a series of parts, 

words, and notes did not an opera make. It was necessary for me to examine the entire 24. 

one-hour sessions to answer my questions. Thus, it must be understood that processes 

presented as a libretto in Chapters 6 and the types and uses of literacy in Chapter 7 are open 

to interpretation. They are not the only way the data could have been rendered. They do, 

however, serve the educative function of enlarging our understanding about the nature of 

multiple literacies and young children's opera. In this chapter. I present what I learned and 

what it means, particularly the implications for young culturally and linguistically diverse 

populations of learners in schools. 
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What Have I Learned? 

In this section, the findings that emerged in this study will be reviewed. I present 

my four original questions and discuss the findings under each as I draw out the 

implications. Then, I conclude with an answer to the key question, "What is the nature of 

opera as a multiple literacy experience?" 

1. What is the nature of young children's opera from the perspectives of the 
participants? 

(a) The teacher viewed opera as a socially constructed meaning making process and the 
core of her reading, writing, and social studies curriculum. 

Opera was embedded in most of what the class said and did in their classroom for 

three months. Opera facilitated the integration of whole language across the curriculum. 

Child-to-child talk was encouraged so that bilingual children could be interpreters for 

others. Talk wasn't usually viewed as a distraction by her if it was related to the Opera 

Project The large class size and small classroom size made talk challenging to the artist. 

She viewed talk as a musical transaction, for example, if the students were discussing a 

song they were creating. She also believed there was no "one right way" to do an Opera 

Project or be a whole language teacher. 

Barriers to Mrs. Hood's experience were: the large size of her bilingual classroom: 

union/district politics that created insecurity and eroded teachers' professional judgment and 

power to introduce innovative curriculum: her belief that there was an over-concern that the 

alphabet letters appear on the wall and an under-concem for the creative leaming that was 

going on in her class: as well as the dominance of test-driven practices in bilingual 

education. 

(b) The artist-in-residence viewed opera as a vehicle for the cyclic translation of 
aesthetic and creative energy into life qualities such as love, beauty, truth, faith, and 
justice. 
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These qualities, when fully integrated, contributed to a person's wholeness. Dr. 

Rinehart was convinced that the opera process creates conditions for growth and awakens 

passion and interest Children need an open environment of acceptance and 

acknowledgment so they can attune to energy and connect with one another. He viewed 

this interconnectedness as vital to cultural continuity. If you want to grow, you need to 

take risks, and trust He felt the teacher's role was critical and that Mrs. Hood was a 

master of affirmation and acceptance. 

Barriers to his experience were; school system structures that "deaden and bore" 

with a teacher as technician perspective; the assumption of fixity of norms embedded in 

traditional literacy testing, the problem of qualifying the "dynamics of consciousness" 

(connectedness, aliveness, and receptivity); arts being given an outside place and status; 

and overall lack of resources at the school level. 

(c) The children viewed opera as fun and hard work that could be facilitated by the 
discovery of classroom experts. 

The children "stuck with it" because they really wanted to make an opera. It was 

something they could be proud of and show their families. They didn't know they were 

learning until they began to reflect on the process. One child commented that she was 

"learning how to learn about China." Although at first they chose to leam with their close 

friends, during the various phase of the Opera Project, they came to recognize the resource 

potential in the strengths of their other peers and sought them out as needed. In this way. 

the classroom social network grew as ne"' relationships developed in the course of singing, 

dancing, reading, writing, and drawing their understandings of the story. The practice of 

developing and using human resources (helping one another) was common in the local 

community. This notion of "funds of knowledge" has been developed by Moll and 

Greenberg (1990). 
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Barriers to their experience might be feeling too pressured by the high expectations 

of creating and producing an opera. For example, one child who was chosen by his peers 

as a resource for many aspects of the process, showed signs of stress when encouraged to 

take a risk during music composition. However, we have recently learned that this same 

child is now an active member of the Tucson Boys Chorus. 

(d) The apprentice teacher viewed opera as the most creative, active, context-specific, 
authentic, continuous, and integrated student-created process of making school real 
that she had ever seen, yet her embedded theories about herself as a musician were 
a possible roadblock to risk taking. 

Her own experience as an apprentice in this whole language classroom informed 

her view that it was important to learn about something from the inside out Opera could 

not be separated from the whole language teaching she was learning by doing. There were 

days that she needed to attend a student teaching related seminar at the university. She 

became most aware of the continuity of the process when she retumeu f.om her classes at 

the university and realized she could "pick up where she left off' because the students 

became her curricular informants. They "knew exactly where they had been [in the 

process!, where they were, and where they were going." Later, I will argue that the 

notions of apprenticeship and continuity are central to the opera process. 

Barriers to new teacher's taking risk with the Opera Project were a perceived need 

for more arts courses, more "show and do," less "tell about" in teacher education courses, 

and district support for specialists and material resources. This, she felt, results in a lack of 

multiliterate teachers. One of the barriers to risk taking that is suggested here are teachers 

embedded views of themselves as artists (or non-artists). 

(e) Initially, the parents viewed opera as a peribrmance, were concerned about their 
children's literacy development and would ask, "Will my child learn to read and 
write in an Opera Project?' 

They taught us the value of moving understanding from the performance or product 

level to the process level through ongoing "informances" about the language, literacy, and 
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learning processes involved in the Opera Project. The project was introduced at the Open 

House and newsletters were sent home on a regular basis (supervising field trips, 

observing song writing, volunteering in art projects, making costumes, and facilitating the 

writing of thank you letters). They became less concerned that their children would learn to 

read and write. Most began to see the creative possibilities and the reading growth. Only 

one expressed dissatisfaction and was not convinced. 

(f) As the researcher, I learned that appreciating and disclosing the nature of an Opera 
Project required a revaluing and expanding of my approach to qualitative research 
from an anthropologic perspective to an arts-based stance of connoisseur and critic. 

I also learned that I needed to unpack my own assumptions about literacy and the 

transactional nature of opera, schooling, teaching, learning, and researching. Because the 

observer and the observed are related, I could not observe something without changing it 

(Dewey and Bentley, 1949; Zukav, 1979). I was not the "independent" observer separate 

from the process I was participating in. In relation to the other participants. 1 affected their 

perspectives. When I wrote field notes, I was giving a demonstration of a literacy valued 

in the community. When I sang and danced (or did not), I was also affirming (or not 

affirming) what was valued in the community. 

2. What are the socio-cultural-historical contexts that influenced the participants 
experiences in an Opera Project? 

Deficit driven teaching practices and an uncritical stance toward the overvaluing of 

tests drive the often unexamined myths that children, particularly from culturally and 

linguistically diverse student populations, are the locus of language and literacy pathology, 

are responsible for these perceived deficits, and are in need of a separate and cognitively 

unchallenging level of remediation. It is also assumed that their parents are to blame 

because they don't care and don't work with them (Rores, 1991). 
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The images of children, parents, and teachers that have been generated in this study 

of young children's opera seriously challenge the validity of those myths and usefulness of 

those reductionist practices. The children in this study were proficient language users who 

brought many experiences to the classroom. It was the role of the teacher (and artist-in-

residence) to get to know their interests and "educare" or bring out those experiences by 

providing constructionist contexts for making and building on connections through inquiry 

and exploration. The children in this bilingual class spent most of their day in the regular 

classroom environment which was rich in possibility through the unfoldment of a theme-

based and integrated curriculum. In the rich social context of an Opera Project in their 

classroom, they learned in the company of more experienced others. 

The teacher was a facilitator and kidwatcher who observed and assessed the 

children's authentic language and literacy development in the context of classroom 

activities. The classroom took on the appearance of a studio. There were many multi

modal social contexts that provided children the opportunity to learn language and develop 

literacies in an Opera Project; Read-Alouds, Extended Responses to Literature, Thematic 

Integrated Curriculum, Learning Centers, Collaborative Story and Song Writing, Inquiry, 

Individual or Group Journals, Role Play and Enactments, Visualization, Prop Making, 

Instrument Playing, Improvisational Dance, Home-School Song Tapes, Group Reflection 

and Critique, Drawing and Painting Scenery and Characters, Scientific Study of Rowers 

and Seeds, and Story Dictation. The children's ideas and interests guided the instruction. 

The Opera ftoject gave the parents more ways to be involved. They helped create 

the social context by sewing costumes in the classroom, volunteering to help their children 

write, supervising field trips, facilitating prop making, making financial contributions, and 

coming in to be the audience and participants during composition and production sessions. 

This study confirms that parents of culturally and linguistically diverse children want to 

help their children succeed in school. Rnding ways to involve them is the challenge and 
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the responsibility of all who work with children. Making school a comfortable, culturally 

relevant, and accessible place is one way to do it 

However, in listening to the beliefs, charges, and concerns of a past and present 

principal, I learned how deficit myths are constructed and maintained by structures located 

primarily outside the local community. "School" is a fluid entity reacting annually to local, 

state, and national pendulum swings, legislative mandates, testing formats, and local 

concerns. The principals have taught me of the complexity of their task with its limited 

resources and opportunities for real voice regarding the schooling and testing/assessment of 

children. A past principal prioritized the Opera Project and saw it as an important part of 

the life of the school. It was one of the many curricular innovations developed there and 

was informed by the school's emphasis on whole language, literature study groups, 

bilingual education, and education through art. However, a drive to raise test scores 

overshadowed the benefits of these innovations and narrowed curricular opportunities to a 

more verbocentric focus. Even though the new principal valued the arts and risk taking 

among his staff and parents have supported the arts, new priorities put the Opera Project "at 

risk" as a central part of the ongoing culture of the school and moved it to the margins as 

"dessert." 

Because of this, I argue that we need to cridcally reevaluate the impact of 

standardized testing on the quality of children's, teachers, and principal's experiences in 

schools and advocate for the centralization of arts, resources (specialists and materials), and 

integrated curriculum in schools. Young children's opera challenges verbocentric 

conceptualizations of literacy that impact culturally and linguisdcally diverse student 

populations because of the over-emphasis on lower level skill development at the expense 

of engagement in higher problem solving and meaning making across sign systems. This 

ultimately impacts quality of life. Yes. we can say that children are flexible and will adapt 
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to the pendulum swings and uncomfortable environmental conditions. But who should be 

the locus of flexibility, the children or the school system? 

1 also argue that strengths-based schooling practices value and make visible the 

affective and sensory qualities that are embedded in socio-political contexts of learning. 

Passion is an important factor in learning because one learns what one is interested in. The 

Opera Project creates the opportunity for spirits to be touched and enlivened by creating and 

appreciating music, dance, poetry, and visual art. The arts cannot be simply left to chance 

outside the schools house door. The arts create contexts for the harmonious movement 

between the life of the home, community, and school. They give children a reason to come 

to school. They create opportunities for children and teachers to be creative architects 

(Wirth, 1989), interconnected to one another and the environment, and contributors to the 

synergistic shaping of their culture (Benedict, 1934). From this perspective, literacy as art 

takes an a new meaning. Art as life becomes literacy for life's sake. 

3. What are the multiple literacy processes evidenced in young children's opera? 

(a) The opera was a strengths-based inquiry-oriented approach to learning using a 
variety of sign systems to co-construct meaning. 

I argue that educative experiences based upon sustained inquiry and developed 

through a learning-centered curriculum are a means to deeper understanding and enhanced 

quality of life. Both artist and scientist are looking for patterns and have the capability to 

express them imaginatively. Helping children look for patterns as they compose a song, 

story, or a life, will attune them to the complexity of life experience and help them come to 

a larger understanding of the human condition. 

(b) The opera was a semiotic or meaning making apprenticeship. 

Wells (1993) writes. 

The creation of a collaborative community of practice, in which, through assisted 
participation in appropriate activities, students undertake a 'semiotic 
apprenticeship.' as they individually reconstruct the resources of the culture as tools 
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for creative and responsible social living in this and the wider community. In this 
characterization, it is the activity which is central, to rephrase Dewey's insight, 
what we learn is what we do. (p. 3) 

Wells' (1993) work focuses primarily on the understanding and mastery of verbal 

forms of language. This findings in this research study about young children's opera 

suggest that Wells' notion of semiotic apprenticeship can be broadened to include the 

understanding and mastery of a variety of forms to make and express meaning in school. 

(c) The children were participants in a creating, producing, and performing community 
of inquirers whose interests and ideas informed and contributed to the process and 
product 

(d) Making and sharing meaning in a variety of sign systems was an embodied activity. 
Sumara (1996) describes reading as embodied and communal action. Reader, text, 
and context are unified and are to be understood as one related system open to 
interpretation. 

(e) Opera was an awakening to multiple literacies through the facilitation of 
adults who were mutually engaged in a challenging project, shared their 
expertise, and offered the opportunity for guided practice and ongoing 
critique in different sign systems. 

(e) Opera was a vehicle for appropriating and creating synergistic culture. 

The participants shared a culture built upon the members differences and shaped it 

to their highest vision of integration through the synergistic use of multiple sign systems 

and the acknowledgment, acceptance, and the valuing of individual's ideas for the benefit 

of the whole. They leamed of each others strengths and came to revalue each otiier. 

These findings do not fit within the perspective of an industrially dominant view of 

human as machine. This view is not complementary to the democratic principle that views 

people as productive meaning makers who have the ability to create community and culture 

in Uieir highest vision. One of the fall-outs of a mechanistic view of teaching and learning 

is that teachers, like the one in this study, expected to be technicians, are leaving the field 

because their professional judgment and creativity are being devalued. While multicultural 
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education has opened doors to new conversations about diversity, human rights respect, 

choice, social justice, and equity, concrete and vibrant exemplars of what it looks like in the 

classroom have not been very well developed. The underlying orientation of much of the 

literature appears to be preparation for work based upon training diverse people in a 

compensatory educational structure of fixed norms and standards by which many 

particularly culturally and linguistically diverse populations are judged as deficient. The 

omission of issues of language and multiple sign systems in the main body of multicultural 

education literature is also problematic. 

Because of this, I argue that valuing many ways to make meaning has important 

implications for education and the enrichment of society. The arts encourage meaningful 

cross cultural communication. Synergistic experiences can enable diverse and creative 

individuals a release from labels that limit their abilities and create invitations for all 

individuals to play a more critical role in the social construction of our larger systems from 

the inside out As teachers create contexts for complete experiences, such as in an Opera 

Project, the encouragement of voice and choice of self-expression may teach a tolerance of 

diversity and awaken responsiveness, the ability to respond. 

(f) In the Opera Project, assessment was embedded in the process of doing and 
undergoing. 

Outcomes could not be predicted or simply measured with tests. With each artistic 

choice children made, they were engaging in assessment. Their decisions in selecting a 

story, composing words and music, producing actions, and performing before their peers, 

families and communities informed them of what worked or didn't work all the way 

through the process. The purposes of their work informed the choices of forms they made. 

Song was needed to communicate a character's mood for example. It could express what 

words couldn't An enactment of the emperor as an old man generated new language once 

the children were moving inside the character. If a child ran quickly across the stage 
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(classroom floor), they were given immediate feedback. "Did the old and tired emperor 

feel like running?" asked the artist-in-residence. "No," the children would say "he wanted 

to go home and sit in his chair and rest" Assessment could not be separated from the 

creative process. The language generated in the critique became the basis of the ongoing 

collaborative narrative. 

Because of this, I argue that the view of one standardized and measurable 

in-the-head intelligence coupled with an emphasis on decontextualized standardized tests 

has narrowed curricular opportunities for culturally and linguistically diverse student 

populations. A view that honors many ways of knowing can open doors for those who 

have experienced educational equity. As researchers and teacher-researchers, we have 

ethnographic techniques that reveal the immeasurable happenings in classrooms. Diversity 

of outcomes in a learning process can be expected due to the open-ended nature of the 

Opera Project Therefore, 1 argue that new ways to render what is happening is schools are 

needed. Introducing the notion of die connoisseur and critic in higher education, 

particularly teacher education, may do much to help support and assess the unique and 

unfolding language and literacy development of young children. An arts-based approach to 

assessment may be more complementary to the learning that is going on in schools than the 

more traditional tests. This study suggests that it can be useful to understand the nature of 

a whole group process and has implications for individual child study in the use of 

journals, portfolios, videotapes, and performance. 

4. What are the types and uses of multiple literacies evidenced in young children's 
opera? 

The ways in which reading, writing, music, movement, visual art. and theatre 

contributed to the Opera Project were examined. Numerous functions were presented 

demonstrating the diversity and complexity of communicative intent and use. 
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No one form was able to communicate all meanings. While the complexity of reading and 

writing forms and functions in an inquiry-oriented Opera Project were demonstrated, 

music, movement and storied action, and visual art were just as discrete, complex, and 

complementary to the other forms. 

Reading was used for a variety of purposes: to make public, to comprehend and to 

generate something new. Within these categories there were many sub-categories such as 

reading to: convey meaning, value student's meaning, make sense of a text, understand 

and follow directions spark an idea, generate a reflective response, revise and push 

something further. 

Writing was found to be very contextual in form and fluid in function. Writing was 

used to: (a) record one's feelings and thoughts, (b) communicate when direct oral 

communication was not possible or to reinforce or follow up on an oral message, (c) meet 

the requirements of language arts curriculum and to educate oneself, (d) organize and meet 

practical needs, (e) establish, build, and maintain social relationships, (f) serve as a 

reminder to write and others, (g) express oneself, and (h) expand possibilities in a primary 

text by creating a shared secondary text. 

Music helped bring coherence and continuity to the classrootn curriculum raising 

important implications for the value of music in educational contexts. Making music 

involved the learners in an inquiry of interest that involved reflective thinking, generation of 

new ideas, improvement of memory, and use of higher order thinking skills. As another 

way to make meaning, music provided opportunities for learners, who have strengths in 

sign systems other that traditional verbocentric modalities, to shine. 

Theatre and dance/movement offered more opportunities to make and express 

meaning depending on the particular purposes, particularly to create, contextualize. and 

inquire. Movement was used to: improvise multiple solutions to a dramatic problem: 

copy. lead, follow and mirror: perform basis warm ups: release tension: and generate new 
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language. Theatre was also used to make connections with ones own culture and others, 

respect and understand others, describe how the set contributes to the drama, and respond 

to dramatic performances. 

Visual art was not as evident during the opera sessions but was very evident in-

between sessions when there was more time to manage the use of the media employed. 

Visual art was purposeful as creating, context, and inquiry. Art was used to communicate 

and express ideas, create props and scenery, and to respond and reflect. 

I highlighted how the children's opera-related experiences did not begin and end 

when the artist-in-residence was there. In fact, they sometimes began without Dr. 

Rinehart, worked in-between sessions as they wrote more of their libretto, studied their 

theme, made props and costumes and practiced. There were many ways to make meaning 

and the different forms were woven throughout the process like a fine tapestry. The 

following additional findings emerged from tiiis study of the types and use of multiple 

literacies: 

(a) Opera was an integrated meeting place of the sign systems embodying story, song, 
image, and action. 

(b) The children had the opportunity to access a wide range of resources and activities 
in the community and the sub-culture of their classroom to make meaning. 
The arts invited the participants in the Opera Project to actively make meaning in a 
variety of forms. 

(c) Diversity of purposes created the need for flexibility of forms. 

(d) The different forms served distinct functions in different contexts but were 
complementary in relation to the continuous and synergistic nature of the whole 
inquiry project 

A presentation of flndings about the types and uses of literacies in young children's 

opera must not be separated from their relationship to each other. Another way to discuss 

types and uses of multiple literacies is function, (why learner needs to use the form), form 
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(how the function or purpose gets done), and forum (the validation process). An 

introduction to this notion (Rinehart, 1993b) was presented in the context of a discussion 

of transaction and synergy in a second grade's creation of a lullaby in their Chariotte's Web 

Opera in Chapter I. 

For example, in the present research study, the Opera Project started with a 

function. The children asked, '"'Are we really going to make an opera? What is an opera?" 

Dr. Elinehart replied, "Why in the world do we want to make an opera? What will we have 

to be able to do |to help you make sense |?" They chose a form, the story. They used a 

variety of forms to co-construct their version of the picture book. The Empty Pot 

(Demi, 1990). With the facilitation of the teacher and the artist-in-residence, they analyzed 

story elements as they created lines for characters and developed the plot By the time they 

got to composing "I Have A Seed" at the middle to end of the process, something new 

happened and "it was all from them," said Dr. Rinehart. When the forms (words and 

music)came together, there was attunement as creativity and aesthetics came together (the 

cycle of energy described in Chapter 5). The function changed and they were no longer 

just creating an opera about a boy named Ping. There was an accessing of energy that 

changed the function and generated more of an intrinsic motivation as stated in the 

children's words, "I want to do that some more." Dr. Rinehart described it as: 

The children wanted to get in touch with the iimer energy that resides in music, 
language, or other art forms. Then it is only mater of time before an Arron 
Copeland emerges. That is the place where poets [musicians, artists j are bom. 
Children need to go through this process There are no shortcuts. Some go faster 
than others because growth is an inside job. 

What is opera? I offer several conclusions in the context of the key question about 

the nature of young children's opera as a multiple literacy experience. Opera is a multi

modal metaphor to help us begin to think more broadly about learning in schools. This 

research suggests that opera can be conceptualized as; 

(a) a meeting place of the sign systems; 
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(b) a semiotic apprenticeship; 

(0 a synergistic inquiry; 

(d) embodied action; 

(e) an awakening to multiple literacies; 

(f) cultural continuity; and 

(g) survival. 

Implications 

A reconceptualization of language arts/literacy that both includes and goes beyond a 

skills-with-print definition requires a transformation in the way educators think about 

meaning making and curriculum, intelligence and knowledge, perception and expression. 

It requires an unpacking of one's assumptions and perspectives about what it means to 

have an experience and to live a literate life. It is not insignificant that this study employed 

opera as an accessible heuristic for investigating multiple literacies. It is an invitation to 

willingly suspend one's beliefs about literacy (as reading and writing), opera (as 

inaccessible), and art (as a frill). A multiplicity of processes, forms, and functions were 

presented demonstrating the diversity and complexity of meaning making and their valued 

application in schools. A key to understanding this perspective lies in an examination of 

the reductionist and constructionist paradigms and their relationship to the field of literacy 

education. 

Given the conclusions of this study, it is time for educators, school administrators, 

researchers, and policy makers to change the way we think about language arts. The new 

co-editors of Language Arts in their inaugural issue wrote, "The field of language arts is 

shifting and being challenged to move towards new and innovative directions" (Dudley-

Marling & Murphy, 1997. p. 315). These directions not only include creating spaces in 



328 

schools for the many ways we make and share meaning but also how research is 

approached and rendered. Young children's opera sheds a fresh perspective on the 

complementary nature of story, action, and music as it is blurs the boundaries of traditional 

approaches in both music and language/literacy, suggesting new directions for both. 

Still, educative experiences like young children's opera will not, by themselves, 

support the language and literacy of culturally, linguistically, and developmentally diverse 

young children unless the dominance of existing verbocentric curricular practices and their 

subsequent testing and exclusive funding in schools is challenged. The arts need to be 

funded and made central in the schools. P^erships need to be developed among the 

schools, community arts organizations, local independent artists, and the universities is 

vital. Arts standards such as those carefully developed by local arts advocates, recently 

adopted in Arizona, and used in this study, may serve as a guide to all the possibilities that 

curriculum can be. 

Status quo approaches to educational curriculum need re-visioning. The traditional 

approach practiced in many pre-service teacher education is to separate content and 

methods. These tend to be learned in fragments from the outside in, and usually from a 

textbook. The teacher is traditionally conceptualized as a technician. The problem with this 

approach is that educators do not have the hands-on experience of knowing what it is like 

to think like a historian, social scientist, mathematician, ecologist, musician, dancer, or 

artist. This study illuminates the value of apprenticeship as a way to learn a process from 

the inside out A broadened defmition of apprenticeship is a useful metaphor because it 

acknowledges a shift of power relations from a simple novice-expert hierarchy to a 

mutually transformative relationship of co-leamers in a community of practice where 

experience exists on a continuum of less to more experience. Co-learaers share their 

expertise and seek the resources in their community to get the joint project done. From a 

"do as 1 do. not what I say" perspective, the implications are glaring regarding teaching and 
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learning. How can we expect children to develop enlarged understandings of content when 

they are in the company of teachers who do not take risks, inquire alongside them, or 

develop experience within the forms they are transmitting? Dewey asserts. 

What avail is it to win prescribed amounts of information about geography and 
histoiy, to win ability to read and write if in the process the individual loses his 
own soul; loses his appreciation of things worth while, of the values to which these 
things are relative; if he loses the desire to apply what he has learned and, above all; 
loses the ability to extract meaning from his ^ture experiences as they occur 
(Dewey, 1938). 

Art is life. As an act of public disclosure, this study conceptualizes the potential 

that young children's opera has for literacy learning and more conscious life in schools. As 

an act of private appreciation, it means my academic and personal life is enriched by these 

past four years of awakening to art as conscious life. Nora Naranjo-Morse (1992) writes, 

•'In the Tewa language there is no word for art There is, however the concept for an artful 

life, filled with inspiration and fueled by labor and thoughtful approach" (p. IS). We live in 

an increasingly complex and globally-oriented world at the point of entry into the third 

millennium. Forgetting the interconnectedness of the individual to the environment creates 

serious threats to our mental security and our very survival. It is up to this generation of 

educators to open the door for the next seven generations of child "architects" in schools, to 

synergistically create new culture to our/their highest vision. How do we begin? Many 

ways is the way. 
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APPENDIX B: 

MINOR PARTICIPANT CONSENT FORM 

Disserutioa Researcii Study 
Having An Experience: An Ettmographic Study of Meuiing Malcing ctirougb 

Whole Uceiacies in a Bilingual First Grade'/Cranerule:(EducatioaThrough Opera: 
Cultivating and Celebrating Whole literacies for the Whole Child) 

Researcben Pamela J. Rossi, Phi}. Candidate. The University of Arizona 

Minor PartxcipanCs Consent Form 
I am being asked to read the following material to make sure that I am 
informed about the purpose and intent of this research study and how I will 
participate in it. if (consent to do so. Signing this form will indicate that I 
have been informed and give my consent. FMeral laws require written 
informed consent prior to partidpatioa in (his research study so tfut I can 
understand the re^nsibilities and risks of my participation and can decide to 
participate or not to participate in a free and ii^ormed manner. 

Purpose 
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given permission for me to partidpate. Hie purpose of this study is to 
understand from the participant's point of view what happens ivhen children 
and teachers vnrk together with an artist to create and produce opera. Hiis is 
what will be called 'having an experience.* The study also explore how 
this supports and develops the multiple literacies of Srsc and second grade 
students. 

Procedtire 
If I agree lo participate, my partidpation will be observed and 1 will be 

asked to participate in at least one interview. and possibly another follow-up 
interview. My participation is strictiy voluntary. 

Confidentiality 
All interview audio-tapes and transcripts will be kept strictiy 

confidentiaL Excerpts from videotape may be used in a documentary. Excerpts 
from some of the transcripts may be used in the final disserution document, a 
final repon to a ftmding sponsor and possible future publications. I 
understand that a pseudonym will be substituted for my child's real name if I 
choose this option. I grant my authorization for the researcher to reproduce 
the physical likeness, voice and/or words of my child in a video documentary, 
journal article, magazine or other media. 

I have read and understand the above information. My 
signature below indicates that t agree to participate in this 
research study. 

Name (please print). Date 

Signature (use real name) (use pseudonym) 

Parent's Nme(please print). " Date 
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ADULT PARTICIPANT CONSENT FORM 

DISSERTATION' RESEARCH STUDY 
Having An Experience: An Ethnographic Study of Meaning Making through 
VX'hoIe Literacies in a Bilingual Pint Grade/ Grant Titlr.'BJucajion Through Opera: 

Cultivating and Celebraring Whole Literacies for the Whole Child' 
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have been infonned and give my consent. Federal laws require written 
informed consent prior to partidpadon in this research study so that I can 
understand the responsibilities and risks of my participation and can decide to 
participate or not to participate in a free and informed manner. 

Purpose 
I am being in\ited to voluntarily participate in this research. The 

purpose of this study is to understand from the participant's point of viev.-
what happens when children and teachers work together with an artist-
specialist to create and produce opera. This is what be called 'having an 
experience.* The study will also explore bow this supports and develops the 
multiple literacies of fim and second grade students. 

Procedure 
The entire above-titied research smdy will take place between July 

1.1995 and June 30,1996. The classroom portion of the study will take place 
between August-December, I99S. If I agree to participate, I will be asked to 
participate in at least one interview, and possibly a follow-up interview. 
Teachers and an artist will be observed fadlitating an opera project with 
students and will be invited to participate in an ongoing research study group, 
maintain a journal and help coUea classroom artifacts. They will receive a 
stipend for completing their responsibilities to the funded research. I 
understand my participation is voluntary and I may choose to withdraw from 
the study at any time. I will be able to review a draft of the finished report and 
offer editing suggestions. 

Confidentiality 
All interview tapes and transcripts will be kept strictly confidential. 

The research study group, transcribers and university committee will have 
access to them and maintain conhdentiality. ficcerpts from videotape will be 
used in a documentary. Excerpts firom some of the transcripts may be used in 
the final dissertation document, a final report to a funding sponsor and 
possible future publications. I understand that a pseudonym will be 
substituted for my real name if I choose this option. 

I have read and understand the above information. My 
signature below indicates that I agree to participate in this 
research study. 

Name (please print) Date 

Signature (use real name) (use pseudonym) 
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INTERVIEW GUIDES 

Interview Guides 
SpradJey, 1979. "The Echnographic Sumce,' 
Ethnographic Interview, p. 34 

"I want to understand the world from your point of view. 
I want to know what you know in the way you know it. 
I want to understand the meaning of your experience, to walk in your shoes, to 
feel things as you feel them, to explain things as you explain them. 
Will you become my teacher and help me understand?" 

Teacher Interview: 
Grand Tour 
The Classroom 
• Imagine you're seeing your classroom for the first time. What is your first 

impression. How does it feel? 
• What does it look like? (draw a map). 
• What do you imagine goes on in there? 
• What is taught? 
• What kind of activities are going on? 
• Who interacts with who? In what *vays do they interact? 
• What's really valued? 

The Learners 
• Who are they? 
• What kind of talk is going on? 
• How do they learn? 
• How do they use language? What other ways do they communicate and 

express their ideas? 
• Describe the tint day of class. What were the issues? 

The Teacher 
• Why opera? Why is it significant? What led to your interest in this 

experience? 
• W^t goals do you have for the year? For the opera project? 
• What themes are emerging for the class? What are ̂ ey wondering about? 
• What is your role? In general ? for the opera project? 
• What questions do you have for the opera project? 
• What are your beliefs about literacy? (Define) 
• What does it mean to "have an experiencer How is this the same or 

different than an activity? 
• What is the most interesting part of what you do? 
• What is most difficult? 
• How do decide wfiat you're going to do every day? In an opera project? 
• How do you know they've learnt something? How do you 
• What resources do you use/need for the opera project? 

The School 
• Whaf s the history of the school? 
• What does it look like? 
• Who are the main characters? 
• What are the other teachers like? 



• What are the goals of the school? How do children leam best? What role 
does language play in learning? What role do the environment, adults and 
other students play? What content is relevant to the child? 

• What is the relationship and interaction between num and nature? 
• What are some of the school's concerns? 

The Community 
• What is the history? 
• What does the neighborhood look like? Who lives there? 
• What is valued? 
• What are the social, political and economic opportunities in the 

community? 
• What la^uages are used in the community? 
• What skills are needed to be able to function in the community? 
• Hov  ̂are families involved in the school/class? 

Student Interview: 
• Tell me about making an opera. 

What is it like? 
What happens? 
What do you do? 
What are you learning? 

• Tell me about the reading, writing, singing, dancing, acting, drawing you 
do in an opera. 

• Who is a good reader, writer, singer, dancer, actor, artist you know? 
• Why are you making an opera? 

What do you like? 
What's hard? 
What's easy? 
What would you change? 

Parent Interview: 
• What role do you see the opera playing in the lives and the learning of 

your children 
• What is your role? 

Other Participants Interview: 
• How did you come to be a participant in the opera project? 
• What is your role? 
• Could you reconstruct the opera process? 
• How do you see the opera process contributing to student learning? 
• What are your beliefs about reading and writing and literacy? 
• What do the arts mean to you? 
• How do you feel about integrating the arts in the curriculum? 
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THE EMPTY POT OPERA LIBRETTO 

Rowers That Smell Like Perfume 

Rowers that smell like perfume. 

Rores que huelen de perfume. 

They're pretty, pretty flowers. 

We plant flowers. 

We want to plant these flowers. 

We want to plant these flowers. 

We want to see how pretty they are. 

Vamos a ver que bonitas son. 

Que bonitas son las flores. 

Que bonitas son las flores. 

Les quiero mucho a las flores. 

Me quieren mucho las flores. 

I love you flowers. 

Que bonitas son las flores. 



Ping's Song 

My name is Ping. 

[ live in China. 

I like to plant fruit trees, flowers and seeds. 

Fruit trees, fruit trees 

Rowers, flowers 

Seeds, seeds. 

I like to plant roses, violets and daisies. 

I like the bees that buzz in the trees. 

Fruit trees, fruit trees 

Rowers, flowers 

Seeds, seeds. 

I like the birds that nest in my trees. 

I like the animals that eat from my trees. 

Fruit trees, fruit trees 

Rowers, flowers 

Seeds, seeds. 

His name is Ping. 

He lives in China. 

He likes to plant seeds that grow into plants. 

Fruit trees, fruit trees 

Rowers, flowers 

Seeds, seeds 

Everything he touches blooms like magic. 

Everything he touches grows like this! 



The Emperor, B Viejito 

I'm the Emperor, the king of the land. 

He's the Emperor, the king of the land. 

I'm very old. 

Soy viejito. 

I want to go home and rest 

No puedo hacer muchas cosas. 

Soy viejito. 

Es viejito 

I can't run fast any more, any more. 

He can't run fast any more, any more. 

Soy viejito. 

Es viejito. 

I can't hear very well. 

No puedo oir mucho. 

Soy viejito. 

Es viejito. 

I'm sad and I'm tired. 

Estoy triste y estoy cansado. 

I want to go to the house I had before. 

I'll sit in my chair and rest 

I'm the Emperor, the king of the land. 

He's the Emperor, the king of the land. 

Soy el emperador y soy viejito. 



Who Should I Choose? 

I'm very old. 

I want to stay home 

And find a new Emperor -

A successor to the throne. 

How will I choose? ^Como escojera un emperador? 

Should I choose the one who's quiet? 

Should I choose the one who doesn't kick? 

Should I choose the one who's good? 

^Debo escojer el nino cayadito? 

la nifia cayadita? 

i,Debo escojer el niiio favorito? 

Should I choose one who's a best friend? 

I could let the birdies choose. 

I could let the fish choose. 

I could let the monkeys choose. 

I could let the flowers choose. 

What should I do? 

^Que hago yo? 

I'll call a meeting to my throne 

And let the flowers choose! 



AH Kids Come 

All kids come! ;Todos los ninos vengan! 

All kids come! iTodos los ninos vengan! 

I have a proclamation from the emperor. 

Tengo una proclamacidn del emperador. 

There's something that we need to tell you. 

The emperor wants to find a new emperor. 

El emperador quiere encontrar otro emperador— 

A successor to the throne. 

He wants to have a contest to find a new emperor. 

Come on Friday. Come to the palace and get your flower seeds. 

Vengan el viemes. 

Vengan al palacio para las semillas de flores. 

Why are we getting flower seeds? 

The emperor said he'll let the fowers choose. 

EI emperador dejara las flores de escojer. 

Whoever tries the best whoever tries the best 

Whoever tries the best will be the new emperor. 

The successor to the throne. 

Las flores van a escojer lo que trata su mejor. 
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I Have A Seed 

I have a flower seed. 

A teeny, tiny flower seed. 

What does a seed need? 

Water, soil, pot and sun. 

Water, soil, pot and sun. 

Water, soil, pot and sun. 

Water, soil, pot and sun. 

Water, soil, pot and sun. 

Tengo una semillita. 

Semillita muy chiquitita. 

^Cudles cosas necesita? 

Agua, sol, tierra, maceta. 

Agua, sol, tierra, maceta. 

Agua, sol, tierra. maceta. 

Agua, sol, tierra, maceta. 

Agua, sol, tierra, maceta. 

Grow to the sky. 



I Need A Pot 

I need a pot to put it in, 

A pot for my seed -

A blue pot 

A yellow pot 

A green pot 

A pink pot 

A magic pot 

maceta azul 

maceta amarilla 

maceta verde 

maceta rosita 

maceta magico 

And any kind of pot culquier color 

I need some soil 

Necesita la tierra 

Dark, dark soil. 

Good for the plants. 

Dark, dark soil. 

Good for the plants. 

Tierra tierra tierra oscura. 

Put it in the pot. 

Then put in the seed. 

Rantar las semillas. 

La la la la lee. 

Plantar las semillas. 

La la la la lee. 



I Want To Be King 

I want to be king of the land, of the land. 

Quiero ser al emperador. 

I will try my best to grow this seed. 

I'll try my best. 

Voy a hacer me mejor, 

EI mejor que puedo. 

ril dig my hole 

And put in the seed 

And water it every single day. 

I want to be king of the land, of the land. 

Quiero ser el emperador. 

I'm Mad 

My plant didn't grow! 
Ni crecio, ne brot6. 
My plant didn't grow. 

I'm mad. 
This seed won't grow. 
I want to be the emperor. 
I must be the emperor. 

What am I going to do? 
What am I going to do? 
What am I going to do? 
What am I going to do? 
What am I going to do? 
What am I going to do?! 

Estoy enojado. 
La semilla no crecio. 
Quiero a ser el emperador. 
Tengo que ser el emperador. 

I will cheat so the emperor will choose me. 
Engaiiare para puedo ser el emperador. 
No one will know. Nadie supera. 
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Your Best is Good Enough 

Ping: I tried my best, but my plant didn't grow. 

I tried harder, and still it didn't grow. 

Now I won't be the emperor. 

Other I have a prettier plant. 

Other I have a bigger plant. 

Other Tengo una flor mas bonita. 

Other Tengo una flow mas grande. 

Other Why are you going to take 

an empty pot to the emperor? 

Others: Ha ha ha ha ha ja ja ja ja 
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I Tried My Best 

Ping; Waaaaaaa! 

Dad: Why are you crying? Porque estas llorando? 

Ping: I tried my best, but my plant didn't grow. 

I tried harder and harder and still it didn't grow. 

Nothing grew. Nada crecio. 

I have an empty pot.. 

Es maceta pura vacfa/ 

Con agua y tierra y una semilla. 

Dad: You tried your best. 

The emperor said to try your best. 

Traste su mejor. 

EI emperador dijo que trata su mejor. 

Your best is good enough for the emperor. 

Bastante bien para el emperador. 



Emperor jQue bonitas son las flores! 
iQue bonitas son las flores! 

(Kids individual songs) 

Emperor ;Que bonitas son las flores! 
iQue bonitas son las flores! 
\^^y did you bring that empty pot? 
^Porque traiste aquella maceta vacia? 

Ping: I tried my best, but my plant didn't grow. 
I tried harder and harder and still it didn't grow. 
Nothing grew. Nada crecio. 
I have an empty pot. Es maceta pura vacia/ 
Con agua y tierra y una semilla. 

I brought an empty pot Sin flor. 
I tried the best I could do. 
Yo traje maceta vacia sin flor 
I tried the best I could do. 

Emperor I have found the New emperor-
A successor to the throne. 
I have found the one that I should choose. 
You didn't cheat You did the right thing. 
You were fair You were honest 

I don't know where you got your flower seeds. 
Where did you get your flower seeds? 
The seeds I gave you were cooked. 

ddnde agarron las semillas de las flores? 
Las semillas que les di estaban cocidas. 
Cooked seeds don't grow. Semillas cocidas no crecen. 
Cooked seeds don't grow. Semillas cocidas no crecen. 



I Found Him 

I found him. 

The one who didn't cheat. 

The one with the courage to tell the truth. 

El linico con el valor de decir la verdad. 

I found him worthy. 

I found Ping. 

Ping is the emperor! 

;EI emperadores Ping! 
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APPENDIX F: 

TYPES OF TEXTS USED IN THE OPERA PROJECT 

1. Gass generated lists (book nominations) 

2. Class generated song charts 

3. English Children's Literature 

4. Spanish Children's Literature 

5. Chinese Children's Literature 

6. Library books 

7. Teacher generated lesson plans 

8. Documentation forms (artist and teacher journal) 

9. Attendance records 

10. Demographic form 

11. Student generated drawings and paintings 

12. Student generated list of costume color choices 

13. Teacher generated opera program 

14. Student generated libretto 

15. Teacher's handwritten records of their dictations 

16. Videos 

17. Audiotapes 

18. Teacher's drafts of compositions on note paper 

19. Teacher's typed libretto 

20. Musician's hand-written script 

21. Musician's hand-scored music 

22. Teacher generated, large typed, double-spaced computer script for scoring 

23. Consent forms; adult and student (English and Spanish) 

24. Permission slips: field trip, costumes, pizza party 
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25. Letters: to parents, pen pals, and thank you's 

26. Ryers home to parents 

27. Invitations to parents, school, board 

28. Maps of the world and China 

29. Musician generated score 

30. Signs for fortune cookie sales 

31. Voting ballot for emperor on scrap paper 

32. Audio tape of opera songs 

33. Sociograms 

34. Teacher-generated web of China theme 

35. Wildcat Press article about the opera 

36. Spanish dictionary 

37. Posters. 

38. Teacher generated daily and monthly schedules 

39. Planning: thematic web 

40. Daily plans 

41. Worksheet of Chinese characters 

42. Chinese basal reader 

43. Student-generated journals 
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APPENDIX G: 

MULTIPLE LITERACY EVENTS AND TRANSACTIONS 

Theme 1: Choosing a story to share common interest/meaning in an opera project 

Multiple Literacy Event 1: Deciding on a book to use as the basis of an opera 
project inquiry 

Reading transaction 1.1: On session I, Mrs. Hood held up a daily and monthly 
schedule to point out when opera sessions would occur (during reading time twice a week); 
curricular integration through thematic "centers" was daily; they took schedules home. 

Writing transaction 1.2; Children named books they had read in class and wanted to 
use for their opera project as Mrs. Hood wrote the titles on a chart to reinforce ideas and 
create a record. 

Reading transaction 1.3; Mrs. Hood and children read the titles to vote for all the 
ones they liked for an opera. 

Reading transaction 1.4; They read the votes recorded with numbers. 
Writing transaction 1.5; Mrs. Hood recorded students' individual votes in her grade 

book demonstrating how she critiqued the three major choices according to identified 
criteria. 

Theme 2: Composing to co-construct meaning in an opera project 

Multiple Literacy Event 2; Reviewing the story and composing their first song 
Reading transaction 2-1; On session 2, after the children retold the story and 

reviewed the story's key events, setting, characters, and structure of the story. Mrs. Hood 
read The Empty fet pausing so that children could complete phrases, words, or lines. 

Theatre/Dance transaction 2-2; Dr. Rinehart (Dr.) played the piano and the children 
danced to the "Wiggle Song" to warm up. 

Music transaction 2-3; Dr. sang open-ended questions as a way to set the stage for 
composing and introduce the concept of the inquiry: to make an opera. 

Writing transaction 2-4; In response to open-ended questions, the class wrote lyrics 
for their first song; 'The Rower Song." Mrs. Hood and Dr. (facilitators) recorded 
students' ideas; on her clipboard and in his red score book. 

Writing transaction 2-S; Facilitators wrote students' dictations generated through 
visualization. 

Reading transaction 2-6; Facilitators read students' dictations and commented on the 
poetic language evidenced. 

Music transaction 2-7; Dr. listened to the intonations of the students' voices and 
played what he heard, asking them to choose from his demonstrations of major or minor 
modes to express the feeling of the words. 

Movement transaction 2-8; Class repeated the lines and snapped the "beat" with 
their fingers. Some moved their body to the rhythm. 

Music transaction 2-9; Dr. scored the music in his notebook. 
Movement transaction 2-10; The class taught Dr. one of their familiar action tunes 

and Dr. lead the class in a movement song to isolate body movements, focus, and release. 
Music transaction 2-11; They reviewed the song they composed in the session. 
Reading transaction 2-12; Mrs. Hood read their lines from her clipboard. 
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Art transaction 2-13: Mrs. Hood referred to the visual imaging of flowers they did 
earlier, and because all didn't get a chance to share, she suggested they draw flowers to 
generate more ideas. 

Writing transaction 2-14; Students wrote journal entries about their flower 
drawings. 

Reading transaction 2-15: Students read what they wrote with Mrs. Hood to convey 
meaning. 

Reading transaction 2-16: On session 3, students located Tucson and China on a 
map and colored in the corresponding circle and diamond shape to orient themselves and 
make sense of graphic text; they were asked to take maps home to discuss with their 
parents. 

Music transaction 2-17: Dr. played a warm up song to get ready to continue 
composing the "Rower Song" and all sang. 

Reading transaction 2-18: Mrs. H^ showed students the book The Empty Pot 
and said that some books were going home with students to share with their families. 

Music transaction 2-19: Dr. played their previously composed piece from memory: 
not scored because it was in transition; when he faltered over the Spanish rhythms, 
students sang it their way. 

Writing transaction 2-20: Dr. recorded what they sang, identifying the accents, to 
demonstrate the value of writing the melody and noting the rhythm. 

Writing transaction 2-21: The children revised the Spanish lyrics and Mrs. Hood 
edited. 

Music transaction 2-22: Dr. "triggered" an opening (played a few notes on his 
keyboard) to the line to generate ideas and they give direction to the melody. 

Reading transaction 2-23: Mrs. Hood read their next line and asked "Who can say it 
in lots of different ways?" 

Music transaction 2-24: Students sang solos and they sang the complete song 
through. 

Multiple Literacy Event 3: Composing the "Emperor's Song" 
Theatre/Dance transaction 3-1: During &e second part of session 3, Dr. played and 

the students released tension to the "Wiggle song" and the "Hokey Pokey." 
Theatre/Dance transaction 3-2: Students showed how the aging emperor walked to 

get inside the character and generate language related to what the emperor was thinking. 
Music transaction 3-3: Dr. played a minor mode/feeling as students created lines. 
Reading transaction 3-4: A student suggested they look in the book for ideas and 

they discussed the meaning of a sentence by connecting to personal experience- tending a 
garden. 

Writing transaction 3-5: Mrs. Hood wrote what they said. 
Reading transaction 3-6: Mrs. Hood read three sentences they dictated and they 

repeated it in a shortened, more cohesive form. 
Theatre/Dance transaction 3-7: The students acted like an old man to generate tempo 

(slow) and dynamics (weak) for a line as Dr. played along asking if it sounded like an old 
man song. 

Multiple Literacy Event 3 (cont'd): Editing and composing music for the "Emperor Song" 
Reading transaction 3-8: Later, in session 4, the class read the chart together, Mrs. 

Hood pointed to the words they had written "a long time ago" (the previous week). 
Music transaction 3-9: The class clapped the rhythm of the repeating phrase 

(refrain) in English and a Spanish translation was added to adjust the meter. 
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Writing transaction 3-10: With the students approval. Mrs. Hood added new words 
to the song chart and lead a graphophonic strategy lesson, connecting sounds with print in 
context 

Reading transaction 3-11: They read and clapped the rhythm of another line and 
added more words. 

Writing transaction 3-12: Mrs. Hood wrote the students ideas on the chart and Uiey 
helped her spell. 

Movement/drama transaction 3-13: The children "did it lots of ways" to get a deeper 
understanding of the words and to generate new language. 

Music transaction 3-14: Given a demonstration, students made a choice about 
tempo (slow). 

Writing transaction 3-15: Mrs. Hood recorded their new ideas on the chart 
Reading Qansaction 3-16: Mrs. Hood read a line and the students said it different 

ways; they listened for where the emphasis was placed in a line. 
Music transaction 3-17: Students said/sang to create a melody. 
Reading ti^saction 3-18: Mrs. Hood pointed to a specific line and asked what it 

said to generate music. 
Movement transaction 3-19: They all wiggled to a tune to release and end session 

for the day. 
Writing transaction 3-20: Mrs. Hood wrote her reflections about the session and 

discussed them as a few students watched. 
Movement transaction 3-21: On session 4, they continued composing and began by 

wiggling and singing a tune to warm up and finish composing the "Emperor Song." 
Music transaction 3-22: Dr. held up a score and they discussed what it was; he 

played their tune two ways so they could discriminate the difference and vote for Uieir 
preference. 

Reading transaction 3-23: Mrs. Hood displayed their "Ping" libretto printed on 
computer paper; a student points to the words as the group sings to review their tunes. 

Theatre/dance transaction 3-24: Students made arm movements to the music's 
rhythm and Mrs. Hood said, "Think like a flower" to focus on meaning. 

Reading transaction 3-25: Mrs. Hood pointed to a line and students read it to 
compose it 

Music transaction 3-26: Dr. scored what he heard in their intonation. 
Writing transaction 3-27: Students and Mrs. Hood corrected Dr.'s Spanish miscue 

and he edited. 
Music transaction 3-28: Mrs. Hood showed class how to write a repeat sign in 

music (://) 
Reading transaction 3-29: Students read the song chart and clapped rhythms. 
Music transaction 3-30: Dr. demonstrated the boring effect of too much repetition 

(pattern) and they gave it new direction. 
Music transaction 3-31: A student quietly sang solo to create a melody. 
Music transaction 3-32: They chose major or minor modes to highlight the mood of 

the story. 
Reading transaction 3-33: Mrs. Hood read a line on the chart and asked someone to 

sing it to create a melody. 
Music transaction 3-34: Students sang to create a melody: Dr. scored it 

Multiple Literacy Event 4: Steeping in the China theme and composing music to "My Name 
is Rng;" they decided they needed to introduce the main character. 
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Reading transaction 4-1; On session 4, Mrs. Hood shared her own process of 
researching China by sharing many artifacts and books related to the Giina theme; she read 
a book of nursery rhymes from China, pausing as students filled in the rhyming words. 

Writing transaction 4-2: Researcher recorded the library book tides with the help of 
a few students. 

Reading transaction 4-3: Students read their song charts and new library books for 
free choice. 

Music transaction 44: Students watched as Dr. transferred the letter names of the 
notes from his handwritten paper to the typed script Mrs. Hood handed him upon arrival. 

Theatre/Dance transaction 4-5: Dr. played the "Wiggle Song" and all danced to 
warm up. 

Reading transaction 4-6: A student used a pointer as the whole group read their 
songs on the large-typed computer charts. 

Music transaction 4-7: Dr. introduced Chinese-style music in a pentatonic scale. 
Reading transaction 4-8: A student pointed to the words on the chart. 
Music transaction 4-9: Dr. listened to their intonations and scored. 
Reading transaction 4-10: They all read the song chart again and Dr. asked student 

to find a specific phrase (a repeating phrase structure) so they could make a tune for it. 
Music transaction 4-11: They clapped the rhythm of the lines on their legs, and held 

die word "magic" (duration) to give that word more importance. 
Music transaction 4-12: They sang the whole song. 
Writing transaction 4-13: Mrs. H(^ reminded some of the students to bring in 

their signed their opera permission forms. 
Writing transaction 4-14: Mrs. Hood shared the thematic web she and the student 

teacher had worked on related to China. 

Multiple Literacy Event 5: Composing "Who Should I Choose?" song 
Music transaction 5-1: On session 5, after a student stood and sang solo: Dr. scored 

it and demonstrated different ways to make the new emperor sound important using the 
synthesizer. 

Reading dansaction 5-2: Students and Mrs. Hood read and discussed a page from 
The Empty Pot to generate and brainstorm ideas for the libretto. 

Writing transaction 5-3: Mrs. Hood wrote their ideas on a paper. 
Theatre/Dance transaction 5-4: A small group of boys played a playground-style 

friend-choosing game, making connections to their own lives. 
Reading transaction 5-5: Mrs. Hood read a line in the book to identify a word 

("proclamation") that they needed to think about when they continued composing the song. 
Writing transaction 5-6: Students followed up by joumaling their response to "How 

do you feel about the opera?" 
Theatre/Dance transaction 5-7: On session 6, song composition continued: the class 

acted out the words as they sang a Rlipino folksong about planting rice; they decided 
to include it in their opera. 

Reading transaction 5-8: Mrs. Hood used a "my turn, your turn" strategy to teach 
the song on die chart 

Music transaction 5-9: While some students played an accompaniment to "Ping's 
Song" witii resonator bells to improvise on an instrument, others freed up their voices 
to get a turn. 

Music transaction 5-10: Students played a pattern on the bells to delight in the 
harmonious effect of the pentatonic scale. 

Reading transaction 5-11: Students read and sang and revised their tune. 
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Theatre/Dance 5-12: Small groups of students stood in role as the emperor to free 
up voices. 

Music transaction 5-13: The class warmed up to the "Wiggle Song" to compose a 
new song. 

Reading transaction 5-14: Dr. read the paper Mrs. Hood handed him; they had 
written more between sessions. 

Music transaction 5-15: Dr. played the part he already scored and students were 
encouraged to sing rather than say a line; Dr. scored their musical ideas. 

Music transaction 5-16: Dr. played their tune two ways and demonstrated a rising 
and a descending scale; they chose the Erection of the melody by creating a third idea. 

Theatre/Dance transaction 5-17: They made small body movements to the rhythm of 
a folk tune to learn control and focus, and to transition out the door. 

Multiple Literacy Event 6: Reviewing songs and composing "All Kids Come" 
Reading transaction 6-1: On session 7, Mrs. Hood held a globe and showed the 

class where their new aide, of Filipino descent, originated. 
Reading transaction 6-2: Students read and sang with their own librettos as Dr. 

played the tunes. 
Music transaction 6-3: Students sang in small groups while the others read and 

sang. 
Reading transaction 6-4: Mrs. Hood helped the students find the "Emperor Song" 

tide. 
Music transaction 6-5: Mrs. Hood collected the librettos so they could listen and 

"get the tune in their ear" and repeat it with the "my turn, your turn" strategy as Dr. played 
it. 

Reading transaction 6-6: Mr. Hood showed the class the book, turning the pages as 
she reviews from "planting flowers" to set the stage for next song. 

Reading transaction 6-7: Mrs. Hood asked Ms. Sanchez, the student teacher, to 
look up a word (proclamation) in the Spanish dictionary. 

Music transaction 6-8: Mrs. Hood sang the Filipino "Planting Rice" song and Dr. 
tried to play along; she asked the children if they'd want to leara some Giinese folk songs 
to show the passing of the seasons as a way to make sense of the world through other 
culture's folk songs. 

Music transaction 6-9: After a discussion of ways to get someone's attention in a 
proclamation, students sang their ideas and made decisions about dynamics (loud), tempo 
blow), and pitch. 

Writing transaction 6-10: Mrs. Hood demonstrated the 3 language cueing systems 
through translation of a line in Spanish from the English; the students helped spell. 

Music transaction 6-11: All snapped the rhytiim of the lines to find accents. 
Theatre/Dance transaction 6-12: They moved one body part at a time to the demo on 

the keyboard and leave the room singing one of Mrs. Hood's songs for every occasion -
"quiet in the line." 

Writing transaction 6-13: As an extension, they went on a field trip to a Giinese 
market and restaurant and wrote thank you letters to fulfill first grade language arts essential 
skills. 

Theatre/Dance transaction 6-14: On session 8, all moved to the "Wiggle Song" to 
get ready to continue composing "All Kids Come." 

Music transaction 6-15: They sang previously composed compositions. 
Theatre/Dance transaction 6-16: Some students illustrated a song with arm 

movements. 
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Music transaction 6-17: Some students sang solo to free the voice and create 
melody. 

Reading transaction 6-18: Ms. Sanchez looked up another word in the Spanish 
dictionary. 

Writing transaction 6-19: Mrs. Hood wrote lines students created in response to 
open-ended questions. 

Theatre/Dance transaction 6-20: Students were saturated with composing and 
moved to release. 

Music transaction 6-21: Students sang solo and small group melodies to "add the 
music;" they snapped. 

Theatre/D^ce transaction 6-22: Students moved to release and transition outdoors. 
Art transaction 6-23: Students followed up by drawing what they thought the opera 

would look like; they wrote about It 
Theatre/Dance transaction 6-24: On session 9, all moved to the "Wiggle Song" and 

prepared to continue composing. 
Reading transaction 6-25: Students read and sang a review of their previously 

composed tunes; with Dr. snapping the rhythm of die lines and certain students pointing to 
the chart. 

Music transaction 6-27: Students who were singing near Dr. pointed to die notation 
on his score. 

Multiple Literacv Event 7: Composing "Why Are We Getting Rower Seeds?" song 
Reading transaction 7-1: Later, in session 9, Dr. read the new words Mrs. Hood 

had given to him on a computer printout; the class had written them between sessions. 
Music transaction 7-2: Students tried to sing solo to create a melody. 
Reading transaction 7-3: Mrs. Hood showed "their" on the chart and asked how 

they could make it into "the." 
Reading transaction 7-4: Students chose what words in a line were most important 

to generate musical ideas of duration and accent 
Music transaction 7-5: Students sang and sustained a note on a word; they chose 

from three pitches. 

Multiple Literacv Event 8: Using real flowers (Chinese mums) to show what they mean 
Music transaction 8-1: Still later, in session 9. students held real flowers while they 

sang and reviewed tunes to generate more expression. 
Theatre/Dance transaction 8-2: Student paused to smell the flower as part of the 

tune; they decided to include it 
Theatre/Dance transaction 8-3: Students used real flowers to dramatize. 
Music transaction 8^: Students sang with their flowers. 
Theatre/Dance transaction 8-5: All danced and sang to the "Hokey Pokey." 
Writing transaction 8-6: As a follow up, students wrote descriptions of ^eir live 

flowers as poems. 
Reading transaction 8-7: Students read their writing to Mrs. Hood; using their 

words, she worked with them to rearrange them to generate more poetic phrases. 
[ Curriculum Integration Bridge! 

Multiple Literacv Event 9: Reviewing songs, editing, and composing "I Have A Rower 
Seed" 

Reading transaction 9-1: On session 10. a student showed the researcher a paper 
with Chinese characters on it and read it pointing to the Chinese numbers. 
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Theatre/Dance transaction 9-2: Students danced and sang to a tape of Chinese songs 
they learned from Chinese visitors; they warmed up to the "Wiggle Song." 
Reading transaction 9-3: Mrs. Hood pointed to the words as they sang. 
Writing transaction 9-4: Mrs. Hood wrote a phrase on the chart as they edited. 
Music transaction 9-5: Mrs. Hood wrote a repeat sign before and after a line. 
Theatre/Dance transaction 9-6: Students moved their bodies to show what a line 

means and to get inside character. 
Reading transaction 9-7: Dr. asked students to find a phrase on the chart so they 

could sing it. 
Music transaction 9-8: Mrs. Hood put a repeat sign before and after a group of 

words. 
Writing transaction 9-9: A student dictated a Spanish translation of a line with Uie 

same meter as the English; Mrs. Hood wrote it and spelled it for Dr. Rinehart. 
Music transaction 9-10: The class sang their tune. 
Reading transaction 9-11: Mrs. Hood read the lyrics of a tune they wrote between 

sessions and the students joined right in; the piece was rhythmic, poetic, and repetitious. 
Music transaction 9-12: Dr. played what he heard in a pentatonic scale. 
Theatre/Dance transaction 9-13: Partners nodded their head in rhythm of the tune. 
Music transaction 9-14: Students sang solos to create melodies; Dr. wrote it; a 

student added a line; Mrs. Hood recorded it 
Writing bansaction 9-15: Students reflected upon what they learned and what ideas 

they had during the session, dictated it and Mrs. Hood wrote it 
Reading dransaction 9-16: Students read what Mrs. Hood wrote. 
Theatre/Dance transaction 9-17: All danced to the demo to release, enjoy and 

transition out doors. 
Writing transaction 9-18: Later, a student wrote in his journal how he liked the 

Chinese visitors' singing and dancing. 
Reading transaction 9-19: Mrs. Hood shows me the Chinese Basal Reader that the 

children have Ixen reading, looking for pattems in the characters. 

Multiple Literacy Event 10: Composing "I Need a Pot to Put It In" 
Music transaction 10-1: On session 11, they learned a new warm up song and 

attended to sound/sound correspondence. 
Music transaction 10-2: All sang as Dr. played to review and remind them that they 

were their songs that he found in his bcrak. 
Reading transaction 10-3: Mrs. Hood read a phrase they wrote to generate more 

language. 
Writing transaction 10-4: Mrs. Hood wrote their responses to record and validate 

their ideas. 
Music transaction 10-5: Dr. played >1 a pentatonic scale, triggered a line and they 

completed it. 
Writing transaction 10-6: A small group of students took notes of the composition 

session. 
Music transaction 10-7: Small groups of children sang their own ''colored pot" line. 
Music transaction 10-8: Students chose between high and low tunes. 
Writing transaction 10-9: Facilitators wrote students' ideas. 
Music transaction 10-10: All sang from beginning of tune to review it 
Theatre/Dance transaction 10-11: All moved to "Wiggle Song" and "Hokey Pokey" 

to release. 

Multiple Literacy Event 11: Composing "I Need Some Soil" song 
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Writing transaction 11-1: Later, in session 11, after Mrs. Hood asked students to 
remember when they planted flowers in a pot in their class, as a way to generate language; 
she wrote their ideas. 

Writing transaction 11-2: Some students wrote in small groups, helping each other 
spell; when a student wanted to change a line, a writer resisted, saying he dready had 
written it another way. 

Reading transaction 11-3: Mrs. Hood read what they wrote to make public. 
Music transaction 11-4; They slapped the beat on their legs as Dr. read the lines. 
Music transaction 11-5: Dr. played a trigger and the children completed it by 

singing to generate a simple musical sequence by repeating a pattern (dark dark soil good 
for the plants). 

Music transaction 11-6: Students stood and sang solos; Mrs. Hood edited to revise 
the tune. 

Theatre/dance transaction 11-7: A few children spontaneously danced together, 
improvising to the tune and delighting in the music. 

Music transaction 11-8: All sang to review their composition; repetition of musical 
sequence/pattern made tunes easier to remember. 

Reading transaction 11-9: Students who had been writing individually and in small 
groups read their writing to Mrs. Hood to get feedback. 

Music transaction 11-10: Student sang as she read new words she wrote to a 
familiar tune. 

Writing transaction 11-11: As a follow up, students joumaled to the prompt, "What 
felt different about today?' 
[Curriculum Integration Bridge! 

Multiple Literacv Event 12: Reviewing songs, reading librettos and composing music to 
lyrics 

Writing transaction 12-1: On session 12, Mrs. Hood handed me a stack of the 
students' writing; they chose their three favorite costume colors by copying the color names 
off the board; their intent to be understood motivated the high qu^ity of their writing. 

Reading transaction 12-2: Mrs. Hood and class showed Dr. the large pile of song 
charts that they wrote in-between sessions. 

Art transaction 12-3: Mrs. Hood and class showed us the paper mache flower pots 
they were in the process of making. 

Reading transaction 12-4: Mrs. Hood asked them to count how many times a 
particular word was in a song. 

Music transaction 12-5: Dr. played an introduction and wrote his solo. 
Reading transaction 12-6: All sang while pointing to the words on their libretto. 
Music transaction 12-7: As partners, they sang "Water, Soil Pot and Sun" ostinato 

(a repeated pattern) and recreated the melody, giving it a new direction. 

Multiple Literacv Event 13: Composing music to writing done between sessions - "I Want 
To Be the King of the Land" and "My Plant Won't Grow" 

Theatre/Dance transaction 13-1: Later, in session 12, all danced the "Hokey Pokey" 
to warm up. 

Reading Transaction 13-2: All read the new song chart that a few students were 
holding. 

Music transaction 13-3: Dr. played two modes, major and minor and the students 
chose. 

Music transaction 13-4: Students sang solo and Dr. scores their melody. 



357 

Reading transaction 13-5: All read the next song chart that a few students were 
holding. 

Music transaction 13-6: Dr. played major (happy) and minor (sad) modes and they 
chose. 

Theatre/Dance transaction 13-7: Students acted out a line to illustrate emotion of 
sadness. 

Movement transaction 13-8: All sang a familiar classroom tune to release for 
reflections. 

Theatre/Dance transaction 13-9: Students reflected after the composition session in 
which they acted out some parts. 

Theatre/Dance transaction 13-10: All danced as Dr. played to close the session. 
[Curriculum Integration Bridge) 

Multiple Literacy Event 14: Composing music to the "I'm Mad" song in a whole group 
Theatre/Dance transaction 14-1: On session 13, Dr. played familiar tunes and all 

moved and sang to warm up. 
Reading transaction 14-2: Dr. read the script the students wrote between sessions: 

Mrs. Hood had printed it on the computer in large-type with space for Dr. to score above 
the lines. 

Reading transaction 14-3: All read the new song chart to make sense of the text 
Music transaction 14-4: As students sang. Dr. scored. 
Theatre/Dance transaction 14-5: Students demonstrated what a sung line looks like 

to express feeling, convey meaning, get inside the character, and be believable. 

Multiple Literacy Event 15: Composing music to the "I Tried My Best" in a small group. 
Reading transaction 15-1: Later, during session 13, Dr. read the line and students 

repeated it 
Music transaction 15-2: Students sang and Dr. scored the melody. 
Theatre/E)ance transaction 15-3: Students acted like Ping crying to generate musical 

ideas. 
Art transaction 15-4: Student drew Ping crying as another way to express the 

action. 
Writing transaction 15-5: Student wrote a caption for her drawing to name the 

action and gave it to the researcher. 
Music transaction 15-6: Dr. played their tune and they sang to review It 

Multiple Literacy Event 16: Composing music to the rest of the opera 
Music transaction 16-1: Still later, during session 13, a few more students arrived 

to join the smalt group and Dr. played what they had just composed, triggered the next line 
and a student sang; Dr. scored; this continued until they finished the song. 

Music transaction 16-2: They sang and explored/played with the keyboard with 
great interest 

Music transaction 16-3: The whole group arrived from the playground and they 
jumped right in, not needing review and continued composing; many new risk-takers sing 
until finished. 

Writing transaction 16-4: A Spanish dominant student wrote a card in English for 
the researcher with invented spelling. 

Reading transaction 1^5: Student read her card ("All done now") to the researcher. 

Theme 3: Producing to revise and revise and re-construct meaning in an opera project 
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Multiple Literacy Event i7: Auditioning to play the role of Ping on stage. 
Music transaction 17-1: On session 14, after students donned their Chinese 

slippers ("magic singing shoes"). Dr. played, repeating certain sections and students sang 
to review and remember the songs, match pitches, enunciate, and to project but not scream 
with their voices. 

Theatre/Dance dansaction 17-2: A student jumped up with arms outspread to 
illustrate a feeling in a line; he showed the others and they included his idea. 

Reading transaction 17-3: Dr. read a Spanish line and they practiced it several times 
to learn it 

Music transaction 17-4: After introducing the concept of auditioning, important 
characters, students volunteered to sing a few lines as a group for the Ping character, they 
also had to "show it, watching how they stood, how faces looked, and what they were 
doing with their hands;" they sang in progressively smaller groups with the audience voting 
for two. 

Music bansaction 17-5: Students learned appropriate audience behavior (look, 
listen, clap). 

Movement transaction 17-6: All danced to the "Hokey Pokey" to release before 
reflecting on their feelings in the auditioning process. 

Writing transaction 17-7: Mrs. Hood wrote the parents a letter regarding costumes. 
Writing transaction 17-8: Students joumaled; Tony wrote that he wanted to be 

emperor. 
Theatre/Dance Q^saction 17-9: Students orally reflect after rehearsing. 

Multiple Literacy Event 18: Auditioning for the Emperor and Proclaimers in the classroom. 
Theatre/Dance tiansaction 18-1: On session 15, after discussing what they knew 

about the emperor and his relationship to the plot of the story, facilitators evoked dramatic 
expression for what he looked like and the importance of believability. 

Theatre/Dance transaction 18-2: Students practiced talking and walking like the 
emperor. 

Music transaction 18-3: Whole groups and small groups stood and sang like the 
emperor with the two EMng's choosing the best. 

Music transaction 18-4: Selected students sang solo. 
Writing transaction 18-5: After voting orally, students whispered their choice to 

Mrs. Hood who wrote it on paper, concerned that they were choosing friends. 
Music transaction 18-6: Students with big voices were also asked to sing; 

proclaimers and emperors are chosen together with Mrs. Hood and Dr. conferring. 
Music transaction 18-7: After telling a story. Dr. played a tune and they all sang to 

close. 
Writing transaction 18-8: Mrs. Hood would write a note to the parents about the 

results. 
Music tiansaction 18-9: Students took home audio-tapes to practice singing. 
Reading transaction 18-10: In a follow-up activity, Mrs. Hood helped the class read 

directions to make the props-large "stage seeds." 
Music transaction 18-11: A student suggested an echo for a line, with giris and 

boys singing different parts. 

Multiple Literacy Event 19: Rehearsing songs and reflecting 
Theatre/Dance transaction 19-1: On session 16. students donned their "magic 

dancing shoes" and moved to warm up. 
Music transaction 19-2: All sang as Dr. played to review and remember songs. 
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Music transaction 19-3: Mrs. Hood moved in-tune singers who were projecting 
their voices next to quieter students to "tune the choir." 

Theatre/Dance transaction 19-4: Mrs. Hood mediated how students held pots and 
sang. 

Theatre/Dance transaction 19-5: After Mrs. Hood drew the curtains and turned 
down the lights, creating a stage effect; they discussed it and sang their songs to the 
principal using their props and revising actions. 

Music transaction 19-6: A student wore the audio headset and monitored volume, 
giving feedback as needed regarding volume (dynamics and projection). 

Theatre/dance transaction 19-7: They did the "Wiggle Song" to release before 
reflecting. 

Reading transaction 19-8: As a follow up, students read letters from their second 
grade opera pen pals who attended another school. 

Writing transaction 19-9: Students wrote letters to their opera pen pals. 

Multiple Literacy Event 20: Rehearsing the "Seed Song" and "Pot Song" with props 
Reading transaction 20-1: On session 17, Mrs. Hood read students' names off the 

bottom of pots. 
Music transaction 20-2: A student excitedly sang solo to facilitators to show his 

improvement with the tape he'd been taking home. 
Music transaction 20-3: All sang as Dr. played. 
Theatre/Dance transaction 20-4: Two students served as examples of an effective 

moving interpretation of a song. 
Music transaction 20-5: They created an ending-a finale. 
Theatre/Dance transaction 20-6: Students showed the group their ideas for the 

ending; some applying an idea seen on music video on TV. 
Music transaction 20-7: All sang again to review. 
Music transaction 20-8: Some students used audio headset to monitor voice. 
Reading transaction 20-9: Mrs. Hood read markings on the student teacher's 

notepad to indicate student participation during reflections. 
Writing transaction 20-10: Mrs. Hood recorded student participation on a note pad. 
Music transaction 20-11: Students took home audio-tapes of their opera to listen to. 
Writing transaction 20-12: Students wrote thank you letters to the researcher (for 

helping with the opera.) 
Theatre/Dance transaction 20-13: Students reflected after staging with props 

Multiple Literacy Event 21: Blocking placement on the stage 
Writing transaction 21-1: On session 18, after students pulled the curtains around 

the stage, facilitators asked open-ended questions and students made many decisions about 
their placement and movement on the stage; the aide wrote students' names on a tape on the 
floor so they could remember. 

Music transaction 21-2: They all sang their tunes to review. 
Theatre/Dance transaction 21-3: Dr. played and students sang and facilitators 

mediated students actions for their roles, asldng them if it "works" or not 
Writing transaction 21-4: After the students sang. Dr. edited his score book because 

they consistency left a line out 
Reading transaction 21-5: Students looked for their name on the tape. 
Theatre/Dance transaction 21-6: Dr. asked students how they feel as the character 

and cued for face and body actions, giving a demonstration. 
Music transaction 21-7: Students sung a folk song acapella to teach it to Dr. 

Rinehart. 
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Reading transaction 21-8: The student teacher read a take-home letter to the class 
regarding a parent potluck and the performance information. 

Theatre/dance transaction 21-9: Students reflected after blocking on the stage, they 
discussed costumes and being in-roie. 

Multiple Literacy Event 22: Practicing with costumes and props in classroom. 
Music transaction 22-1: On session 19, they sang a g(^ morning song before the 

session. 
Reading transaction 22-2: Students pointed to the words on their libretto, reading 

and singing. 
Reading transaction 22-3: Mrs. Hood asked them to locate a specific phrase in their 

libretto. 
Writing transaction 22-4: The aide wrote their names on tape on the classroom 

rug/stage. 
Music transaction 22-5: Dr. played and all sang their opera songs to review. 
Theatre/dance transaction 22-6: A student's actions "worked" and were used by 

others. 
Music transaction 22-7: Mrs. Hood suggested they sing a line in parts; students 

agree. 
Theatre/Dance transaction 22-8: Students danced improvisationally to the rhythm of 

the tune with their dance wands. 
Reading transaction 22-9: Students read their libretto. 
Art transaction 22-10; Students drew and wrote their reflections in the afternoon. 
Reading transaction 22-11: Mrs. Hood read a take-home letter about a pre-

performance pizza party; it needed a signature; also regarding a Chinese potluck; they 
needed to bring an ingredient. 

Theatr^Dance transaction 22-12: Informal discussion with a small group of 
students about their costumes and acting. 

Writing transaction 22-13: Jackeline wrote a plot synopsis at home with her sister 
who had done an opera the previous year. 
[Curriculum Integration Bridge | 

Multiple Literacy Event 23: Blocking and revising meaning on stage 
Writing transaction 23-1: On session 20, Mrs. Ho^ wrote a message on the board 

about how many days there were to the opera. 
Reading transaction 23-2: Students read the message on the board and asked 

questions. 
Art transaction 23-3: The student teacher explained how some of the students who 

did not make a pot previously, made theirs; she shared the constructing process. 
Theatre/Dance uansaction 23-4: Students revised the blocking to make meaning 

clearer. 
Theatre/Dance transaction 23-5: Students moved improvisationally with their dance 

wands. 
Music transaction 23-6: Students sang and expressed emotion with their face and 

voice. 
Theatre/Dance transaction 23-7: Students improvised within a given structure. 
Reading transaction 23-8: Mrs. Hood asked me to check the opera program for 

accuracy of information; it included a story summary written by a student and her sister in 
second grade. 

Writing transaction 23-9: Students had been writing opera invitations on the 
computer. 
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Art transaction 23-10: Mrs. Hood shared the students' drawing and writing done 
earlier that day to reflect upon their experience of making an opera. 

Music transaction 23-11: Dr. showed and played the score for the "Planting Rice 
Song" that Mrs. Hood found in a book of folk songs. 
[Curriculum Integration Bridge) 

Multiple Literacy Event 24: Producing a dress rehearsal 
Reading transaction 24-1: On session 21, students read to find their props and 

costumes. 
Music transaction 24-2: They warmed up to the "Wiggle Song." 
Music transaction 24-3: Students sang and got feedtock from Mrs. Hood. 
Theatre/Dance transaction 244: Students acted and got feedback from Mrs. Hood. 
Music transaction 24-S: Because the students didn't usually sing it. Dr. (with Mrs. 

Hood's suggestion), revised a portion of a song, omitting it. 
Theatre/dance transaction 24-6: All discussed dress rehearsal 

Theme 4: Performing to share meaning in an opera project 

Multiple Literacy Event 25: Performing for the band and orchestra and critiquing 
Music transaction 25-1: On session 22, students sang to tell a story and make 

public. 
Theatre/Dance Q^saction 25-2: Students acted and danced to show a story. 
Theatre/Dance transaction 25-3: Band and orchestra critiqued students' first 

performance. 

Multiple Literacy Event 26: Performing for school and reflecting with opera pen pals 
Music transaction 26-1: On session 23, students sang to tell a story and make 

public. 
Theatre/dance uansaction 26-2: Students acted and danced to show a story. 
Theatre/Dance tiansaction 26-3: Students discussed performance with opera pen 

pals 
Reading Q:ansaction 264: Students read tiiank you and appreciation letters from 

school mates. 

Multiple Literacy Event 27: Performing for family and community and growing 
Music transaction 27-1: On session 24. students sang to tell a story and make 

public. 
Theatre/Dance bansaction 27-2: Students acted and danced to share a story. 
Writing transaction 27-3: Students wrote to their opera penpals inquiring about their 

upcoming performance. 
Reading transaction 274: Students read their letters to an adult in the classroom. 
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APPENDIX H: 

UBRARY BOOKS RELATED TO THE CHINA THEME 

Bailey, D. ( 1992). Thailand. Austin, Texas: Steck-Vaughn Library. 

Baskin, H. (1985). A book of dragons. New York: Knopf. 

Bonners, S. (1978). Panda. New York: Delacorte E*ress. 

Carle, E. (199h. Dragons, dragons. New York: Philomel Books. 

Carle, E. (1994). La oruga muv hambrienta. New York, NY: Philomel Books. 

Carle, E. (1979). The very hungry caterpillar. New York, NY: Philomel. 

Carle, E. (1970). The tinv seed. New York: Crowell. 

Chang, M. (1994). The mouse bride: A Chinese folktale. Taipei. Taiwan: Yuan-Liou I'ub. 
Co. 

Chin, S. (1993). Dragon parade: A Chinese New Year storv. Austin. Texas: Raintree 
Steck-Vaughn. 

Chrisman, A. n953/l%8).Shen of the sea: Chinese stories for children. New York: 
Dutton. 

Climo, S. (1993). The Korean Cinderella. New York, NY: HarperCollins Publishers. 

Coerr, E. (1988). Chang's paper ponv. New York: Harper & Row. 

Coldrey, J. (1986/1987). Discovering flowering plants. New York: Bookwright. 

Demi. (1990). The empty pot. New York: H. Holt. 

Demi. (1994). The magic tapestry: A Chinese folktale. New York: Holt. 

Demi. (1980). Liang and the magic paintbrush. New York: Holt. Rinehart, and Winston. 

Demi. (1997). One grain of rice. New York: Scholastic Press. 

Demi. (1990). The magic boat. New York: Holt. 

Demi. (1996). The dragon's tale and other animal fables of the Chinese zodiac. New York: 
H. Holt and Co. 

Demi. (1993). Dragons and fantastic creatures. New York: H. Holt. 
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Demi. (1993). Demi's secret garden: Poems. New York: H. Holt. 

Dooley, N. (1991). Everybody cooks rice. Minneapolis: Carolrhoda Books. 

Fisher, L. (1986). The great wall of China. New York: Macmillan. 

Rack. M. (1933). The storv about Rng. New York: Viking Press. 

Ford, M. ( 1995). Sunflower. New York: Greenwillow Books. 

Friedman, 1. (1984). How mv parents learned to eat. Boston: Houghton Mifflin. 

Hillcourt, W. (1970). The new field book of nature activities and hobbies. New York: 
Putnam. 

Hoyt-Goldsmith, D. (1992). Hoang Anh: A Vietnamese-American bov. New York: 
Holiday House. 

Hughes-Stanton, P. (1986) See inside an ancient Chinese town. New York, N.Y.: 
Warwick Press. 

Johnson, S. (1983). Apple trees. Minneapolis: Lemer Publications Co. 

Keeler, S. (1989). Passpott to China. New York: F. Watts. 

Knight, M. (1992). Talking walls. Gardiner, ME: Tilburg House Publishers. 

Krementz, J. (1990) A very young gardener. New York: Dial Books for Young Readers. 

Kuhn, D. (1990). More than iust a flower garden. Englewood Cliffs, N. J.: Silver Press. 

Lee, J. (1983). Legend of the Li river An ancient Chinese tale. New York: Holt, 
Rinehart, and Winston. 

Lee, J. (1985). Toad is uncle of heaven: A Vietnamese folk tale. New York: Holt, 
Rinehart, & Winston. 

Lobel, A. T. & Lobel A. (1984). The rose in mv garden. New York: Greenwillow Books. 

Louie, A. (1982). Yeh Shen: A Cinderella <;tory from China. New York, NY: Warwick 
Press. 

Mahy. M. (1990). The seven Chinese brothers. New York: Scholastic, Inc. 

Mahy, M. (1994). Los siete hermanos chinos. New York: Scholastic, Inc. 

McMillan, B. (1991). Eating fractions. New York: Scholastic. 

Mosel, A. (I%8). Tikki Tikki Tembo. New York: Scholastic. 

Mosel. A. (1994). Tikki Tikki Tembo. New York. NY: Lectorum Publications. 
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Nancarrow, P. (1978). Fariv Thlna and the wall. Cambridge: Cambridge University 
Press. 

Nottridge, R. (1990). Apples. Minneapolis: Carolrhoda Books. 

O'Brien, A. (1993). The princess and the beggar A Korean folktale. New York: 
Scholastic. 

O'Connor, J. (1988). Sir Small and the dragonfly. New York: Random House. 

Orozco, J. (1994). De colores and other Latin-American folk songs for children. New 
York: Dutton. 

Paterson, K. (1990). The tale of the mandarin ducks. New York: Lodestar Books. 
f 

Pine. T.; Levin, J.; & Keats, E. (1958) The Chinese knew. New York, NY: McGraw. 

Poole, F. K. (1981). An album of modem China. New York: Watts. 

Say, A. (1990). El chino. Boston: Houghton Mifflin Co. 

Tan. A. ( 1994). The Chinese Siamese cat. New York: Macmillan. 

Thomson, P. (1991) Citv kids in China.. New York, NY: HarperCollins. 

Tran, K. (1987). The little weaver of Thai-Yen village. San Francisco. CA: Children's 
Book Press. 

Vuong, L. (1982). The brocaded slipper and other Vietnamese tales. New York: Harper 
Collins. 

Waddell, M. (1989). Park in the dark. New York: Lothrop. Lee. & Shepard. 

Welch. M. (1980). Sunflower! New York: Dodd. Mead. 

Wiese, K. (1948) Fish in the air. New York: Viking Press. 

Yee, P. (1991). Roses sing on new snow: A delicious tale. New York: Macmillan E^ib. 
Co. 

Yen, C. (1991). Whv rat comes first: Storv of the Chinese zodiac. San Francisco. CA: 
Children's Book Press. 

Young, E. (1989). Lon Po Po: A Red-Riding Hood storv from China. New York : 
Philomel Books. 
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