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FOREWORD

The Eleventh Annual Conference of AMEL was held in Melbourne under somewhat difficult
dance was
difficulty and

s after
in our

The papers presented ranged broadly across our
resecarch. Amanda Wojtowicz opened the f
music education in Tasmania, stressing the importance of a clear understanding of the processes

S

sequential development. Belle Farmer discus

presented the findings of an impressive study o
acceptability and relevance to the student and te
Robin Stevens gave an Introduction to the Bibli
Research’ Project which seeks to document and

encourage future efforts. Jane Southcott prese a recent app logy
to the training of preservice generalist teacher ¢. Margaret

curren hin a mod on in music.
Jane S gav n musi the
importance of awareness of our own methodolo e Russell-Bo sented
a summary of current trends in music education aims for the

development of research in Australia. Reis Flora discussed approaches to multicultural music in
teacher training.

The other area which underscored much of the discussions was the implications of the current
of change. n pre Van Emst
ed to these tom ition fees,

credit transfers, priorities and access and equity. Later, Barbara Van Emnst summarised the

Conference issues and concerns clearly pointing to important future developments and stressing

the importance of research.

to thank all 0 in what were difficult
I also wish P ucation, Monash
University College Gippsland for her assistance in preparing this report.

Jane Southcott
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My challenge is therefore to improve the effectiveness of music teaching within a climate of
contracting resources.
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titioner with the learner as an active
participant in their own learning.
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The Conservatorium of Music was initiated in 1964 by the Education Department for music

of

with TS ing the music component of their Bachelor of Education course for ECE and
primary .
Within the current Federal Government initiative in tertiary education, the two Tasmanian

ons incl Studies Institute), thus the

ate her .
At the moment, the majority of state trained music teachers come through the courses offered in

the ther a fo concurrent B.Mus. specialising in Music
. the m, or an (ourse combining a recognised first degree with

a Diploma of Education offered by the University Centre for Education (UCE).
Unique ve hip ati by
the two in for pl

the teaching, and the evaluation of all the music education courses.

It was established in 1985 as a positive way of providing coherence for the courses, as well as
being economically advantageous to both the Conservatorium and the UCE. This remains the
case, although the role has become more difficult with resourcing constraints restricting the
possibility for development and innovation. Nevertheless, the opportunity is still there to make
a significant contribution to music education in the state. As the present incumbant my concern
is to provide a curriculum responsive to the rapid changes characteristic of education today, but
well founded enough to be a solid tradition for the music teachers of the state.

My vision is one in which music has a central role in education, a role which deals not only
with training in musical techniques and skills, but which also allows people to explore
themselves, their relationships with other people and their world, making sense of and being
able to share their discoveries. I want to establish positive attitudes to music as another way of
knowing.

I believe there are three challenges to this view of music education. First, that we develop a
better understanding of the nature of music itself, and therefore of music in education. Second,
that we become more articulate about how children learn through music. And third, that we
clarify the roles of general classroom teachers and specialists in teaching music in the schools.

The continuity in musical development from early childhood to tertiary education reveals some
inadequacy in meeting these challenges.

The joint lectureship offers the opportunity to take an overview of the various music teaching
roles and to establish an integrated and interdependent program of teacher education through
pre-service courses, participation in professional development and in-service training, and
eventually establishing research through post-graduate courses.

An Arts Policy for Tasmanian primary schools was clearly articulated in 1980 by the Committee
on Primary Education. This followed from the national inquiry into education and the arts in
the early seventies, which reviewed arts practice in education and funded state groups to present
recommendations for research and policy making.



"In primary education it is on
through the arts is an ictiv

ex orld,
in is of
es arts ... of
to 's devel
thinking, moving, speaking and feeling people.” (COPE, 1980)
Arts education in primary sc w and a model for professional
development involving teach as ut of arts practice.
The Arts Process

Tasmanian research in the eighties revealed the very important role of the arts in language

om arts programs and a

significant influence on the p
In 1981 the same educators established an in-service program in the related arts for primary
clas her gn at an ding of the
arts uld gh of th
thes
rtant
).
basis for planning and action.
It is a broad statement within which syllabus devel must be S are
ant sic teac av victions
the curriculu
of music as

the secondary area.

g gn and
P and school-based,



music as being of value and relevance to student's lives. It presents the view that music
involves cognitive, social, emotional and physic el and ab to
respond sensitively to music. Courses are to be 0 fun v "-
creating, listening and performing, through which students will explore and develop an
understanding of musical concepts.

y are indic

. ing to all
are articulated involving basic teaching co eg ass gement,
counselling skills, caring and concern for stude wil inv in
professional development.
For primary schools the distinction between ge is more
enunciated in the Primary Guidelines, which id s for the st and

specialist. Ideally the classroom teacher is seen as taking responsibility for music in the light of
its redefined role as part of the total arts education program.

"The class teacher knows and understands the children's strengths, weaknesses,
interests, day-to-day problems, daily programs of work and their family situation."

(1988, 35)
d
y widely,
circumstances.
The implications for pre- and in-service education ite major. sts - now to be
"resource people” - will need supervisory skills en them to as hers who may have
usic. A in e
al under ng tional

My own conclusion is that far from being complacent about their roles and competencies, music
teachers at all levels are aware of changing emphases, concerned about the place of music in the
curriculum, convinced about its importance and willing to increase their teaching effectiveness.

The major difficulty lies in changing deeply entrenched classroom practices without a long-term
commitment to systematic, system-wide support.

There is a set of minimum competencies for primary ts ts and secondary
Ausic n which recognises the
s" in developing realistic programs. Such an
se unlik
ce build ship
primary level.
er c with students in shared musical
en $ , it is appropriate for any level:

"...teachers need to develop:

can tfy
characteristics of children ting
performing.



. to notice
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teacher needs to be able to use starting points
such as natural and constructed environment, fantasy, history and individual

experience.
. in children's

expression of their ideas through music." (1988,36)
Listening is not separable from any other music is
development of special skills involving analysis d
empathy towards children's musical statements. This must be linked to the ability to identify

c ristics of ch comp ance.
n e to ask open ut the ture - the

way the music works- and to value the shared experience.

The development of these characteristics and complementary skills is meaningful only in the
context of an understanding of the nature of music in education.

The Nature of Music in Education

the si

ach a
even knowing in the other arts. Nevertheless,
a vis comm
a for ment.

"When schools define the curriculum they also significantly influence
the kinds of thinking children will be encouraged to engage in..."
(Eisner, 1980:4)

A justification for the arts as central to the curriculum can then be seen as the fulfillment of
some idea of the kind of minds we promise to value - a balance between the rational and
metaphoric, the intellectual and aesthetic, or the cognitive and affective.

tion P of knowing through senses. It is
orn s the generic p chall th § recognise
aspects of reality different from each other.

Christopher Small argues the nature of knowledge as "a relationship bewteen the knower and
the known."

"Art is knowledge as experience, the structuring and ordering of feeling and
perception." (Small,1977:4)

the arts n. What is specific to music, which
aclaim knowing?
In the first p to essentially
non-verbal. ve simply
with part education is to create conditions which give rise to
what s "th "
Atte g ribe the musical experience is both necessary as a teaching
tool s s of pro .



Ina rec from York University Brian Loane proposes

that as , Or in any sense a ay of
then we the in the music itself m any
that acc
, whil words about our pupil's music, also to
s that 'n transc the
central rational achievement in music i in the

itself." (Loane, 1987: 214-215)

children
on.
nce between the findings of Brian Loane and
Barbara Van Emst. (Barbara Van Ernst identified styles of musical thinking employed by
children of 9 - 11 years while engaged in composition.)

In the meantime, the teacher in the classroom must be concerned with the substance of music.
The relationship between the musical events of elements and the final form of the piece is
inevitably only revealed in what Loane calls "creative-listening”. Another set of clues to those
relationships will be revealed in the individual student's use of musical means to achieve a form
satisfying to them. In other words, the teacher knows the individual and will hear and see
evidence of their compositional process by both listening to and observing it. She will then
share the piece through hearing its final form. This ability to musically and to personally or
individually analyse the work is probably the most challenging of the teacher's tasks, and
requires compositional and life experience.

"In order to understand the learner's intuitive reponse to an initial situation or
idea, he must have experienced the same intuitive response in his own arts
education. The process in arts activity demands a personal exploration of this
kind because the nature of the arts is not concerned with the acquisition of a
predetermined body of knowledge but to the perception and to the understanding
of one's relationship with the physical world of place and people." (Ed. Dept.
1977:2)

I began to develop a personal model in 1984, after my experiences as a member of the team of
tutors involved in the related arts in-service workshops made me realise the need for some
relationship between theory and pratice.

The teachers in the workshops participated in experiences with visual art, movement, drama,
writing and music, discussed their experiences and tried to identify skills and though processes
They then planned experiences and tried them in their own classrooms before returning to
discuss the outcomes. That work and subsequent reflection on my own teaching formed the
basis for a model which has never remained static for very long, because of the continuing
nature of the reflective process involved in developing personal theories from practice.

Subsequent reading and discussion of my own, has revealed interesting and helpful research

into learning and teaching which supports these experiences and has led me to further
refinement of my own practice.

The Nature of Teaching and Learning

facilitate experiential learning” John Cown (1988) describes
an overall framework for experiential learning as he understands its application in
undergraduate and continuing education. He has developed the model through research in his
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e en g ists of periods of action followed by
s on ve the fol owing way:

FIGURE 1
(Cowan, 1988)

It is important to note that the activity of the teacher is concurrent with the progress of the
students. Interaction between the students and teacher is critical in each of the reflective loops.
While the diagram shows only 3 loops, the whole process may involve many more.

d
Iden n
,and P part of
the process.
The teacher acts as a facilitator, helping the stu of needs.
Cowan uses the metaphor of a fishladder to exp f needs - needs

are portrayed as fish lying in various pools arranged in a hierarchy, with the top pool holding
the initially expressed needs.

These are the ones readily declared by the learners and can be easily translated into objectives.
There are other levels though, in which needs may be felt but the learner is reluctant to express
them. Further needs may be unformulated because while existing, they may not yet be
precisely specifiable. The deepest needs are unperceived by the learner although they may be
apparent to others.

srol ide the ditio the felt
Xxpre en exp . will and tru
any sto be or must
the will be sonal
on whe ey needs
pressed by g

challenges.



These co in music a i

resulti m ‘ection and

the teacher/facilitator is also extremely important in Cowan's model, and represents to me the
increasing empathy and understanding possible for a teacher participating in the process and
engaging in what Loane calls "creative-listening".

collected, comments written by the teacher, and they were handed back.

This was one of the initial attractions of the model for me, as I had also been using journals as a
way of getting students to reflect on their experiences. I found the responses were more useful
as an evaluation of the effectiveness of the course, rather than achieving the purpose I had

originally intended. It is clearly critical to expl and t
simple accounts of the experience, in order to onl
Cowan is seeking.
There is an often expressed view that experiential w and
some notions of undisciplined and unevaluated re a pment
is
-n the
to for their

own leaming.

"...failure must be the teacher's responsibility; but success must belong purely
with the learners.” (Cowan, 1984:11)

This model is well suited to tertiary music education where students must learn to become

responsible for their own learning, particularly in the context of learning teaching as well as
learning learning.

At all levels, student teacher, teacher, teacher educator, the relationship between practice, action
and relflective understanding is likely to be similar. "Learning is in large measure an activity
which takes place through the actions of the learner” (Tickle, 1987:77).

and

which will "enhance long term learning” by

he ill be able to
co Cowan, that
co

ently uncertain, open-ended and speculative,
ts." (1987:78) Itis uncanny to observe the
descriptions of the nature of music. Tickle cites
f teaching, where teachers pass on knowledge
results, is power-coercive and the learning
lications for teacher education in music are
clear.

The nature of music and of learning demands that students come to know musically, through
th and 0 . Te nly tate $s
if dit, st it th hav nec th



to listen, in sen y and
able to draw tco tions
ers may have been only intuitively aware.

w mu and theory.
from skill, acher is
new musical challenge she sets up.

theories.

C is also ¢l
g in music

An Arts in
attitudes to

SS.

At the Conservatorium, the core subject of the B.Mus. is built around the integration ofa
lis g and co

B. (Music

c year

c and s

revealed the extent of the discontinuity betwee

vironment.

gain
moved into specialist music teaching positions after completing the course.

th an instrumental skills component, focussing
As such,
ecause its wn
llent vehicle for tackling some of the
"resource teaching".

men ed within the t. This has
ofa across all the co-
ordination.
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DIP.ED. (Inst.) CCET(Secondary)
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NSW (K-6)
INA SCHOOL

A

Deirdre Russell-Bowie
Wollongong University

A case study report on a year-long DSP funded project which aimed at the implementation
of the NSW (K-6) Music Syllabus in a local school.

INTRODUCTION
In 1988 I was involved, as a music consultant, in case study research at a local Catholic
lin the south west. The aim of
rs so th nt the NSW (K-6) Music
classrooms. This syllabus aims to teach the five musical concepts of Pitch, Tone Colour,
c and Structure 1), ¢ five activ of S , g,
Sound and Pl In (OH2) In give s to

this task’, the Living With Music Project was firmly based on the framework of Walker's
naturalistic case study approach.

Walker's Case Study Methodology

\\ tepapp hto de The prior to
un are the s, Or of tudy. of

ous conce theori proc s. The second is th

beration, is the ngp of particular i and ies.

This deliberative phase then leads finally into some decisions for action, which he calls a
‘curriculum package'.

In this specific Case Study, staff were strongly involved in research and development roles
throughout the project, though lead by an outside music consultant. Throughout the project,
there was also constant interaction between staff, executive, the music coordinator, the music
consultant, the parents and the pupils.

Living With Music Project

Prior to the commencement of the project in 1988, the school undertook a project to assess the
school community's needs to identify specific priority needs of students in order to develop
certain projects to satisfy these needs.

Involvement of Parents and Community

Two such surveys were developed: Part 1 aimed at ascertaining general information on the

background and family situation of the school community, and Part 2 aimed to identify the
needs and expectations the parents had in relation to their children's education.

11



Perceived Student Needs in General
From the results of the first survey, it was perceived that most of the students came from a low
soci from homes where

Eng on of over five hun n,
there were 34 different nationalities represen

ulum;
to

involved. It was from these results from this initial survey in 1987 that the idea of the 1988
Living With Music Project arose.

Perceived Student Needs in Relation to Music Education

The specific student needs that were ascertained from the surveys and that were relevant to this
new project, were :

a) aneed to provide opportunities for students to learn through participation in musical
activities, at levels consistent with their developmental needs and interests;

b) a need to encourage a positive attitude towards music to develop self esteem;
c) aneed to help pupils recognise and appreciate musical forms in general;
d) aneed to develop an increasing awareness of their cultural and musical heritage;

e) and a need for the children to become involved with the community through musical
performances.

Formulation of the Living With Music Project

Although music had the lowest rating of any su needs the staff felt that it is
an important part of the child's total developme er, the s also felt that they
needed to become more confident and competent in teaching music in order to effectively meet
the students needs in this area.

Therefore, the Living With Music Project was formulated to assist in meeting these needs:

a) by giving teachers the confidence and competence to teach music using the (K-6)
Music Syllabus as a guideline;

b) by developing a draft policy and implementing it in the teachers classrooms and
through other school activities;

c) b ting the syl 1 chi will to P
u and appreci sical epts hs 1t g, playing
instruments, moving and organising sound;

d) by developing an ht music
curriculum in the to of
participants in suitable musical experience music
policy; and

e) by strengthening community links by active participation and performance.

12



through
r and D. ator and
on was written to obtain D.S.P. funding to

music consultant and purc

and so attempt to meet the
music.
Strategies for achieving identified aims:
In general
During the project, it was expected that :

a) staff members who were not confident in teaching music would be identified and
assisted;

b) current music teaching practices would be reviewed and revised;

c¢) thewh in the theory, practice and implementation of the
Music ool music program;

d) individual assistance to teacher would be given by the consultant;
e) and team teaching would be undertaken with the music consultant;

f) adraft music policy would be formulated and trialled.

Teachers
Within their classrooms, the teachers would be expected to:

a) provide opportunities for individual and group work in music across the grades;

b) candl $S pro ed
ator in the L
c) to the school and general community in
dc
Students
that, as a nce of these strategies being employed, the
p their un ng ¢ f music concepts, through:

a) singing a wide variety of songs;

b) c $ ying and in responding to the
e p usin y pe an nt;

¢) creating sounds to match element of pitch, duration and other elements of music;

d) experimenting with sounds from tuned and untuned instruments;

13



e) eleme beat, rhy atterns, tempo,
d low on, stacc legato; and

f) listening to and identifying different tone colours.

Parents
The parents would be invited to attend an information night on the Living With Music Project,
d be iden be w the
y assistin s, C ty
of ated to the felt needs and resulting goals
th

Perceived Needs and Action Steps:

This D.S.P. submission was approved with a 33% cut in funding and a music consultant was
employed on a one day a week basis for the year.

In order to set the Living With Music Project in its context of the whole school community, it
was decided that some initial questions needed to be discussed with the executive and Music
coordinator to ascertain why a school music curriculum needed to be developed, who would be
involved in the development process, when it would be done, and how people would work
together on the task.

Then the current situation needed to be mapped out to find out the musical background, actual
needs and perceived needs of the executive, parents, staff and students. After much
deliberation by the executive, music consultant, music coordinator, D.S.P. coordinator and the
staff, four surveys were formulated and distributed to staff, parents, pupils and executive.
The following is a summary of the analysis of the four surveys.

In general, the Executive are aware that there is no set music policy in the school, however,
they are aware of some teachers who are taking music regularly with their classes, while others
rely on the singing classes taken by the Specialist Singing teacher on a Monday.

Staff

Approximately half the staff have had some previous musical experience, mainly in piano,
guitar and college music.

Some teachers were familiar with the music syllabus and were attempting to implement it in
their classrooms. However, mainly singing, percussion and rhythm work were undertaken in
lessons, with three teachers also including listening and moving activities. thtlc consideration
was given to the teaching of the actual musical concepts.

Those who did not feel confident about implementing the syllabus, felt they needed more
knowledge and assistance in planning and programming music lessons.

14



Parents

5% of p they had any sic pro
nvolved ith music tho music

undertaken by the children out of school.

Children

W}aen asked about their interests in the various areas of music, a hi

said they to n to, up their own, music. M

that their ts Ived ¢ in various ways.

Conclusion

overall self development.

more
I curri

ave

of the
itant to so

es, knowledge and personal musical skills.

tance

would also be examined, and instruments and

ble.

Terms 1 and 2 : Resources, Workshops, Individual Teacher's Assistance

In order to meet these needs, the Consultant r

ving more input on another concept to be

developed during the next fortnight.

The music tea av eatth ma
teachers in an pl ie. the nts
available to each Grade for regular use.

musical skills.
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Interim Evaluation:

Towards the end of Term 2, at the close of the final workshop, 15 staff members who had

e que eval the ,and to
s  sted fthe ect
was that that the music project was
n, an had ither way.
Workshops
the staff felt the were very valuable and relevant to their teaching situation,
3% were unsure used some of the workshop activities in their classrooms,

and all who have tried them, felt them to be successful, and they were also able to adapt them to
suit their class situation.

Most staff felt that the ITA discussions were of benefit to them, and that the Individual Teacher
€, combined with the workshops, clarified their understanding of the NSW (K-6)

labus.
music 13 felt they were confidently planning and teaching
ons ba \' syllabus. The rest of the staff did not feel
confident in this area.
at this t, all staff ated
in taki In di with thre nt

that each had problems with fitting in music lessons into the timetable for various reasons.

However, from the results of the questionnaire, it seems that, by the end of Term 2, most
taking tenin strum org
their ¢ staff more tin
music lessons, and all but one felt the resources shown, and in the library, were useful to their
teaching situation.

Term 3: Programming and Team Teaching:

Term usic Cons t firstly one te from idually

an ho month, to are and a unit sic le the
theme being followed through in their classrooms, then team taught, demonstrated, or watched
the teachers take, a music lesson from the prepared unit. During the next fortnight, the Music
Consultant repeated this procedure with the other teacher from each grade. Over eight weeks
most teachers had two meetings with the Consultant and watched/taught two music lessons
with her. Throughout the term, it was evident to the consultant, through observation and
discussion with the teachers, that most staff members were becoming more confident with their
teaching and programming of music lessons, as based on the NSW (K-6) syllabus.

As this case study was being undertaken in conjunction with the Disadvantaged Schools'
Program Living With Music Project at the school, all e

completed by the end of Term 3. Therefore, two ev , one
to parents and one to the staff. The survey to the parents tried to determine their attitude to
their child's progress in music this year, and the teachers' survey sought to identify the staff
members' perceived development of children's attitudes and achievements in the area of music
education. A brief analysis of each of the surveys follows.

16



Analysis of Staff Survey, Mid-Term 3

Thirteen staff members completed this survey. rs, all staff
that n had on the surv
teac anin e point scale, some two points and in three
cases, three points.
eir be
of an $

indicated that their children fell into this category.

At the beginning of the year, an average of 3.6 of the thirteen teachers felt their students’ overall
achievement in music was poor or very poor, whereas, by mid-Term 3, only an average of .16
of the teachers felt this was true.

the

music, and 2.8 felt their children were at an average standard.
These results indicate a significant improvement in the children's level of achievement in music,

sults do essarily a
are indi f a very

The
had
interested and enjoyed music very much. They

music, and a continuing acquisition of musical skills and knowledge.

Analysis of Parents' Survey, Mid-Term 3

child's progress to be fair.

children did enjoy their music lessons and

instruments.

17



- Only two families felt that their children were ‘not getting anywhere' in music at school.

, e

Term 4: Draft Policy, Culmination and Final Evaluation of Project:
During Term Four, staff met with the consultant and music coordinators to provide input into
the draft music policy. These ideas were co at wh S
then distributed to staff for further comment. final olicy
was formulated and it was to be effective as from 1989.

as n the draft music ons staff to

th with them and to ide

An in-service afternoon was run by the consultant to introduce the staff to a newly
purchased resource book of scored music which could be used simply and effectively in the
classroom. A video which had been made that year, using students from the school, was also
shown. It showed how the five musical concepts and five activity areas, as outlined in the
music syllabus, could be introduced in the classroom situation through singing. As well as
showing all the staff what some of the teachers and students were undertaking in their music
lessons, it also served to reinforce and summarise what they had been learning over the past
year in relation to the Living With Music Project.

A final survey was distributed to the staff to finalise the evaluation of the project. The results
indicated that all staff felt they had improved in their confidence and competence in teaching and
programming music lessons, and they were unanimous in reporting that the project had been a
relevant and valuable undertaking that year.

The workshops had proved to be effective in giving them practical ideas and activities which
they had adapted to fit their class situations, and the independent consultation with the music
consultant was felt to have been valuable and relevant in assisting them with their programs.

With regard to the music policy, all staff appreciated being able to give some input into
formulating the draft document, and they felt that it was a valuable working policy which they
could use as a basis for planning and teaching their programs.

To ensure these pleasing results of the Living With Music Project continue on a long term
basis, the two music coordinators were prepared to assist in in-servicing new teachers to the
staff and to continue to be available to give ideas and help to current teachers. If extra in-
servicing was needed, the consultant was available for this, but most teachers felt that this
would not be required.

Although the short term results of the project seem to indicate that it had been very effective in
assisting the staff to implement the music syllabus successfully in their classrooms, the long
term effects can only be judged over the next few years.

Significant key factors arising from the project

In retrospect, several key factors stand out as having been significant in achieving these results.
Firstly, all staff were involved in selecting music as the area needing the most assistance
for the syllabus to be successfully implemented in the school. Furthermore, they were, as a
whole, committed to being involved in the project and improving their teaching skills,
knowledge and attitudes in the area of music education.

18



Sec was the p out the whole year

and chan in th and teaching of music
in her school.
Si o p input in the articipatory w ps
in t by the consul ed together to a nce of
corporate learning alongside individualised attention to specific needs.
f
i
e
member than if it had been imposed on them by the hierarchy.
Implications for future in-service work
From involvement in both this case study of a s
¢ syllabus, and vari erm
tions and over rent ods,
obe in term, where
have tiv
$
e
of time ble to
ger tim possi tisfactory results than a shorter period.
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Initially there should be a strong foundation of commitment to changing current attitudes,
skills and knowledge where necessary, by both the Principal and the whole staff. Together
with this, there should be an inbuilt form of accountability of staff to both the principal and
the consultant as to their implementation of the syllabus. Conversely, both the principal and the
de them ant and
over sev t has be ved
accountability to each other, the results of in-

servicing are less than satisfactory.
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the an of

provide the basis for further input, practice and feedback. Continuous evaluation of the
program as a whole would be carried out at regular intervals, to ascertain the changing needs of
the staff and to plan further action steps to meet tin

the given time frame of the program, as long as s.

that the time frame for later cycles becomes elo

programming and teaching music lessons and n

Finally, the consultant should become redun

toc nale
and staff,
model, until a successful formula has been w a

given length of time, to assist in the implementation of the music curriculum.
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a
st Professor Peter Crossley-Holland in the
a, Los Angeles, 1969-70, and from lecturing
‘Introduction to Non-Western Music' in the
73-1988. In addition to Professor Crossley-
' musics (1), another important influence on
theoretical frame of reference provided by
?- cologist, the late Alan P. Merriam, in his monograph, The
1 .

The term musics is used here to indicate that different cultures - even different historical eras in
our Western traditon - have used or continue to use markedly different music systems. The
term music as a singular noun, though desirable occasionally if one wishes to avoid an

ina con ty o

s the ger sys
somehow only a variation of what one knows or has grown up with, instead of a system that is
initially and comprehensively different, unique in its own right. Thinking of a different musics
begins to address the question of a stunning variety of traditions. It also beings to acknowledge
the ingenuity that humanity has exercised throughout the years to use time, tone quality, pitch,
and so forth, to create musical activty that is deeply meaningful for particular groups of people
in particular places at particular moments.

Given this viewpoint, certain comprehensive concepts actually prejudice perception and impede
a more realistic understanding of diverse musical phenomena past and present. The notions
'world music’ and 'non-Western music' are cases in point. As a beginning for helping to
overcome such limited perspectives, the relatively recent book edited by Elizabeth May, Musics
of Many Cultures, an Introduction (1980), is a noteworthy contribution to music education.

It brings together twenty essays by various specialist scholars in celebration of the diversity of
music systems around the globe. Many of us have already benefited from these essays and
their important guides to additional teaching materials. An earlier book by David Reck, Music
of the Whole Earth (1977), is another very useful source which takes a worldwide view of
musical activity.

In keeping with this approach, the outlines presented below systematically ask basic questions
about musical performances, regardless of place and time of origin. They also suggest
avenues of research for various types of additional relevant information. When used
methodically, step by step, they enable students to listen creatively and think intelligently about
unfamiliar musical systems. Observations and analytical categories proceed from those of a
more general nature to those of a more specific nature. This process enables students to quickly
gain confidence in their ability. After successfully noting useful phonomena at an easier level,
this data is used as a base to determine more complex data. Throughout this process,
informaion is gathered in an orderly manner, according to an individual's background and
musical skills. The method helps improve individual listening and research techniques, at the
beginning, intermediate, and advanced levels.
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Students unable to read music are able to increa

knowledge of staff notation often present very

- . S axis and
pitch variation on a vertical axis is very useful, Xist.

The important thing is for students to actively confront unfamilar music and systematically
unravel its mysteries as an antidote to rejecting it out of hand due to its strangeness. When

useful es, the stran the certain
es abo mind due to unc Itural
conditioning, begin to disappear.

In my experience these outlines provide a very useful method for classroom work at tertiary
level. In addition to tertiary students, those in advanced levels of secondary education, years

in
part around some of the ideas presented below.
In this method the basic approach is to consider usic first, then to ask
of a particular
usician
e
'Introduction to Non-Western Music' in a Dep
were units n
, Gen es, Hi

nction of music in society could be addressed
first, before considering other issues of a more technical nature musically. These latter

co
co
of sic).
this system of ns ded ate. earlier,
othesis is that ab mus ina Y,
regardless of time and place.

Performance Elements/Components
Asks the question what is making the music, and also, how is it making the music?
A. All voices (no instruments), one - several - many. Why?

B. All instruments (no vocal music), one - several - many. Why?
C. Any of many different combinations of voices and instruments. Why?

Much useful and interesting information emerges of
gori basic ulars can 1
As usly, is essentially and primarly an auditory pheomenon.
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In the tail

Music resﬁlts.
A. Voices:

1.

2, is best if possible to determine.

a. gender (all females? all males? combination?, how?, why?).
b. age (all old, adult etc?, combination?, how ?, why?).

B Instruments:

usefully class th hs system (2),based upon the
primary vib of

1. - The 'thing itself is the primary vibrator.

2, - a membrane is the primary vibrating material.

Struck -  with sticks, hands, or a combination of stick and hand.

- 1 r, more correctly considered as a mute since
its vibration is secondary.

3. - one, several, or many strings are the primary vibrating material.

a. Zither types- the strings stretch completely over a soundboard or resonance
chamber, or the length of the resonance and the length of the string is
approximately equal; koto (Japan), piano, Appalachian dulcimer.

b. Composite chordophones - constructed of two or three basic parts. If any basic
part is missing, the instrument is destroyed.

(1) Lute.. e 1, long neck. Strings run parallel to the plane
of the c

(2) Harp ... resonance chamber, neck to which strings are attached. Strings
run perpendicular to the plane of the resonance chamber.
(Harp-lute, special case: kora, West Africa).

3) or which edis
ec ,but is by
two supports, one on each side. Strings run parallel to the plane of the
resonance chamber.

Chordophones are activated by being plucked, struck, or bowed.
4. Acrophones- a vibrating column or area of air is the primary vibraor.
a. Free aerophones - the vibrating air is not confined within the chamber of

an insrument, but exists 'in the open': bull roarer, a ribbon reed or blade
of grass held between right and left thumb.
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b. Wind instruments 'proper'.

(1)  Flute type - airis

(2)  Reedinstruments - vibrate:
single reed, double reed, free reed.

(3)  Trumpet type - buzzing lips cause air to vibrate.

C  Voices and instruments combined in performance:

; Vocal music with instrumental accompaniment.

3 at times more instrumental
ce.
4  Voices and instruments appear to be equal in emphasis.

Music-As-Music Categories

1. Time:

1.

Meter. A repeated pulse through time, sometimes articulated, at other times not
specifically articulated. Understood by all who know music.

a. t pulses appear
s .

b. measured:

(1)  duple basically.
()

3) , by a divisive or additive principle?
(4)  symmetrical or asymmetrical structure?

2. Tempo consideration, after the meter is established.
slow
medium Does the tempo change? Why?
fast
3. Rhythm. The juxaposition of specific notes or groups of notes above,over,or against
the meter.
how? why?
m: how? why?
4. . more than one meter occurs in the music, either
simultaneously or sequentially.
5. : more than one rhythm occurs in the music, either
simultaneously or sequentially.
2  Melody:
1 aking melody:

d. ornamented, or unornamented, or some combination of both, as related to
ta! 1! [ ]
a', 'b, and 'c'.
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basically up.

basically down .

centric: up and down around a central pitch.

oscillates: alternates between two levels, lower and higher.
combinations of any of the above

oaooe

range, wide or narrow?
number of pitches in the music?
tuning system, scale, mode.

oo

Tone quality:

Of all seven parameters noted in this section, tone quality is the most difficult to discuss

comparison, when considering the visual phenomenon of colour, various words are
effectively used to identify subtle shades of the primary hues: for example; pink rose, fire
engine red, and so forth. Similar fine verbal distinctions are not readily available if we
wish to describe a specific tone quality without implying at the same time that it is
relatively 'beautiful’ or 'ugly', a judgement that initially would rest primarily on previous
cultural conditioning. For a start, however, we may consider two opposite concepts that
can be verified objectively through detailed electronic special analysis.

Simple - flute types.
Complex - many chordophones, also double-reed instruments.

What words may be used to describe various shades of tone quality in between?
Texture:
1.
2.
a. Special cases: (1) strict unison.
(2) heterophony, also known as variegated unison.
(3) homophony - separate parts, but all move through time in

unison for the vertical or harmonic effect.

b. True multipart music or true polyphony:
Two or more independent musical lines. How many lines?

Form or structure - determined through time:

1. Vocal forms.
a. sectional:

(1)  sections defined by what? change of meter? change of tempo?
entry of new or different voices? dropping out of voices?

(2)  does a section repeat, or do different sections repeat? If so, in what
order? why?

(3)  General types of sectional forms in vocal music:
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83 responsorial
© with a refrain

b. non-sectional, or 'through performed'.

a. ifa or non
b. ifa also be tional, as above

6 Text - words and music relationships:
1. one e of text.
2. y no of the text.
3. Various mixtures of the two.
4. 1s the text meaningful, or does it consist only of ‘nonsense’ syllables, or some
combination of the two?
7.  Amplitude - may be measured electronically in decibles:
1. soft 2. medium 3. loud
Does amplitude change, or is a constant amplitude used? Why?
This brings us to a working definition.

MUSICAL STYLE = the complex result of various combinations of consciously or
unconsciously selected characteristics from some or all of the seven basic categories.

In cho musical er with this method, it seems most useful to initially
select that illu . Fo

of

abl
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communication, which can then be added to Merriam's model of feedback through several key
points or processes. Through subsequent outline, it is now appropiate to consider

A Theoretical Outline of the Music-Making Process

A Need or Desire for Communication leads to Human Behaviour, which acting
e (ritual, folk, art), selects various Means,
existance through Performance Components
aspects of sound phenomena (time,
ways to produce musical structure (linear and
- g a
'S Product’, which fulfills or ed
ic

Additional brief details may be inserted when the same model appears in outline.

1. A Need or Desire for Communication leads to
2. Behaviour of s eech, body language (facial expressions,
, dance, music, o

which, acting through one of three

3. Contexts of Performance
ritual (church music)
folk (bush dance)
art (string quartet)
selects various
4, Means,Ways, and Methods of bringing musical sound into existance, through

A. Performance Components,
Voice(s)
Instrument(s) - depends to some extent on the physical material at hand, and the
level of technology in a culture.

which manipulate five basic
B. Music as Music Categories,
Time Tone Quality
Melody Words and Music
Amplitude

in various combinaions to form

C. Linear and Vertical Musical Structure,

Form or Shape (linear)

Musical Texture (vertical)
thereby producing a particular
5. 'Sound Project’ in time and space, to fulfill or satisfy the original.
1. Need or Desire for Communication.

n that a musical performance reflects important
sic as culture. This may be done by
considering contexts of performance in greater detail. These have been identified as ritual, folk,
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? How should songs su
‘ or as having aspects of
instance? When musicians from India in recent

materials.

Comparisons 0
Three General

1 Means

a. insruments:

b. voice:

¢  performance
requirements:

d. composer:

2 Musical
Structure

a. improvisation:

b. typical thythm:

c. tone quality:

-

Non-Musical Categories Relative to

€

Ritual

deliberately
restricted

deliberately
restricted
precise,"in
the heart",
sincerity

craftsman-
seer

none
'free'or
symbolically
patterned

‘masked’ in
some genres
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Folk

few, simple

one/many

efficiency

one/many

small

strong/weak

natural

Art

many
developed
one/many

virtuosity

individual
artist

varied

long/short

cultivated



3 Function

a. communication: to the gods for the to a patron
community

b. audience: esoteric wide privileged

c. values: symbolic €Conomic aesthetic
and social

oming to some understanding of music systems
a student or teacher, whatever that system
g of another system, however, both as music
h it is a part, commits one, sooner or later, to
tence. As very cogently discussed by
ce, this process involves three different stages
on

oom sissu  ted s

is hi . Her  uss inner
responses. It provides valuable existential data based on experience as a performer and teacher
in a cross-cultural setting. This material adds an important perspective to our subject that

ab d , high s

tly in of an
Hopefully, within whatever level of education we as individuals may be employed as teachers,
Profe P nted will serve as catalytic ts
forin h s the nge and the many exic

oppourtunities of music education in a multicultural society.

Notes

(1) Crossley-Holland, Peter (1960) 'Non-Western Music' In The Pelican History of
Music,Vol. 1: Ancient Forms to Polyphony (Alec Robertson and Denis Stevens, eds),
Baltimore: Penguin Books, pp. 13-135.

(2) Hombostel, Erich M. von, & Sachs, C. (1980) 'Systematik der Musikinstrumente; ein
Versuch' ('The taxonomy of musical instruments: an atempt’) Zeitschrift fur Ethnologie
46:553-590,1914. Published later as 'Classification of musical instruments, translated
from the original German by Anthony Baines and Klaus P. Wachsmann', Galpin Society
Journal 14:3-29, 1961. The translation of the initial explantory discussion by Hornbostel
and Sachs is reprinted as an 'Appendix' to 'Instruments, classification of' by Klaus P.
Wachsmann in The New Grove Dictionary of Music and Musicians. Stanley Sadie (ed)
London: Macmillan Publishers, pp. 237-45, see especially p. 241-45.
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Association of Music Education Lecturers National Conference Report: Policy Making in
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g
unity is also nt
. The ges are
Politicians are demanding accountability. Federal and State Governments are becoming more
for v on
€s su ing

om the conservative side of politics comes a cry
for a "return to basics", usually meaning a focus on literacy and numeracy.

secto the ns White
n the the system,
ons
Ed
hallenges to both sectors.
s of
tters
for music education, which I believe we must address.
RESPONSE FROM DAVID SYMINGTON
This a scientific study of issues and trends in higher
educ ation of current documents or a survey study
of the tertiary education sector. As the Head of S re for 1900
eftsu's I haven't the time for such activity, even if th on. uch
is the tion ¢ one heading a
at nfro in his

g in other tertiary institutions but I leave you
to make that judgement.

The most critical issue of the day for us is amalgamation. There are several aspects with which
one must be concerned. One is the debilitating impact on staff of the uncertainty created by the
current round of amalgamations.

cs cation
to in recent
ted to economic policies.
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the g
ling

(Commonwealth of Australia, 1988, p.63)

licies.
in the

For those interested and active in research, the move into an environment which rewards such
inclination and effort, may be welcomed. But support for research is likely to be by no means
uniform. It is interesting to note that the Review of the Research Classification Scheme used in
the Research Profile Exercise, by the Department of Employment, Education and Training
reports that, while there are 3,294 equivalent full-time academic and professional research staff
in Australian higher education institutions working in the Natural Sciences, the equivalent
numbers in Education and Fine and Performing Arts are 711 and 295 respectively.

A further aspect of the merging of institutions is the extent to which human and physical
resources are liable to be diverted from the primary functions of teaching and research to the
solving of the myriad problems which arise during, and following, amalgamation. Those of us
who have been through a merger know the amount of time and energy which needs to be
directed to making a new organisation function effectively. Whilst staff at senior levels are
busy with such matters, little time may be left for providing leadership for the staff just at the
time when such leadership is crucial.

The issue of tuition fees is constantly on the agenda of academic administrators in higher
education these days. The introduction of the Higher Education Contribution Scheme (HECS)
is the most obvious sign of the change of thinking that has occurred, but there are others. All
institutions seem to be caught up in the scramble to attract overseas, full fee paying students.
Further, institutions are being encouraged to identify courses which are to be designated as fee
paying courses. There are financial benefits for the institutions in such courses and for students
who can afford the fees, since such fees are tax deductible whilst the HECS is not.

Should we be concerned about these developments or should we simply accept them as a sign
that our nation is not as affluent as it was in the past? For me it is a matter of concern for a
number of reasons. The most basic is that it reflects a change of thinking about education. The
provision of free tertiary education reflected the view that the education of people was an
investment in the nation. We were all seen to benefit from having well educated people in the
community, whether their studies were in the Arts, Humanities, Sciences or Technologies. The
HECS scheme and the introduction of fees for post-graduate courses implies that education is a
'meal ticket.' No longer is it viewed as something from which the society will benefit; rather,
it is seen as something which will provide increased income for the individual.

The second reason for concern is that it can change priorities within institutions. Areas in
which it is easy to attract overseas or full fee paying Australian students are seen as

ve, are unable to attract such students in large

ori cer s about the appropriateness of such a course
of action can be seen as conservative, unenterprising. The end result may be very significant.
Areas heavily engaged in such activity may not only benefit from the fee income, but also be
rewarded within the institution.
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Finally, it shifts the focus of the academic administrators within institutions. Income above
nt, 0 and
to a

not only for studies done elsewhere, but also for life experiences.

t many have acted only happened on
campu ew has bee allen .
* Th be on ins to state why de redit should not
be r than on to explain why ven.

* Action to improve credit arrangements must occur at the institutional level rather than

being imposed by a central bureaucracy to dev

and consistent 'S tto be

It will also req p y as an
integral part of their operations, to as 0 tions
Or Sectors.

(Commonwealth of Australia, 1988, p.35)

The requirement that institutions report their credit transfer arrangements has forced institutions
to rethink their attitude toward the recognition of skills and understandings that students bring
to programs as a result of study done elsewhere or of experiences outside the formal education
context.

The Federal Government has made its own priorities clear in the White Paper.

* Priority in the allocation of additional intakes will be directed to areas of strong
demand from students and industry, having regard to the likely future needs of the
economy and labour market. The Government will continue to give high priority in
the 1989-91 triennium to the fields of engineering, science and technology, and
business and management studies. Within these fields, particular emphasis will be
placed on

* electronic, mechanical and industrial engineering (including product and industrial
design);

* computer science, information technology and mathematics/ statistics (including
teacher education courses in these fields);

*  business administration, economics, accountancy and management; and

*  Asian Studies.
(Commonwealth of Australia, 1988, p.17)
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This is unfortunate in that areas not seen to be contributing directly to potential technological
of export income may be devalued in the decision-making

The Federal Government have made their commitment to the achievement of equity clear both

ments of s made available to institutions for
crease er n.
sees the 0 asa
and asse s. Gov
will
develop a statement of national equity objectives in higher education;
identify gaps in current provision;
develop guidelines and suggestions for institutions to take up in their planning; and
review the role and effectiveness of Commonwealth targeted programs.
(Commonwealth of Australia, 1988, p.54)
stence th stablish goals for d
they are the achievement is e level
of the institution.
s an r ne cular field to
ons co ute to that
process.

Commonwealth of Australia (1988) Higher Education: A Policy Statement. Canberra:
Australian Government Publishing Service



RESPONSE FROM BARBARA VAN ERNST

There are five main areas which emerge from the previous paper.

1. Amalgamation

2. Tuition fees

3. Credit transfer

4. Priorities

5. Access and equity.

I would like to discuss some of the ways these matters may impact on music education
provision.

The model we are looking at in the case of most teacher education institutions is that of a small

institution, and about the continuation of their courses. These concerns are often because of
misunderstandings of the work of the former institutions. There are debates on whether

education faculties should stay intact, or whethe sh ts
in other faculties. From a music education  p be

of the relationship between the disciplines of music and education. For primary teachers in
particular, it is beneficial to develop an unders of the le

side with the learning of musical skills. In man , staff in a

musical and an educational background, and it
education course with music education as an in
end on teacher ng.
which we need cus
and to participate in research and publication ac
staff include a growing number who hold high
contact hours of teaching have militated against
n that staff
a research
time. Staffing ratios and traditional teaching sty
allocation of sufficient hours per week to resear
po tion on arts
by spe is mati tes
are

— <

s
the fact that insufficient activity is occurring across the many facets of music . We should see

I’

the new unitary system.

strators to take a fresh look at the area of
have have higher degrees, they have tended
extension activities such as conducting student
ns wil that
to the s the
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I'share David's concern that the reintroduction of fees indicates a shift in the valuing of
in itself detract

1) and the

inevitably arise from faculties whose courses
Faculty in Victoria College is known as the
istrators are impressed by their ability to
ts priveleges in other ways. Priorities in
, and designation of business as a growth area
g

Credit for studies done elsewhere and also for life experiences, offer some very exciting
possibilities for music education. Students who enter with advanced musical experiences,
ed standing, and offered the possibility of
ot the style of activity normally found in a
spent teaching in a studio, performance in a
terial, etc. We should be able to offer
m to provide expertise in areas outside our
of the musical community in much the way we
a ollege is ex g,
experience

~

1N unique ways.

Let me quote again from the White Paper.

Priority in the allocation of additional intakes will be directed to areas of strong
demand from students and industry, having regard to the likely future needs of the
economy and the labour market. The Government will continue to give high priority
in the 1989-91 triennium to the fields of engineering, science and technology, and
business and management studies, (1988, p17).

ded to
tal role of

provision",(1988, p18) arts educators need to marshall their arguments so that they can
confidently mount a case which states that the arts are not peripheral to the future of the
country. These arguments may take many forms. At a very obvious level, we can argue that the
arts are a most lucrative industry. Employment in the arts may be found through areas such as
performing, teaching, and in the recording, retail and entertainment industries

A second and equally important argument can be along the lines that creative thinkers in all
areas emerge as a result of a balanced education, and not of a highly specialised education,
particularly at the school level.

The point I want to make here relates perhaps more to a political argument than a musical
argument. We must be vigilant. When the bidding for resources is underway, we must watch
for a shift in the argument for priorities in the allocation of additional intakes, to a blanket claim

as a priority area.
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no y

the
Access and Equity
fo and equ dren

in each unique
way of knowing. When the exercise of establishing and rep es
our lev only for our own
also in e.
Conclusion
In this tor, our purpose, set our objectives
in care utel their pursuit.

In particular, let me leave you with some ideas for our future consideration.

1
1.1

1.2

1.3

1.4

2.1

31

3.2

3.3

As far as we can, we should attempt immediately to get music staff appointed at an
appropriate level and with tenure or extended contracts.

We should be preparing convincing mission statements, reflecting what we do in
our courses or strands, and why. We need to be prepared for the debate on
integrated versus end-on teacher education programs.

We should be preparing a coherent statement, recognising a range of qualifications
ura ues in

be
suitable supervisers in the field of music education.

We must, as a matter of urgency, collect data about the research that is being done,
and ensure that we develop a coherent framework for dissemination of new
knowledge and understanding.

We must be alert to the pressures to become more entrepreneurial. We must not
divert our energies so that we are n go e the training
of music and generalist teachers. Y S of
sponsorship for particular projects

We need to question pre-requisites for our courses, carefully re-define them, and
consider accepting a wider range of prior experiences for entry to the courses.

We need to establish criteria which we can use to decide on experiences which will
be the basis for credit within courses. This may also contribute to the relevance of
our courses, in that we may attract students who want to build on earlier
experiences.

We should all consider the idea of contract or individual learning, where students at
all levels can take a fair degree of responsibility for their own learning experiences.

This has been done on a project level in many courses. Perhaps we can extend that

notion.
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4. Priorities

4.1 We can argue (as we have often done before) about the importance of the arts in the
education of the individual.

4.2 We need to consider arguments that link artistic growth with creative thinking, and
make the necessary connections between the arts and sciences in the backgrounds
of our society's leaders.

4.3

is enormous. A recent advertisemen )
more people playing musical instruments than there are playing tennis"

4.4 We need to be vigilant when our colleagues are using the "additional intake" clause
to argue additional resources and preferential staffing allocations.

Above all we must ensure that while we are attending to the many and varied items which are

no ht of the
in e the res
A
te
us ercise,

by the Department of Employment, Education and Training. NSW: University of
Wollongong and Riverina-Murray Institute of Higher Education
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INTRODUCTION

—

"Little boys are made of slugs and snails and puppy dog's tails.

1 thos
little

TAIL DOG?

IT
Fa ic
ria us
somewh st, verses that
of?’ and are little girls

"Little girls are made of sugar and spice ....."!

y enough, those
sment set in a cl

was to
ge! w

hesitation, the answers tumbled out easily - change is made of:

Wh the
are that

« enabling all children to experience a developmental music education;

question marks

headaches

frustrations

fear

power-play

resistance

re-thinking

re-training
POSSIBILITIES -
anything becomes possible.

its
for
h.

on:

time-honoured

..."" whilst

0

fulto ntify
s,pol sand

It is unlikely that we will agree on all of them, but here

« establishing career paths for music teachers and developing training courses for music

specialists;

« upgrading the music training for generalist preservice students;

« identifying which goals in music education we wish to serve?

+ determining what and how the students have learned; that is, improving our assessment

and reporting systems.
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This paper is concerned with one of those issues - assessment; that we can establish an

assessmen will suc g
and which yste nts,
Why is the issue of assessment so important? Research evidence tells us that the power of
nt on the eris , the
also indi that pen s, then
e su
y on
ic education an inju hen we
in which we work. has bee
student learning that is of enormous relevance t €s

some interesting ideas for us to consider.

Researchers have explored the 'how, why and what' students learn, and the possible reasons
for the ces in the Asa s ry conceivable
form o are to be arton, 8 With the
emergence of studies of the learner in the natural setting rather than the experimental
environment, came the understanding that "psychological theories must have 'ecological
validity' - that is, the theories must be derived from the settings to which they can be applied."

' the
traditional research paradigm that takes an external view of the students' learning, (Marton gt al
1984, pp12 -13).

The research studies that are of particular interest for the study discussed below are those that
have a "relational perspective". This relational view of learning, according to Ramsden,
Masters, Bowden and Martin (1987, p2) requires us to focus on the "individual learner's
experience or conception of something, rather than on changes made within the individual".

It involves the relationship between the content of the discipline and the learning processes that
the students employ. Itis from this perspective that we can begin to derive some new and
important understandings of the nature of learning:

"..Jearning is centrally about qualitative changes in how people interpret
subject content. The process is constructive rather than additive, it is
designing a building that works rather than making a wall thicker."
(Ramsden ¢t al, 1987, p.3)

It is doubtful whether one could find a teacher in higher education that does not espouse a
concern for the quality of student learning. The traditional intellectual qualities such as
analytical thinking, problem - solving, creative thinking, understanding and lateral thinking, for
instance, are valued by staff who generally and genuinely believe that they actively promote
their acquisition through the learmning experiences they plan for their students, (Ramsden et al
1987 p. 1).

Current research, however, tells us that this is not always so. In studies of first year university
students, it is significant to find that assessment has a strong determining influence on how,
students proceed to learn. The disturbing thing is that many students, including those in
prestigious faculties, perceive that the appropriate response is that of a reproducing mode,
(Bowden, Masters and Ramsden 1987).

Research evidence also suggests that assessment has an important effect on the quality of
student learning. For example, Eisner (undated, The Evolution of Thought) wrote, "..the
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means we use to evaluate affects the kinds of goals we pay attention to and, as a consequence,
what we neglect in schools." :

Many modern music education programmes
involve students experientially in varying learn
the study described further on in the paper, fac
a limited music background to develop high m
adequate personal music skills in a contact
therefore, to establish whether this subject is
that is, preparing student teachers to teach a no
school classrooms.

As re on pre-service
stu lu ina
compulsory second year music education subject.

In the preparation of generalist teachers, music educators often face many difficulties - lack of

ic

The Aims of the Study were to investigate:

1. student and staff perceptions of the role of assessment in learning in music education;

2. whether the assessment was useful in helping them achieve the aims of the course;

3. whether the students endorsed the purposes of assessment for three types of assessment.
4. the relationship of students' music backgrounds to their selected approach to learning.
The Subjects

The subjects were primary teacher education students and staff members from one campus of a
large multi-purpose, multi-campus College of Advanced Education situated in an Australian
capital city.

The subjects formed an intact class of 152 students who were enrolled in the compulsory

second subj ‘Competen hod sic" to as C an
This su has ent of 2 ho per wee academic
Instruments

Data was collected by questionnaire and structured clinical interview. The questionnaire was
designed to elicit students' perceptions of the goals and assessment in this course.

Questionnaire

to

leisure activities.
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A response was then sought to three major questions, each consisting of a number of items.

tti]xe extent to which the assessment activities helped them to achieve the aims or goals of
€ course.

. ce of t in relation to three areas of the component -
, teac

to identify the ways in which the assessments had encouraged them to learn.

This tio the ofa for this mus t
from of and 19 eir study of
perceptions of the influence of the assessment methods, used in the first year university
on The of the inventory to the needs of a basic music subject
co tions ons a1 d adaptations.
Interviews

Six students and 4 staff were interviewed by a psychology graduate experienced in conducting
structured interviews. The interviews utilised the 'thinking aloud' techniques (as used by
Dodds and Lawrence, 1983), to discover staff and student perceptions of the goals and
assessment of the subject.

Interviewees were asked to respond to four questions by arranging labelled information cards in
specific orders:

« are the stated goals of the subject actual goals?

¢ how appropriate are these goals?

« how important is each of these goals?

» how does the importance of the assessments serve the needs of the goals?
Outcomes of the Study

A number of interesting findings emerged, but time precludes mentioning more than two or
three.

PRIOR MUSIC EXPERIENCES OF STUDENTS

y, all ts (100%) cl to some of leisure

sic -8 aregular on stu 6.7%) h ngina y
a further seventy two students (48%) claimed to have had occasional choral experiences.
Seventy eight students (51%) had learned a musical instrument for more than six months and
another thirty five students (23%) had learned for less than six months. Finally, fluent music
reading skills were claimed by thirty eight students (25%) whilst another seventy five students
(49%) claimed to be able to read music slowly.

Given that the staff of the course have generally experienced students who claimed lower prior
experience in music, this data raises some fundamental questions for all of us.

1. Will this data be confirmed in future years?

2 If this data is confirmed, why has this perceived shift in the degree of prior music
experience occurred?
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3 is the si e of this data in relation to the design of music education courses
neralist

GOAL ENDORSEMENTS (Clinical Interviews)

Studen asked to rank, tsc ethe the
(as stat ok) were both the and oals
course.
=9
‘T
[al
FIGURE 1:

HEIRARCHICAL REPRESENTATION OF GOAL ENDORSEMENTS BY STAFF AND STUDENTS.

ASSESSMENT AND LEARNING STYLES (Questionnaire)

A principal components factor analysis was computed on students' responses to 15 items
(learning inventory) adapted from Bowden et al (1987). The purpose was to determine the
structure in students' perceptions of the types of learning activities that were encouraged by
assessment procedures. Bowden et al had found that two approaches could be identified:
"superficial learning" and "learning for understanding".

In this study it was found that the assessments encouraged three approaches to learning in the
music subject: (Figure 2)

Learning for Understanding and Application

* Rote learning
* Negative Learning
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factor 1 factor 2 factor 3

FIGURE 2:
BARGRAPH OF THE THREE FACTORS

Learning for Understanding and Application (25% of Variance) suggests that the student is
adopting a reflective approach to their learning, ng the links between ns
of the subject and is able to apply them in a or new setting. This

higher education researchers variously as a "deep approach” or "learning for understanding” or
"transformational” learning.

Rote Learning (20% of variance) in this study describes those students who want to learn but
perceive the assessments to require them to adopt strategies that are indeed inappropriate. That
is, they memorise facts rather than placing the information into more meaningful settings.
Bowden et al call this "superficial learning”.

Negative learning, (8% of variance) on the other hand, denotes those students who respond to

the demands of the assessment with minimum effort, who believe that all they need to do is to
memorise a few facts at the last moment.

The results raise some interesting questions that we should all ask in relation to our courses:
Is there consistency between the valued goals and assessments of staff and students?
+ Are the goals of the subject being communicated?
What is the main intent of the students? Is it vocational relevance or is it more than this?

Are staff concentrating more on what they can provide for the students rather than on
student learning per se?

How can we assess aesthetic goals?



The question, perhaps, should be 'should the tail wag the dog™

How we answer this question depends on our own intrinsic view of the act of assessment.
Whatever our response, it leads us irrevocably to two more questions:

Is assessment really just a tail to be wagged by the dog ‘on request'?
OR
« Should assessment really drive and shape our learning and thinking and doing?

I would like to think the latter is the most appr d such an
outrageous thing, it must be quickly qualified. diment of well

learner is there to serve the assessment
programme, then indeed it must be agreed that the dog wags the tail!

main uncon of to
the case of lw s’
University structured its educational programm out
assessment (Loaker et al, p47, 1986).
o ! ing ac  out of know - using edge to think,
J dec ct, create", (Lo etal, 1 47).
. learner in n- an , y - in
when and to or t in g

Learning increases when students are clear about goals and criteria, and receive effective

feedback.
Learners succeed only when they take control of their own learning.

Thus the Alverno assessment programme reflects:

 vocational relevance;

» encouragement of self-reflection;

» self-assessment;

» variety of modes of assessment: written
oral
visual
integrated;

o goal a asa nship;

o desc e than g

Doesn't all this sound relevant to our needs in music education?
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Conclusion

students of assessment in a music education subject revealed the learning responses to
assessment adopted by students.

Alverno University argues that a definition of assessment must be "shaped by its power to

the et al, 1986,p48). This paper has argued for assessment to ‘shape’
ves

of rto

co ,asit

tertiary students’ learning.
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ING

BIBLIOGRAPHY OF AUSTRALIAN MUSIC
EDUCATION RESEARCH

Dr. Robin §S. Stevens
Senior Lecturer in Music Education

School of Education
Deakin University
Music has traditionally been inc as part oth the
primary and secondary levels of education in Au . a gap

early 1850s when vocal music was first introduced to elementary education.

Music has also established itself as an area of ing for ch

parents choose to arrange tuition for them in ins d vocal c.

through such means as private or studio teachers, local music schools (such as those offered
through the Yamaha Music Foundation), and school-based extra-curricular instrumental, vocal
and choral music programs, community-based choral and instrumental ensembles.

for generalist classroom teachers within pre-service and graduate teacher education courses.

However, as an academic study, music education has traditionally been thought of as either a
sub-discipline of education or a sub-discipline of music or musicology. In my view, music
education is now emerging as a discipline in its own right in Australia.

Professional organisations such as the Australia for Mus , the ciation
of Music Education Lecturers and other nation s well as and music
teachers associations have done much to promote music education as an independent discipline.
The by the Soci M
Mus n has, ears, ed
con P
the c d AMEL.
tice of mus dp have
body of kn sic
c music
c i
c s m

models and content, and so on, and have reported the results of this informal experimentation to
their colleagues at conferences and in journal articles. However, it has only been comparatively
recently - over the past ten years or so - that a more substantial contribution has been made by

of
knowledge through systematic research that music education in this country can claim to be an
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academic discipline in its own right. We are at least approaching the level of research in music
education in Australia which can warrant this recognition by both the music education
profession and by other academic disciplines.

d
can
ons
in music and music education in the United States over specific periods of time. The most
these covered the pe - on 197 the 1 for
in Music Education , the Un ois, duced
l:) of music education theses and has also included reviews of recent
n.

To date there have been several sources of information on research undertaken in music
education in Australia:

@) music on s'b

hed in in of
since 1967,

(i) lists of theses in music education (‘accepted’ and 'in progress') published in The
Australian Journal of Music Education,

(iii) the Australian Directory of Music Research, ed.by Phillip J. Drummond (Sydney:

" Australia Music Centre Ltd., 1978),

(iv) alist of theses and research articles in Warren Lett's paper entitled 'Research in Australian
Music Education' (Report of the Seventh National Conference of the Association of
Music Education Lecturers, ed. by E. Gifford, Launceston, Tasmania: AMEL, 1984),
and

(v) the Bibliography of Education Theses in Australia (Melbourne: Australian Council for
Educational Research), published annually since 1978.

Despite what have been undoubtedly the best efforts of the compilers of these publications to
provide as complete a listing of research undertaken for higher degrees and also of
'professional’ or 'non-award' research as possible, there have been several omissions from
these listings over the years. In addition, research papers undertaken within undergraduate
courses and minor theses/dissertations undertaken as part of coursework master's degrees have
either been too difficult to locate or been outside the scope of the particular listing.

The importance of access to documentation of research studies in music education undertaken
as part of tertiary education courses in Australia was highlighted at the 1984 AMEL Research
Forum. Indeed, it was noted in the 'Summary and Recommendations' of the Forum that 'a
number of research reports of theses and other purposes are prepared in the area of music
education and related fields. These documents are often difficult to locate and borrow, and are
part of an important body of information.' (Gifford 1984, 6) One the principal
recommendations of the Forum was 'that AMEL request the Music Board [of the Australia
Council] to fund the Australia Music Centre or some other appropriate body to: (a) identify
and/or collect all tertiary degree research studies and other reports relevent to music education,
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and (b) publish an index to the collection twice a year . . .' (Gifford 1984, 6). Regrettably this
recommendation wasnot acted upon.

In view of the need for a database of information on research studies in music education has

undertaken in Australia, the National Council of the Australian Society for Music Educatio:
pro ibli y Res .
t,w fun a has

®

§,

S;

source for music education researchers (both

search’ students as well as 'professional’
(Bibliographic Database of Australian

py format (Bibliography of Australian Music

(iii) ew ation c
has nt of ose
areas in which little or no research has been done, those areas for which there is a need
h to be undertaken, as well as general trends in the field of music education

(iv) toidentify institutions at which research in music education may be undertaken for higher
degrees and the areas of research focus at these institutions; and

(v) to allow potential supervisors (and examiners) of specialised areas of music education
research to be identified from those who have completed research in a relevant area of
music education themselves.

n Music Education Research will be collected
f 'Research Correspondents' (one from each of
by the Australian Society for Music
tion supplied by tertiary institutions, and
1I also be included.

te

cation
of a Bibliography of Australian Music Education Research. A proposal was put to the
Australian Society for Music Education for the publication of the Bibliography as either a
special issue of The Australian Journal of Music Education or a special supplement to the
AJME. Annual supplements would be made available for publication in the Australian Journal
of Music Education on a continuing basis. It is also hoped that this project may contribute to
the development of The Frank Callaway International Music Education Resource Centre at the
University of Western Australia by providing a source of bibliographic information for the
spescgial collection of music education theses which the Centre is assembling (see Stowasser,
1989).

For music education in Australia to receive full recognition as a academic discipline, its body of
knowledge must not only be transmitted to future generations of music educators and be applied
through the practice of music education, but must also be contributed to and extended through
research. In Australia there has been a great deal more formal research undertaken in music
education than is generally recognised both within the music education profession and outside.
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Music Education Research' Project will
work already undertaken and currently 'in
music education practitioners and music

will in some small way to the
itso
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ACCESS ICS INGVIA C LOGY

"Great . tool!"
Jane Southcott
School of Education
Monash University College Gippsland
that rin his Rhin
om" n, 1975 with tories

but I would like to share this part of my work.

and attention. I am now well and truly hoist with my own petard.

A special budget line (now, alas, no longer in exis for

Head of School that I could be very expensive and ncti I
capable instruments linkable resulted in an application for an Extended Keyboard Laboratory.
I had little expectation of success, however, but, much to my surprise, the grant was
forthcoming. Once the decision was made my real work began.

Whilst writing the specifications for tender I fou
and "a real time digital sequencer with a built in
was published and let. By then I could quote makes and model numbers with alacrity.

The facility that was eventually installed has three basic levels of application but the possibilities
are obviously more varied.

Firstly, there is a 12 station Keyboard Laboratory in which each student station has a
sequencer/sound module.

dly, there is itha thesis 1040ST Personal
uter, a dot m pair inbuil .

Thirdly, there is an additional Roland HP3000 Piano and a Macintosh SE (Hard Disk)
with MIDI interface and assorted software.

These levels allow teaching and materials development for a very wide range of abilities. The
divisions are not hard and fast but allow for various configurations.

The I'want nis - the 12 station Keyboard Laboratory and its pilot
use Year D Tea ry Preservice Generalist students.

These students have no option for elective music within their course although much music
owever, they do have a sequence of Creative

sic t an ideal
der music - it
as possible.
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to the semester ard and
eived from 5%

Keyboard Skills None 48%
Some 31%
Good 16%

Thus 47% of the class have "some" to "good" keyboard skills - approximately half the class.

Notation reading Skills None 19%
Some 52%
Good 24%

the class have "some" to "good" notation reading skills - approximately three
e class.

The Keyboard Laboratory

In more detail the Keyboard Laboratory contains 12 student stations and a teacher's station
Each student station consists of a Roland KR33 Piano and an MT100 Synthesiser/sound
module which considerably enhances the range of instru ct)

compositional processes accessible to the s idents. The als KR33
Piano and an MT100 as well as the necessary TL16 Teachers’ Console.

keyb and
with disk ms
and bass h they
cho canp p ts as they
wish.
1 the studen ir key s ( hand
less than th were to ser
programming. They have worked on the same 12 bar Blues arrangement as the beginners but
the students were expected to program their o gs vi of
rhythm and melody parts. Further a range of al a ange of

styles and ability levels and the students selected their own material according to ability and
taste.

At Advanced level the students revised skills and were introduced to synthesiser
programming. The 12 bar Blues material was available if desired as was a wide range of music.
Often the students chose to work independently and develop their own arrangements and, in
some cases, their own compositions.

Evaluation

Towards the end of the series of lessons the students were asked to comment on the experience
.15%

anonymous.

Several general areas appear in their responses:

1. Enjoyment

2. Motivation

3. Music and keyboard skills and understanding
4. Experimentation
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m sponses as they can easily speak for themselves
to
1. Enjoyment
ng cov response areas. 66% specifically mentioned the
of the €.

I have thoroughly enjoyed the keyboard labs. I have found them a
valuable experience in the sense that I have actually learnt how to use a
computer with the keyboard, how to mix music together on disks and
how to read music in relation to the keyboard.

2. Motivation

44‘7{; of the responses mentioned motivation and three related areas - valuing,
excitement and a sense of challenge.

new skill
mselves

I found fiddling around with the synthesisers an exciting aspect - very
new and worthwhile.
Admittedly, for the beginners, their skills were at a low level but they were highly motivated.

nted on the
experience stated,

It was great fun and renewed my interest.
Another added,

I've decided to teach myself again.
A student without keyboard experience wrote,

It motivated me to use keyboards - I saw how much you can do with
unlimited possibilities.

While another said,

Now I want a piano!
Part of what I hope to achieve is that the students want to continue learning past the brief
introduction I have had the chance to give them. I hope my students will become musically
independent of me. This facility moves towards this.

Many students commented on the nonthreatening aspects of the facility and the lessons. Both
were perceived as musically nonthreatening,

As an absolute beginner I didn't feel threatened and could learn at my
own speed.
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Both were also perceived as technologically nonthreatening,
been exposed to technology it wasn't as frightening as it first
d.
Iwas es were increasingly confident with
the in
It increased my confidence with computers

and
It was a good introduction for women with computers.

for

many comments were made about this, such as,

It catered for a wide range of abilities - great tool for individualized

programmes - everyone is able to participate at their own level and

progress can easily be monitored by the person in charge.
While another said, more succinctly,

It individualized learning to the best possible extent.
An experienced player and a beginner could work side by side but independently - there was no
perception of a need to compete. In fact, the ability of the Keyboard Laboratory to permit
variable groupings and to share learning was most effective. One student said,

We worked cooperatively with others to create our own music.

The students found that the Keyboard Laboratory made music accessible despite a perceived
low level of skills and it encouraged experimentation. One said,

It allows one to experiment with different musical instruments and
record on disk different sounds.

Further it is,

Most beneficial in demonstrating how easy it is for an unskilled
keyboard learner to create exciting original music.

I was excited to observe beginning students move beyond their basic keyboard skills and try
and create their own music - the musical problems they solved demonstrated growing music
understanding as well as skill development.

Once they learned that they were not limited by real time entry many students increased in
confidence. They could play in slowly and play back faster. As they tried to match the increased
tempo they effectively became their own tutor. One student attempted what she called,

The 12 bar Blues land speed record
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ly increasing her tempo form 100 to 180. She managed it and was most impressed with
- this
ious of The
s of roc sted
3. Music and keyboard ski Is and understanding
0 d extensive. three
e but which ¢ a sense
I learnt to operate a drum beat and incorporate the different beats with
different pieces of music.
Secondly,
It was great fun and now I know where Middle C is and what it is.
Thirdly,

Coming from a non-music background it allows one to experiment with
the keyboard and learn some basic notation.

Their musical understanding was developed as well as their keyboard and music reading skills -
without a growth in understanding their other skills are to me relatively unimportant.

4. Experimentation

I was also pleased to observe experienced players laying down tracks, experimenting with
arrangements and even creating original works. One said,

I realised that you can be a whole orchestra
and another added,
It allowed us to use and experiment with state of the art equipment.

The MT100's made editting easy and so works could be modified until the composer was
happy with the finished product.

Conclusions

To return to the motivational, many students mentioned the future. For the classroom one
commented,

I will be able to use keyboards in my future career as a teacher.
Another added,

I have realised the potential for their classroom use - accompaniments,
instruction, sound effects etc.
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For themselves, one said,

Before the labs I had no idea about playing the keyboard. Now I have
the basics which I can expand on whenever 1 like.

Another added,

I am so excited about beginning to learn the keyboard that I realise I
should continue on with the keyboard at a later stage.

;I‘he nts have been empowered to take responsibility for their own
ear
To return to Schafer's Maxims for Educators, we are co and I have
udents' en found the
have been involved in a process in which each
nisa ss and
er we beene

as enabled an attitudinal change. It is easy to
the Keyboard Laboratory. We have all
ture is full of possibilities. One of my students

commented,

Great fun - amazing tool!

I agree!
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as 1917 in an article in the Musical Observer entitled " Children and Music - A Heretic's Views

on the ques ga
solfa s n, in nce as,

another glaring example of our lack of pro

pedagogy; the almost univ 3al use of the m of
teaching singing ... is not founded upon any principle, but on an
episode 900 years ago (Coleman, 1917).

In the later Report Coleman approached the study wi that n
should be used at initial levels of instruction d that ons
introduced when its need was felt and after much practical music making.

Children should be given the

on simple instruments before

staff notation or to manipul

the use of number notation m
simple instruments practicabl

urprisin e o the co the cip w ble

system c it more asier to it an
sion to and pr an for musical discovery
wth. It tely of eir d that,

if the child has to defer composition until he can write his tune
down in staff notation, the natural facility for improvisation seems
to ... there is only one way for ch

th rs in music and that is to use th

satisfaction (Coleman, 1927).

Coleman was aware of what she perceived as the imitative nature of children and, addressing
parents she stated that,

there are all degrees of originality. Sometimes a child's composition
will have parts that are definite imitation ... other parts that are
refreshingly new and original (Coleman, 1939, Your Child's Music).

However what was stressed as important was that the child should acquire freedom in both
song and instrumental improvisation through creating music from early childhood and that they
will, therefore,

inevitably feel an intimacy with music and a kinship with those
who create the more perfect forms of the art. They will have ...
the seeking attitude toward their music study (Coleman, 1939,

Your Child's Music).
This co chi a eto This
attitude by IS mu fluences,
memory associations, note reading experiences, :
s and by tudes and u of the child's parents and teachers
1939 ld’s ). Coleman t, '
A complete education demands the development of the greatest
possible independence of thou at is t with
the finest social adjustment; it hnic

direction of the emotions and the appreciation of beauty (Coleman,
1931, Creative Music for Children).
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n of the
of the

the general aim of any musical educator
really to experience music (Coleman,
1931, Creative Music for Children).

ogram of music education in the demonstration
which included music instrument making and
r several years, in the creation of a series of
¢ material supplied by the children and
work is described in great detail in the report
d weaknesses of the program and demonstrate
e work was undertaken by children in primary

but tion

gm 1931
to the
be
to

Serve as an avenue for constructive abilities. Further such work was seen to stimulate
creativeness in musical expression,

the child realises that anyone who can make an instrument might
make a tune for it (Coleman,1931 A Children's Symphony)

and that the simplicity of the instruments removes the barriers of technique. Overall, the
ude" Coleman considered central to music and
re perceived on a very pragmatic level. In a
should be approached with commonsense - in
should be attempted. Those instruments
manual dexterity should wait until the upper
e children maturer. Ensemble playing too
should only be at the simplest level in the lower primary grades.

Class ensemble playing should not be attempted until children are
old enough to coordinate their playing and keep together
(Coleman,1931 A Children’s Symphony)

Further, instrument making is not the only part of the music curriculum and should not be
allowed to dominate, many aspects of musical experience should be included and

care should be taken that work of this kind be employed in a way
to bring about the greatest growth of the child. (Coleman,1931
A Children’s Symphony)

Finally, care should be taken that such musical is not merely "a lot of noise” which may
pos be a pla ity but tan ec e

exp ce. This one of ral Coleman also applied to the school Rhythm Band
which she described as

primarily to give children an oportunity to "keep time" to music
(Coleman,1931 A Children's Symphony)
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without asking them to contribute constructively to the music. She ested

was required to keep such a band from becoming more noise than c and as
only a passing phase in the musical experiences of children that could not be sustained
indefinitely and did not lead to other musical experiences. Overall it did nothing to encourage
the "seeking attitude".

The Rhythm Band was modelled on the Percussion Band, as advocated by Louie de Rusette,

initially in the "Children's Band" (Rusette, 1923) who also env in ment in
music and saw the Band as a means to an end, not an end in it re
T
ely
the more formalized Percussio
music making and was, effecti scriptive.

Demonstrably Coleman was a practised, perceptive teacher who cared for both the child and the
integrity of the musical experience. She felt that

the music teacher has dealt not only with the child's intellect and his
body ... but she has also dealt very largely with his power to feel.
(Coleman, 1931, Creative Music for Children)

Coleman considered that the development of the child's emotions is often intangible and
immeasurable,

and yet this is perhaps the music teachers’ richest realm ... the

musical feeling of the child is intangible and evanescent affecting
his entire being. (Coleman, 1931, Creative Music for Children)

Creative, improvisatory musical experiences are seen as central to this education,
the child who begins in the earliest stages of his musical
for
31, Creative Music for Children)

isi the child’ ani n debt seau, Pestalozzi and
is but now ed c by C

Coleman suggested the making and using of simple musical instruments by young children,
linked with much singing activity t and vocal as a means of developing the
"seeking attitude" towards music She saw th of music education as the child
experiencing music and that this assisted in the general educative process which should deal
with the whole child, including the feeling side of the child's nature. Coleman saw

)
d
foreshadowed in her work many of the current principles and practices in music education.
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CONC ING C E 1989

Barbara Van Ernst
Head of Department, Music
Victoria College

It is quite significant to observe, that during this conference there has been a great deal of
interest in research, there has been an emphasis on leamning music not teaching music, no
methods were discussed and there is a new level of professional concern.

Discussions focussed on a range of important issues, and the challenge is for us to address
these issues in the near future.

e
v
-on ce c
toi of s
research and course-work should be encouraged.
The changing trends in education are being re
lop of te
ing ies o
con
eval
integration of disabled students into mainstream classes.
n linked, at least in
$ staff, with
We toj tream onal thinking, and give careful consideration to such

mat sle asses integ ation.

Some research has been done on the learning processes which occur in music. This is an area
where music teachers have much work to do. The traditional model is an instructional or teacher

d the ability t nly e hav in the .
students, and ding sses .
and
in
arts have
sity is
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Assessment

A further aspect of accountability is in the area of assessment, where some recent research has

su tha n and s tions are the same. Self

as  tis a to be asis neg ssment. In any event,
there is a pressing need for assessment to be appropriate.

Rescarch

Some important work is being done on collection of data on research in Australia. We should
be giving suitable recognition for our researchers and their work

, SO
that each project is contributing to the body of ge. We should also be joint
research projects instead of the lonely researche we all know well. Ide of
for research in music education.
Practicum
n
e s
t
skills for more experienced teachers.
mus atte for th h ssi
tude usic more h an

year 12 examination.

We should work to re-establish or strengthen the links with Education Departments or
Education Ministries, so that practising teachers, tertiary staff and trainee teachers can interact
for the betterment of music education.

Conclusion

isn

ebe

been stimulating.
In Ibe we ) ata equal to the of the We need
to our agu g into s so that we the re on due.
e

music learning process.
Itisple to x and to rec con
AMEL be We should our ,

encouraging one another to research, discuss and share the future of music education in
Australia.
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In 1977, there was a Music Educators seminar held at Toorak State College,
as aresult of which AMEL was formed. AMEL has held a national conference
each year since then. This index includes the keynote papers from the 1977
seminar, and all papers included in the conference reports from 1978 - 1987
inclusive.

1977 Music Educators Seminar (Melbourne)
1978 Towards a Rationale for Music Education (Melbourne)
1979 Music in Teacher Education (Melbourne)
1980 Music in the Core Curriculum in the 1980's (Brisbane)
1981 Research in Music and Music Education (Melbourne)
1982  Policy Making in Music Education (Adelaide)
1983 Music within the Arts Curriculum (Adelaide)

1984 Music in the Upper Primary and Lower Secondary

Schools: Implications for Teacher Education and the

problems of transition (Launceston)
1985 The Present State of Education Research and the

Behavioural Sciences and their relationship to music

and arts education. (Sydney)
1986 Issues and Strategies in Music Education - A Report

of discussions held at the 1986 AMEL Conference (Adelaide)
1987 Issues in Teacher Education (Melbourne)

Jennifer Bryce
Barbara van Ernst
July 1988
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