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WATCHING PAINT DRY: MUSICAL MEANING IN A MILITARY
CEREMONY (1) (2)

Roland Bannister, Charles Sturt University
Abstract

Much music in Australia is made in formal, institutional contexts. Practicing and aspiring

OWH Institutions.

Introduction

e in institutions. Music educators and their
es. In Australia, the largest employers of

contexts in which they work, and the wide
understanding of the nature of music making.

of the soldier-musicians of the Australian
arch Out P for
is one of ty's
iven institutions, and because it employs

The First Recruit Battalion and the Kapooka Band

young re IS in ar
alion's B T in B
participate in a graduation ceremony called
rank of private.
acc whi the end
The isa ar ritual

ent in the Army's public relations calendar.
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The oka ay and its sio for the
mar and of its,is ¢ to

ceremonial music.
The Setting

ptus , soft 1 the
are nicure and

W

a pl for visitors, and an
s the realia of military tr
obstacle courses. Stationary tanks and heavy

the ceremonial dais on which the official
ceremony is conducted.

sometimes hear the Band's drum corp on th
soon-to-graduate recruits.

to oka are stop  at the by mi guard

da ses them as "or'M ' a eir of arri
of visit, car registration number and anticipated time of departure.

The Ritual Form of the March Out Parade
se nts of a QOut Parade. I
of ceremo w does it co h

The main segments are

March On: the band, and the platoons of recruits, march onto the parade ground and take
up their positions.

: a three-person banner party (an ensign and
position.

cycles.
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: the official party inspects the Parade.

a traditi custom in which the recruits
fine team

: a demonstration of respect for the reviewing officer.

s for at-arms, physical training, best soldier, and
d by or military identities.
the the recruits; he con ates
ach of ey will do as sol and

wishes them well.

: the banner party carries the Governor-General's banner from
the parade ground.

. the recruits, who now officially hold the rank of private, and the band
leave the parade ground.

ethos.
A rful element of mil c
O refers to the skill t
e of hard , and Australia's
which I eve has not cha
is n Ath
S d atic he
values Pericles listed are bravery, gallantry, m.
ye
WO
nd
149). and oric
ther ¢ 1oc this
ancient tradition.
The band's al very s with the elements of colour, movement and
music all li to and to tiT+ eso oth ants. ear
one ier- Isug the

e where the music has a strong presence; the
of the Governor-General's colours and the
various drill and marching movements. 'R
Recruit Battalion - the school song so to sp
associations in this context. Music is even
other ritual elements; moving a ritual to mu
ic
e
ri
performed.
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The intended purpose of the ceremony is likely to be the weakest explanation of it (Moore
& Myerhoff 1977: 15,16). To understand ritual activity, we need to look beyond the
ritual's intended message. To do this, I will examine the experience of the participants in
the March Out Parade, and the effect of military ritual on the society as a whole.

The Experience of the Participants
Army people harness the power of symbols. The March Out Parade is a symbolic

rehearsal of the broad cultural understandings that participants bring with them from
civilian life and the specific military interpretations which they have learnt during their

time in the army felt the erful messages of Au c
they know some riotictr  ons. Theyliveinas n
pri are scho
nd ise and t
military ethos are congruent with those of sp
world w spirit, self re e, respect of
and, phys , acity, and the to win are S.

The focus of my research has been the soldi
whom I will deal in particular. The graduati

they who are g it is the
Course. Itisth being ¢
erience. The civilian trophy presenters are
ayear. T , 1 ,

feel when sg
Out Parades, and in the several rehearsals which occur each week.

d:
You require a certain amount of involvement, emotional involvement, to be
able to play it the way it should be pl I guess there is a sional
detachment (so) that you don't get emo involved to the ex at you
e ineffective ... I ¢ te story of a 'y I SO in my
days, on one of m co ds, he asked reli of the
du Sp and he
he to him
he he makes the day memorable for the
and the family will not have a very m e call is
er. They won't understand why a pro ou like,
go involved to the poi

and you must maint

at a memorial service. I did the Galli

and I guess three quarters of the ba

because the music was beautiful. You can be involved but you must maintain
your presence.

licock's ¢ raise i ac ques s about the eng
with the of the ey m,a ic I will return
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His last two sentences highlight the importance of context to the meaning of military
music in a very poignant way.

Staff Sergeant Franklin discussed his role as Drum Major.

... his role's a very important one because he has to know these sort of

as a a sibility in the itish

s the S ic. Much of Jo March
of a technical kind; details of drill, marching, music m ng it The in
le in the on o wled ut

cock's full title is in fact Director of Music,
cer Ceremonial. The Drum Major of the
enactment of ritual activity. John Franklin

continues
Bec we're doing it all th it's
We the funny side of it he
there...

I think the biggest thing is if you've got a lot of self-confidence that it sort of

they sort of react straight away and they're quite good.

sive m when he left; th

ers. It Darryl about the Out Parade
Oh, I d the

for th t to

off into my own little world.
"Well, do you listen to the [Commandant's] speech?" I asked.

comm nt? Well sometimes you do and times you d .. he
s the s speech every week, so if he cha it at some § you
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might have a bit of a laugh ... but generally I think he talks for too long so
you try to go to sleep...

Psychic Distancing

Questions about the degree and nature of p wi of
ritual is a matter of considerable debate in t ae rer
(1979a: 153) believed that if a ritual was to be effective, then a connection must be made
between the participants' feelings and the ritual's meaning. He took issue with Durkheim
on this critical question.

m ion that in
lo and hap in
fe hey express.

Continuing his dialogue with Durkheim, he said:

It is critical (that) a ritual connection, realized and understood by participants,

en the z play of
al and e nal and
(is established).
Tambiah (1985: 131-133), argued that because ritual was formalised and
tdid,int tance its meanin
was not to expre ns and
... the ultimate product of such an artic is not a a
s which s'
sacred ols, in an nal p
It can e recogni ough

clearer medium that of formalized gesture.

For musicians in the Kapooka Band, mea

it. S
and,
ee
us
to
March Out Parade has a number of rehears
ally
the
mu
ary ,butdon y or in

the regular routine work of the military cerem ' Special onie nt
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alls are cases in point.
Theories of Symbolic Meaning

(19 1-98) di uished
ive ols are t which

ierce the illusion of reality, is anathema to

se of drama is relaxed, moments where the

discur S ism. Of , the
theide y military efly,
us of the 1 ant fact all
tence has it in the | of ¢

art from these lives.! Meanings ascribed to

evil. Warren Bourne (1993) in lamenting
and in 1993, and about ethics of ,
dust nti sidious use their ian counte ,
community bands.

obvious: a sanctioned and legitimate
and, conforming obedience, directed

m ors
B are arnessed to the direct support of these
a time of national emergency or war,
the
ato
ited

militaristic music ensembles to their own ends.

In his novel The Unbearable Lightness

ceremony.
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The women all wore red, white, and blue blouses, and the public, looking on
from balconies and windows could make out five-pointed stars, hearts, and
letters when the marchers went into formation. Small brass bands

kee instep. Asag

the es would beam

that the erly joyful or, to be
Nor merely expressing

the categorical agr with be
parade was not 'Lo Commu

Kundera's May Day Parade risks no discursive symbolism.

Conclusion
isa ol sys
that isput o
ess Mums and Dads, we are witnessing the
to the window dressing of the
should ask their students t ay their
sho  be in the interest of student
development, rather than cheap stunts to m educ  nal reality.
Notes

(2) Video-tape courtesy of Freeman's Photographic Service, Trail Street, Wagga Wagga.
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MUSIC AS A VEHICLE OF REFORM IN 19TH CENTURY EDUCATIONAL
MOVEMENTS.

Jane Southcott, Faculty of Education, Monash University

Abstract

In the nineteenth century mass movements for popular education, particularly in
si ng, de edin En sp

w  assoc witha p ic

aspirations of the 'less fortunate' and a b

resultin g

the Tonic c

movement was instigated at a Sunday S
It
of
-fa

nce movement - early 'Certificated’ choirs
had not achieved a music qualification but had signed the pledge of total abstinence
from alcohol.

C, ways the vehicle for textual mess e
m and was the servant of charity, t
paper seeks to identify and consider some of these ideas and association.

move of the

a des social
es of reform. The Society for Elementary
ebated the inclusion of music in the school
e argument, music was identified as

a most useful helpmeet for a life of laborious toil. Not only does it sustain and
re h, ns phy o

m 0 animal t It s
benevolence; it brings serenity of

propriety and balance appear to follow in its train. 1

There was consensus amongst the educational reformers that music had a place in
education however, the focus was not on music education, i.e. the development of

ped iques for r ion of musical skill and knowing, but was on
the in educa was the vehicle that carried the texts with
of the ap dre onal pu that
. Music the nising, able

s and the g

to acquire

and Christian morality.

Robert Owen, the British industrialist and educationist, described the community he
ch he published in ceased to
factories. He establ a 1in which

writing and arithmetic ... all the "modern
improvements in education.” ' 3 Between 1816 and 1826, Robert Owen's educational
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system at New Lanark included singing and dancing in the syllabi of both the infant

and the day school. 4 In An Outline of the Educational System at New Lanark 3> Owen
stated that,

the children are instructed in music and dancing; which are found essential to
contri 1 t, and impr ent. rly
condu r s becomes a and n of

sometimes by the notes. ... A small
school, every three months. The w
which is given to each child. Spirited
much more adapted to children un

i \ U/
y )
merry words. Almost all the children
Mu in in e for its pot pos on moral
refi ch deve aesthetic se es, n tand as a
in sch was n by
Board d that be ecause of its social benefits,

patriotism. 7

the industrialised towns where music was f
usic deemed suitable was that of the middle
i skill in not 1re
within the cal
Urban folk music was undervalued, if not dismissed, unless it had been sanitised and

national songs for children and recreational

SC the de future co
th ldren s to read,

ing the melodies which provided the
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Most denominations were anxious to improve the standard of congregational
singing, and from this common need arose innumerable experiments in methods
of teaching the art of singing and of reading music in some simplified manner

ould be tood by g,O only too often, a large

on of m either se 1

Nonconformist denominations, in particular, relied on congregational singing for the
transmission of much of their teaching. The difficulty of reading traditional music
on an obst d he tea in
co gations . as an uit
so, it was logical, that it was means of improving the lives of the 'less fortunate.’ As
Dobbs stated,

When the workers sang together they would forget their grim living conditions,
and ral pr died songs to
thei more their ers an th

families in their homes. 11

P c loy - these messages

ative ular folk song me

along-side hymns and anthems. ng
these that many of the moral, sin
inculcated. This paternalistic approac
industrialised working classes who had lon

making. 12

The first Sunday school was begun in 1
Gloucester, ho cted a
women to t the ments

Sunday school attracted attention and b
movement. 13 The Sunday School Union was founded in 1803. 14 The Union aimed to
encourage the religious instruction of youth and children, to improve methods of

instr to pro the opening of additional Sunday Schools. 15 The Union
was of the rtance of singir their P ed
collections of suitable vocal music for chil The n in

the introduction to one such collection that,

they were not unmindful, that children had a special claim upon them for a
supply of vo ofa

accordingly ina

tunes and pieces, which are peculi

feelings. 16

This collection ¢ 87  ces for Sunday d nal 61
tunes with moral ript words. A few S sO the
subjects they address and messages they carry.

No. 87 Sabbath Morning (verse 3)

In the house of my God, in his presence and fear,
When I worship t all be sincere;

In the school wh ay I do it with care,
And be grateful to those who watch over me there.
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No.2 The Bee (verse 2)
Thus may we, from day to day,
While our time is flying,
Gather knowledge carefully,
To improve, keep trying.
M in yo age,
Fr sloth turning,
And from wisdom's pleasant page
Sip the sweets of learning

No.5 The Poor Man's Garden

I love the poor man's garden,

It gives great joy to me,

That little precious plot of ground

Before his door to see.

All day, upon some weary task,

He toileth with good will,

And back he comes at set of sun,

His garden plot to till.
No.8 Victoria
Victoria! Victoria! We hail thy gentle rule;
Victoria, the patroness of ev'ry infant
school.
The kings of old their people led
To battles fierce and wild;
'Tis nobler, far, with fost'ring care,
To train each little child.

No.43 Work Away (verses 1,2,5 & 6)

I remember a lesson which was not thrown away,

Learn betimes to be of use, don't lose too much time in play:
Work away while you're able, work away, work away.

day:

away.

grey:

Other songs have such titles as My Mother, Honesty, Perseverance, Home and The

Family Bible eacle the e and content. The songs
are simple, to in the for

The rance ment beg America. On February 13th, 1826 the
const of the can Societ he Promotion of Temperance was adopted at
a meeting in B , achusetts. P to this there n s
that advocated r in the use of  ent spirit and e s

and gaming.' 18 However, moderation did not seem possible. "Moderation had been
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tried for ages and had been found ineffectual.’ 1° A series of papers in various
Christian and missionary journals advocated total abstinence and examples were often
cited of fatal accidents caused by the use of alcohol. These fatalities were described in
lurid, medical detail - cases of spontaneous combustion were particularly relished. In
1835, within nine years of the original constitution being adopted, there were more
than 8,000 Temperance Societies in America with 1,500,000 members. The journals
trumpeted their success - more than 4,000 distilleries had been closed, more than 8,000

p

n

u

British and Foreign Temperance Society h

sh
es
21
n Te nce
is S e adv had
ec y f South Australia in August, 1838. The
c a at which a Temperance Society was

established. 22 It appears that the Temperance movement followed the British army
throughout the growing empire. Cases were cited in Temperance journals of men
executed for crimes committed whilst under the influence of alcohol. 2 The Officers'

Returns of the Army Commissariat in , showed 1837, the
influence of a newly formed ance ! , 591311 g ess of had
been consumed than the year 24 Children were admonished to become total
abstainers.
the bible say of such. "No drunkard shall inherit the of G .. A man
who is a drunkard, loses his money - loses his senses s his .25
d to many ¢ ion Su
circle. The po in

from a temperance song, A Drink from the Well, gives a fair indication of the genre.

As

To gin,
Th know,
That I to the the drunkard 0,
But should I ed to take onl

1 feel that I soon should be wholly undone;
'Tis thus that so many are ruined, who think,

Uninjured, to trifle with poisonous drink. 26

Until the middle of the nineteenth century the manner of teaching songs to children

remained essentially unchanged from that ibed by Robert Owen inthe 1 s as
by n a selection of simple airs, ‘part  arly
na y' ds of which were printed on distributed

worksheets. 27
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In 1841, at a conference of Sunday School Teachers in Hull, there was an extended
discussion on the state of congregational singing. John Curwen, a young

nonconformist Independent minister, was an i r at the con ce. H
dt on matters. confe

an, ' y CO oned him to rtake a

of and ommend " simple

method." ' 28 Curwen surveyed the available methods and came across the teachings of
Sarah Glover. With due acknowledgment, he adapted and extended the system to
form the Tonic Sol-fa method.

Sarah Glover published her Scheme for Rendermg Psalmody Congregational in 1835.

i ng class music
w introduced to
G uire musical understanding but with only

limited success. Curwen described the difference between his past attempts at learning
music and the discoveries he made in Glover's book.

I soon the d ng [music] deceived me with the
shell o ein v kernel. Th ng, music, I perceived

1 then. I now saw that Miss Glover's plan

d
It
ts
the most easy to teach, and the
which are truest to the nature o
successful. In the
t' a psalm-tune fro e s tch it If! It was the

untying of the tongue - the opening 0 1 0 asure

emphasised the importance of aural training - a note should be heard 'mentally’ before

tau  to
or rel
ted a
devised the degrees of the scale were rep
and rhyt values were
ic Sol-fa ional system

and obviated the need for expensive sta

through aural tr ly
ity. This was a nt
n.

The Tonic Sol-fa method was linked to an evangelical ministry and available to many
the move
fou g hou is

which was cheap and accessible to congre
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el
th
gr
London. All this did not happen overnight.
was not until 1876 that the Tonic Sol-fa College became an incorporated body. 32
Curwen also established a journal, the Tonic Sol-fa Reporter (later called the Musical
d), to ort the of ¢ So ists throughout Great Britain and further
In Curwe pu ed a ries of lessons on the Tonic Sol-fa system
in a Sunday school journal , the Independent Magazine, which he edited. 33

jubilee, that

Nov. 9th, 1847, ... The pioneers in
movements, availed themselves at first of well-known melodies on which to float

P The words in question were sung to the air "In the days when we
g g4
out the issues of the Tonic So r,
references were made to perfo T
of s shed te th
ave d to ly S c ts of Bands of Hope and
ce Soc es, by ting variou p s to their requirements.' 33
Smith, condu of the Crystal Band of an
address on 'Singing in Connection with Band o work' in
every of the rs was certi
amus ,buta erance soci
the [To fa] were
always the 36
A concert described in the Tonic Sol-fa Reporter, January, 1872, stated that, ‘every one
e was ficated - they all held the total abstinence pledge.' 37 In 1891, at
J mL n, Tonic Sol-faists ¢ d from across the world. Many

n the role of the system. John
stated that, "Tonic Sol-faists are not only
desire to make music an aid to worship, to

temperance, to the education of the people, old and young, to reinforce every effort of

the same occ the d T.W. principal
ollege, spoke the nt of fo ions. He
that,
it had been suggested that the temperance cause ought to be married to the Tonic
S system, but this wo a as the fo mis
c was already married ic aries who een
by Mr. Birch at their coll rote home to students urging them to pay
more attention to music. cons edof  atuse
in lea a . For n, of Chin field,

asked oS with a
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NURTURING CREATIVITY: MUSIC PLAY FOR CHILDREN UNDER 2.

Louie Suthers, Macquarie University, Institute of Early Childhood

Abstract

Very young children are active learners. They learn through play, constructing their own
knowledge about the word by exploring, manipulating and investigating objects.

Music play is a developmentally appropriate way for toddlers to learn about music. Their
learning about sound-producing objects re is same cycle

and utilisation. The study focuses on the es of music p

musical conceptual development and the creativity of children's responses to the musical
materials provided.

This paper presents the findings of a resea
children in long daycare centre. The rese
once a week over four months. Each mat h
timbres chosen included drums, bells, sha
sc The ers

al e ou act

involves the same processes associated with the generation of original thoughts and
ideas.

is re ind that music not
for tit orts and n cre
thinking and behaviour. Video recordings were used to illustrate the paper.

Introduction
ve beh ned a go (1993: 5 iour
has a tyo . behaviour i and

relevant to the specific situation. It is also fluent and flexible, exploring and using
nontraditional approaches to problem solving.

and piano, in hollow blocks and doors, in o pav t own
voices'. Toddlers explore, manipulate, ex nt dm and
bells. They shake, . e, hit . on sound makers to
explore the sounds ced. e ed ly, they use the

objects in play, in novel and creative ways.

In a recent position statement on appropriate curriculum content, NAEYC (1991: 26)

stated that the way in which very young children learn 'reflects a recurring cycle that
ns in ness to ex , to in , and to utilis
zalez- and : 125) d this n and ed that i
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and toddlers were 'naturally creative' and as 'newcomers to the world... they want to
find out how everything works. They don't want to be told; they want to find out on
their own. ... They are instead builders of their own understandings'.

Play is a key way in which young children learn. Play is defined by Johnson and
Ershler(1982: 137) as "behavior that is intrinsically motivated, freely chosen, process-
oriented, and pleasurable". Play is also acknowledged by early childhood educators
including Bredekamp (1987), Hendrick (1990), Isenberg and & Jalongo (1993), Maxim
(1993), and Van Hoorn, Nourot, Scales and Alward (1993) as central to any
developmentally appropriate curriculum for young children.

Activities such as exploration, manipulation and experimentation are part of young
children's play and to G h

learning' . These b are al y
continued '... a playful orientation is char n
en in exp or cr are ed;

ab dinth y and ay s to i

stimuli (Holden, 1987 cited in Isenberg and Jalongo, 1993: 6). These behaviours are
also associated with creativity.

Thi for
the and
the
Method

ett this re was the ye

15 ar-old n in the ro

months at January 1, 1993 (mean age 17 m
4 were girls.

For one session each week, the researcher organised a music play activity for the
toddlers. They were quite free to participate or not, as they chose. The data was
obtained from 16 sessions over 5 months.

lay ded mats,
and t (where the
chose). These activities were set up as part
area accessible only to the toddlers. Being outside meant that the children were able to
make as much noise as they wanted, without disturbing any other groups. Each of the
music mats was set up with a particular tone colour as a focus. The focuses of the mats
ed drums, n utensils, tap a set of wooden
and bells oung children len und Lemen (
learn) and cardboard cylinders from paper towel rolls. The sound sources were selected
x of familiar and unfamiliar items and the
1 items used were selected with due attention

r t of
d s ge
er swallowed or inhaled.
more children did begin to speak and one girl to use short ces. All the
children were able to walk confidently and with istance. The a wide range

of ability with regard to physical strength and co-ordination. For example some were
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able to hold and shake a shaker in each hand while others clenched the same shaker with
both hands to play with it.

In each session, the researcher sat at the music mat for the entire period, in what Gerber
(1991: cited in Gonzalez-Mena and Eyer, 1993: 64) referred to as, 'wants nothing' mode.
That is, she was available to play with the children, but open to whatever happened. The
researcher had no preconceived goals or outcomes for the play, she did not initiate play,
nor did she try to manipulate the children's play to achieve particular results. At all times
the play was controlled by the children and was never teacher-directed.

Other play activities were also available to the toddlers during these sessions. These
outdoor play activities included sand play, painting, bikes, balls and climbing equipment.
The time planned for outdoor play from thirty to fifty minutes, usually determined by the
weather.

Results And Discussion

The outcomes of this exploratory and creative music play varied for each individual. As
anticipated, some children participated far more actively than others. Many children
exhibited great persistence and attention to their music making. In an age group that is
frequently characterised as having a very short attention span, some children concentrated
on their play for over ten minutes. In one session, a boy danced and played sticks to
recorded music for twenty five minutes, obviously delighted and engrossed in his play.

Play

During these outdoor sessions, the toddlers were entirely free to come and go from the
music play activities as they chose. At first, some children were understandably reticent
about the presence of a 'newcomer' and needed several sessions before their curiosity
overcame their shyness and they happily explored the activities available.

Most to who nt music es w ins
play or el pl in I own and ng.
chil involved ay. She children

inte  on by spe or cuddl ver was

For example, in a drum play session, one child initiated a 'drum talk’ conversation using
a large African drum. He drummed out a short pattern and looked towards the
researcher. When no response came, he repeated his drum question, again pausing for a
reply from the researcher. He then tapped her hand and looked pleadingly into her face.
Having become the undivided focus of her attention he drummed his pattern a third time.
The researcher replied with a complementary response. The drum dialogue between the
toddler and the researcher continued for approximately two minutes.

The toddlers' preference for solitary play, parallel play or interactive play with an adult, is
consistent with Garvey's (1990: 35) findings. Garvey found that between toddlers aged
from 10 to 24 months there was likely to be a low level of interaction between the
children. She attributed this to their greater interest in toys and objects than their age
contemporaries who were likely to behave in erratic and unpredictable ways. She held
that toddlers needed to interact with cooperative adults to learn the social skills that in time
would allow them 'to sustain a mutually enjoyable encounter with a volatile and equally
inept playmate'.

As the investigation proceeded, there was an increase in toddler-toddler play
incorporating the sound makers. During the fifth month of the investigation, some
children began to play in a more interactive way with their peers. Some of this behaviour
was quite unsocial, like snatching objects from another child, other play was briefly
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cooperative. For example two boys played with some hand bells. They passed bells to
each other and then both ran around the sand pit ringing their bells and calling loudly.

Conceptual development in music
There were many musical outcomes from the music play sessions.

The toddlers experienced a variety of tone colours. They produced and heard skin
sounds, metal sounds, wooden sounds, plastic sounds; all produced in various ways,
striking with sticks, beaters, hands and fingers; shaking; and scraping. Sound sources
can also be used singly or in combination. A plastic milk bottle partly filled with
macaroni and a headless tambourine suspended on a sound line can be shaken alternately,
at the same time or struck together to produce yet other sounds. The children also
experienced and used dynamics - loud and soft sounds. Sometimes these sounds were
produced on the same sound source such as a drum or a frypan played loudly and softly.
On other occasions they were produced by different sound sources; a plastic bottle-shaker
partly filled with dry macaroni makes much more noise than one filled with grains of rice.
While the children did not have the language to verbalise their observations, from their
g u es it wa that they coul e ces.
S s with the ts of music. T d fast
sounds and slow sounds or invented little patterns of long and short sounds.

Pitch differences intrigued other toddlers. Included in the sound sources for the bell mat,
was a set of s ious s One s fascinated by the

bells. He pi e turn, ing it hands and then sho

Sometimes the sound was muffled and sometimes he repositioned his hand to hold it by
the very top which produced a clearer tone. He was certainly able to discriminate the
differences in pitch between the bells. [Michel (1973) found that at seven or eight
mo babies di ate p a se ne ]. How it is
unl , but po e, ass e f the wit pitch it ced;
smaller bells producing higher- pitched sounds than the larger bells. Cardboard cylinders
encouraged some toddlers to experiment with vocal sounds - deep, gruff sounds like 'a
monster’, high-pitched sounds and sounds with undulating frequencies like a siren.

Simple structural devices like question and answer conversations' were investigated by
some children. This usually involved toddlers interacting with the researcher in a 'your
turn, my turn' pattern. [Stevenson and Lamb (1981) have observed that this type of
socially interactive turntaking by babies and their mothers has been exhibited by infants
as young as 3 months]. It may well be reasonable to assume that children over 18
months of age could use the same structure of interaction in a musical context.

Creative responses

Many of the children's responses were quite unexpected and surprising to both the
researcher and the centre staff. During the bell music play session, two girls filled their
cow bells with sand and discovered the effect which that had on the sound. It silenced it
totally! Another child retrieved the plastic sand-sieve from the sand pit. He placed two
cowbells in the sieve and carried it around like a tray with the bells rolling and rattling as
he went. Later he stopped, and scraped and rubbed his fingers and the bells across the
sieve producing quite different timbres. On shaker day, one boy took a maracca and
hammered it on the plastic plank which was suspended between two A-frames producing
a most unexpected sound. Another boy put one rattle into the fish tank, perhaps to
discover what would happen to the sound. It sank! And on one of the drum sessions,
rather than playing on any of the seven drums available, one child preferred to use his
drumsticks on the upturned plastic crate which had been used to carry the drums. For ten
minutes he was happy to beat out different rhythm patterns. All these responses were
quite unexpected but they were imaginative, novel, uninhibited and creative.
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Perhaps the most important outcome of all this exploratory and creative play with sound
sources is what Katz (1987: 153) would term the 'disposition' to play with music, to
explore, investigate and invent with sounds. Katz believed that through learning
experiences, children acquired not only knowledge and skills but also dispositions and
feelings. She defined dispositions as 'relatively enduring habits of the mind or
characteristic ways of responding to experiences'. Music play can help children develop
a disposition to participate in music activities and to create with music.

Conclusion

Music play is a developmentally appropriate approach to music for children under two.
Toddlers need opportunities to play with sound makers and sound-producing toys and
simple instruments. Music play can also form a significant component of music
experiences for toddlers in long daycare centres.
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important in creating music.

References

Bred S. (1 . e in d
ms se 8. ton : .

Garvey, C. (1990). Play. Cambridge, Massachusetts: Harvard University Press.

Gonzalez-Mena, J. & Eyer, D.W. (1993). Infants, toddlers and caregivers. (3rd ed.)
Mountain View, California: Mayfield.

Hendrick, J. (1990). Total learning: Developmental curriculum for the young child. New
York: Merrill.

Isenberg, J. P. & Jalongo, M.R. (1993). Creative expression and play in the early
childhood curriculum. New York: Merrill.

Johnson, J. E. & Ershler, J. (1982). Curricular effects of play on preschoolers. In D. J.
Pepler & K. H. Rubin (Eds.), The play of children: Current theory and research.
Basel, Switzerland: S. Karger.

Jones, E. (1974). What is music for young children? Washington, D.C. : National
Association for the Education of Young Children.

Katz, L.G. (1987). Early education: What should young children be doing? In L.
Kagan & E. Zigler (Eds.) Early Education: The National Debate. New Haven,
Connecticut: Yale University Press.

Maxim, G.W. (1993). The Very Young. Guiding Children from Infancy Through the
Early Years. (4th ed.) New York: Merrill.



-104-

Michel, P. (1973). The optimum development of musical abilities in the first years of
life. Psychology of Music. 1, 14-20.

NAEYC (1991). Guidelines for appropriate curriculum content and assessment in
programs serving children ages 3 through 8. Young Children, 46 (3), 21-38.

Stevenson, M. B. & Lamb, M.E. (1981). The effects of social experience and social
style on cognitive competence and performance. In M. E. Lamb & L.R. Sherrod
(Eds.) Infant social cognition: Empirical and theoretical considerations. Hillsdale,
New Jersey: Lawrence Erlbaum Associates.

Van Hoorn, J., Nourot, P., Scales, B., Alward, K. (1993). Play at the center of the
curriculum. New York: Merrill.



-105-

YOUNG CHILDREN'S CREATIVE MUSIC THINKING:
DEVELOPMENTAL, RANDOM OR INTERACTIVE?

Max Reeder, Charles Sturt University.

Abstract

Given the proliferation of research this century of the phenomenon of creativity, the practical
implementation of teaching to facilitate music improvision and composing by young children
would seem to be a natural outcome.

Though some educators are convinced that a 'display’ of creative products becomes its 'raison
d'etre’, other psychologists and researchers have investigated the more elusive area of the
creative process, to provide theoretical models and measurements of creative thinking. While
the recent application of this experimental work is gaining momentum, understanding the
continuum of creative thinking among younger children becomes essential in the structuring of
any music curriculum.

This eri sections.
ofle of nking an
the second section which compares the dev

ence is made to assessment procedures and
on of creative music making.

Creativity - Some Definitions

In discussion of this amazing phenomenon of creativity, some educators have situated creativity
as the highest level of thinking. Others refer to its relationship with emotional and affective
dimensions. Some believe it should be expressed in a final product, while others define the

nal entire pro . Clark (1992: 48) cogently argued that creativity

es s of the b / mind functions of thinking, feeling, sensing and
intuiting. 'Restrict any of these functions and you reduce creativity. It includes a spark from
another dimension'. A thumb-nail sketch of each function will be made, prior to presenting a
defence of this integrative definition.

Most researchers agree that the element of creative thinking is of a high order level. For
example, Bloom's Taxonomy (1956) of the different levels of thinking started with knowledge,
proceeding through comprehension, application and analysis before reaching the stage of
synthesis and evaluation. It is this area of synthesising, with the ability to put ideas together in
a new way, which constitutes creative thinking. For the rationalists, there has been an
accumulation of literature and tests of creativity, which, for example, Parnes (1967: 6) viewed
'as a function of knowledge, imagination and evaluation', containing processes of 'fact finding,
problem finding, idea finding, solution finding and acceptance finding'. Those who adhere to
the rationalist definition, continue to search for tests to identify and evaluate creative people,
finding the sensing, feeling and intuitive functions less easy to measure.

For the proponents of the feeling perspective, the emphasis is on the emotional well-being and
the self- actualising qualities of a person. Creativity forms more of an attitude or belief system.
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Thus for Hallman (1963: 132), creativity was defined as 'a way of conducting one's life rather
than in terms of the number and kinds of objects which one may have produced'.

The interdependence of the different views of creativity is reflected in May's (1959: 57-58)
sensing interpretation, which combined an outcome or product approach with emotions,
claiming that 'creativity is bringing something new into birth... as the highest degree of
emotional health'. Its embodiment in a form which is considered of value to a society, based
on how original, inventive or imaginative the product is and how long it survives, are vital
criteria in evaluating creativity.

The dimension of tion is the least yet pr y es the hi
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1987; Davidson, 1990), with McPherson (19 d

analysis of two similar music compositions.

Creative thinking in music by young children:

e lies to young chi in mu Th

a the origins and ce of tive
thinking by young children. Some of the conclusions raise the issue of nature and nurture,
(1 un hic s
te cal con S

i
i
children's musical development.

Another view discerns a qualitative distinction between the creative product (improvisation and
composition) and the creative process (growth and development) as articulated by Kuzmich
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(1988). Within this duality, there is a third variable of the person, producing a definition that
'Creativity... is an interaction of a person or persons with a process to produce a product'
(Balkin, 1990: 30).

Clear distinctions have recently focussed on creativity for children as against that for adults,
whether in intent, process or eventual outcome. Kratus (1989: 94) for example, suggested that
'for many, if not most children, creativity is an end unto itself, not as a means to create a
product'. So, the 5 year-old child may accidentally discover the delightful timbres made by a
beater on a glockenspiel, cymbal or gong, which may motivate her / him to experiment further
by using the handle rather than the head of the beater in a sweeping motion on these same
instruments. The 'feedback’ for the child is often exhilarating!

As an extension of this, Cohen (1989) agreed with the conclusion of Siegler and Kotovsky
(1986) that there were no definitions of creativity that linked childhood and adulthood. Though
musical invention of something new to the child but not new to the world is sufficient for it to
be considered creative, Cohen (1989: 170) suggested that a 'bridge is needed to connect what is
called creativity in childhood to the type of creativity seen in eminent adults’. More recent
trends have emphasised the cognitive frameworks and specific mental processes of creativity
and creative thinking in young children, while simultaneously acknowledging some or all of the

dev ntal shift from on the to an ci of and
the aspects of thei hu gr s the s asi y to
decentre from self'.

0 Some
i , inction childhood to adult processes as significant
to music its outc n o in the
model bei for and s p  ssesin

music.

Creative Thinking in Children: Linear, Random or Interactive?

A number of theories of learning established by psychologists this century have been
specifically applied at various times to the learning of music. The adaptation of a developmental
stages model, for example, has become well established by educators, as a guide to phases of
creative processes from childhood to adulthood. This has been described as a linear trajectory
(Cohen 1989: 178). An alternative view states that creativity results 'from the interactions of
the systems of knowledge, affect and purpose in a network of enterprises' (Cohen 1989: 178).
Other researchers believe that random experiences via discovery learning is a more appropriate
explanation, while others pursue a pedagogical and information-base approach. Some teasing
out of these linear, random and interactive interpretations will follow.

The developmental stages approach lies in the belief that creativity (as with all learning) is

This evolutionary view is a significant standpoint because it acknowledges that creativity can be
activated and nourished, and is susceptible to intrinsic and extrinsic life forces. Therefore a
stages model does have the flexibility of being applicable to a range of ages in which certain
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characteristics may be exhibited. Its disadvantages appear to be that it is linear and invariant,
and that it appears not to take advantage of situational factors, such as peers and siblings or
varied environmental influences both social and cultural. Allowing for these differences, I have
chosen to discuss a four-stage model comprising exploratory, experimental, productive and
self-evaluative stages.

There seems to be agreement that the first stage in the creative process is exploratory. Taking a
broadly cognitive perspective, Wallas (1926) referred to this stage as a preparation of initial
ideas and sketches. Webster (1990) indicated that preparation involves time for the child to

play i Those ideas be 'global' ut
unre nce of note dually tak SO
awareness of tonality. Other educators emph ati

The 0-3 year-old child investigates and experiments with the timbre of musical materials and is
fascinated by the extremes of dynamic levels (Swanwick & Tillman, 1986; Moorhead and
Pond, 1978). Flohr (1985) concluded that the physical, tactile and auditory pleasures of
musical improvisations by children 2-4 years, be termed motor energy.

The second stage of experimentation has led to a gre rpre  ns. tive
views reveal the internal processes of learning and mu All the
unconscious to take over from the conscious has been referred to as incubation (Wallas, 1926)
or subconscious ste . A focus on the en s,
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developing motor control of voice and instrumental techniques.
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developmental in nature which are 'to be nurtured and valued'.

The final stage referred to in most of the literature is self-evaluative in nature. Wallas (1926)
called it the verification stage, others detailed it as an evaluation of intent, process and product

(Tait & Haack, . (1 32)tookitast fu clai that '
person must co 1 k, nsider, replace, o, rm, cess,
reconceptualize.

Process orientations

While acknowledging that the creative process for children has developmental features, there
are two approaches referred to earlier which do not necessarily reflect Piaget's invariant stages:

overy ap an in  ctive h. Though each ap ch is
with, and n, the dren's level of skills, person traits
and env condi rials, the ad al perspe
for our ion. Studies 44 Pond, 1
da le, ailed and comprehensive longitudinal and naturalistic study of

cre ch en aged two to six years. While accepting that there have been
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justifiable criticisms of the findings, which include the validity and reliability of the study,
observer bias and interpretation, (Pond is a composer) the results reveal, nevertheless, the
possibilities for creative expression by quite young children. Given the 'laissez-faire' situation
and attitude to the arts at Pillsbury, it perhaps seems natural that Pond's (1981: 11) conclusions
arose from the children's spontaneous play. He found that young children had 'an innate
apprehension of formal procedures', that improvisation was vital in the development of this
innate musicality and that the free use of polyphony rather than harmonic procedures was 'most
consonant with their musical instincts'.

The second interactive approach was offered at a more complex level by Webster (1990) whose
conceptual model synthesised the thinking, feeling, sensing and intuiting functions of children
and applied these to their music creativity. This comprehensive model is similar to a wider
aspect of creativity outlined by Cohen [1989] of Gruber's view (1981: 178) that 'creativity
results from the interactions of the systems of knowledge, affect, and purpose in a network of
enterprises. It is the networks developed among and between these enterprises that permit
construction of novelty'. While Webster acknowledged that the model was not designed in
developmental terms, he concluded that it is equally applicable to young children as to other
ages. Iam still grappling with this conclusion! For example, the incubation stage of creativity
would appear to be limited in scope for younger children, who generally do not possess a range
of skills or conceptual frameworks on which to establish their ideas, or reliable memories, or a
significant degree of audiation. Instead, this stage is often replaced by intuitive experimentation
(the third level) either vocally, or with a variety of available instruments.

Finally, in this comparative mapping of approaches to young children's music creativity,
exciting evidence is emerging that a creative child may well be working in various modes of a
so-called 'developmental sequence' all at the same time. This is vividly illustrated in
Davies (1992: 21, 22) analyses of three young girls evolving vocal improvisations and
compositions mentioned previously.

I take the view that not only are all three aspects (materials, expression and form)
'visited' at an early age, but the role of structure in music is so important that we
should expect it to play a crucial, leading part in the young child's development as a
musical thinker.

Davies (1992:42] argued that the girls intuitively knew music's structures 'as an image of time'
Bruner defined this intuitive process as 'the act of grasping the meaning, significance or structure
of a situation without explicit reliance on analytical apparatus'.

To summarise, I have compared three approaches to music creativity by younger children: linear,
random discovery and interactive. If our goal is to support linear development, we must
continue to challenge and refine the existing long, sequential and rigorous spiral of learning
carefully planned by classroom teachers at all levels. But if we wish excellence and a greater
breadth of vision to emerge, we need to re-examine the values of an approach which encourages
fantasy, play and imagination, supported by an environment rich in people, space and diverse
materials. In turn, this will touch not only the cognitive, but the feeling, sensing and intuitive
functions of the child who will be 'at liberty to explore his world and pursue his own internal
quests' (Cohen 1989: 179).

Implications For Teaching Strategies

Teachers need to discover for themselves what is involved in the different aspects of creative
learning and to analyse how they thought, felt and sensed and then evaluate these processes.
Then they may come to grasp the process of creating that young children move through, when
they make spontaneous leaps into the unknown, for example, or rework a rhythmic or melodic
pattern through a number of permutations.

Though idealistic in most schools' strategic plans today, research at the Pillsbury School in the
forties and the Project Zero team's naturalistic studies in the eighties, discovered that children's
play was a significant influence on their sound experiments and became a stepping stone for
generating spontaneous songs and explorations with music elements. Therefore. the provision in
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according to Moore, allows a flexibility for the teacher to provide specific guidelines in the
experimental stage, or alternatively, occasionally to provide no parameters. Andress (1992: 1)
referred to these alternatives as 'Guided Group Play' and 'Special Interest Areas', which meet
the diverse needs of young learners.

Thus, rather than focussing on a specific technique or teaching program, as the way to stimulate
creative thinking, Cohen (1989: 177) suggested that 'children should be encouraged to develop
many heuristics for doing creative work'. By discovering the strategies that fit their own
learning styles and that suit a particular topic, children will grow in autonomy and pride of
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performance oriented activities in the classroom.
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FILM AND ELECTRONIC MEDIA STUDENTS AND MUSIC
COMPOSITION

Carol Biddiss, University Of South Australia, Underdale

Abstract

This presentation is about the process of designing an ethnographic study of
technologically-based music composition by file and electronic media students. As
background to the study, part of the presentation will consist of screening of student
work completed in one semester. Images and soundtracks were created asynchronously
using Amiga computers. Image and sound were edited to form the final product. These
works were the first complete products made by students using he sequencing software,
Bars and Pipes, and a Korg M1 synthesiser.
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Notion 1: Democratisation Of Music?

Alan Durant (1990), a lecturer in English Studies at the University of Strathclyde and also
a musician with experience in performance, studio recording and broadcasting, raises
some important arguments against the popular idea that MIDI (Musical Instrument Digital
Interface) technologies are bringing about a major democratisation of music.

He identifies three parts to the claim. Firstly, MIDI is relatively cheap.

'The claim for democracy in this idea is that everyone can buy MIDI, and so have access
to the means of musical production;' (Durant 1990: 193).
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Secondly, everyone can have input into the definition or shaping of the technology.

Thirdly, the skills-threshold is attainable so everyone can operate music software. This,
supposedly, makes users powerful.

These three claims are made, in the main, by instrument manufacturers who undoubtedly
see musicians as consumers of technology. In their eyes, the more widespread the
music-making the better. It may be possible in a 'developed' economy for many people to
buy MIDI instruments, as indeed many people can buy a car or a video camera, but not
everyone can buy all of these things and the other myriad products that could equally lay
claim to having a 'democratising' effect. In reality, most musicians cannot afford to keep
up with the pace of technological change.

The 'low skills-threshold' argument for democratisation is also problematic for Durant.
'"Low-skill' musical practices discourage professional elites and blur distinctions between
amateur and professional, thus offering new po li

but such practices also undermine establis ied s

traditions of making music. Is the drum machine a new instrument for the drummer, or
the new 'drummer’. Both possibilities exist. Which is the more democratic tendency?
Either way the electronic instrument maker wins.

'. .. what is clear is that unless appeal is made either to a general conception of
1 is unl
s ns_e
evelopments whose possible users are so
diverse. (Durant, 1990: 194)

Durant's contention is that the real problem of access is not about who gets the equipment
and music-making opportunities but who has the raw materials and who has the
distribution channels.

By raw materials he means sounds, melodic figures, rhythms, sampled bites and
quotations. A wide range of musics can now be made using MIDI techniques, but the
questions must be raised; Who decides what musics get into the public domain, what can
be quoted and how much does it cost to quote?

It is not the vein of arguments about cost, technical specification and skill-threshold
which should drive the democratisation debate according to Durant. He claims that the
more valid threefold argument would concern distribution of musics into the public
domain, the social meaning of music and the value of music.

An interpretation of Alan Durant's argument could be that a smokescreen has been set up.
Attention is drawn to the so-called democratisation of the music-making process, whereas
in fact, the channels for distribution of cultural 'products' are highly controlled and what
is at stake is an enormous multinational market.

It may be, however, that a more democratic kind of music distribution is possible than the
non-interactive, 'produced' CD, record and audio tape. The telephone can be seen as a
democratising influence. Digital music can be 'distributed' via telephone-type
communications systems. There are already music groups of various kinds on bulletin
boards. MIDI files can be sent anywhere that a phone line, fibre optic or satellite signal
wil Inte Di ork will a new of
bro huge sic in tiny d ple wh ive
such digitally encoded kinds of music would need to decode it and play it back through
computer musical instruments. At this time, one such module of instruments retails for
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ground. one thousand dollars. The relative cost is almost certain to drop, and the
interactivity of such a system is likely to make it a very appealing adjunct to the computer-
controlled home entertainment centre.

By way of comparison with a democratic use of a new technology, I offer a consideration
of an 'in house' electronic mail system as described by Feenberg (1990). He gives an
account of the phenomenon of distributed networking, using the Vax Notes as an
exemplar. The company, Digital Equipment Corporation, decided not to control the
content of the network. The result was that the social world of the company doubled into
a 'real' and a 'virtual' community. The network nourished an interchange that bore fruit
in a conference, "Applied Heidegger", which was attended by professionals from many
varied fields, people who wanted to overcome the engineering culture which dominated
computer practices.

According to Durant (1990) there is a new digital music culture concerned with
production, circulation and understandings. This new music culture also concerns the
more general relationships among composers/writers, performers and audiences and not
just those in the new digitally-based styles/genres, the digital sub-culture.

musicians have been making choices about .
recordings or engage in both activities. Those who produce recordings are reliant on
sound engineers, who, in the past have not necessarily had musical training.

Notion 2: History Of Multitrack Music Recording Technology

Wayne Wadhams (1990) in his brief history of the multitrack recording studio writes this
by way of introduction.

'To make recordings that transcend the technology used to create them is the real
challenge.' (p3)

He identifies four stages in the development of the recording studio. In the first stage,
until the 1940s, music was recorded direct to disc, or for film, direct to optical
soundtrack negative.

In the second phase dating from late 1940s, the overdub was achieved by using two tape
recorders and live microphones to add a second layer of sound to a previously recorded
tape.

'In the history of record production, this simple step rivalled the invention of the wheel.'
4

In 1960, Ampex released a stock model capable of playing three tracks, so beginning
stage three; multitrack recording. This enabled some early pop records to be produced in
stereo, music left and right, lead vocals mixed into the centre. In 1964 came the Ampex
4-track, in 1969 the 8-track, in 1970 the 16-track recorder. The point of this short
survey is to highlight the speed of development. The Ampex MM-1000 16-track package
cost almost $35,000 and the top studio rate was more than $100 per hour. 'Home-based
studio' recording of this quality was not possible at that time.

1972 saw the rise of 'alternative environment' studios (rural settings) and mobile
recording vans. Some of the best recording engineers went freelance.
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'Just as the film industry had converted from studio to independent production in the late
1950s, so the record industry left the nest ten to fifteen years later.! (Wadhams, 1990:
7)

In the 1970s new formats and devices became available; noise gates, stereo plate reverb,
acoustic delay, expanders. Then aural exciters, digital delay, reverb became desirable,
musically and technically, in the quest for the new arresting sound. Synchronisation
became the standard in 1978 with time code stored on floppy disk. Following that came
interlock of sound and video playback for film score and jingle work.

Stage four was digital recording. In 1977 the 3M Corporation brought out a 32-track
digital machine, the DDS. It was extremely costly and complicated and, despite obvious
sonic advantages it was discontinued in 1982. Meanwhile, 2-track video-based digital
systems were being enthusiastically used in classical and jazz recording giving excellent
sound quality. There was no provision for overdub and punching in and editing was
limited. However, this method suited the musical genre. Mid 1980s saw digital
recording as the standard with the format as compact disc.

In 1988 there was another technological proliferation with the introduction of computer-
monitored mixing consoles, digital reverb, dedicated effects systems, synthesisers,
MIDI, drum machines, sequencers, digital multieffects and computers.

Studio engineers reacted to this overwhelming rate of change by forming SPARS, the
Society of Professional Audio Recording Studios, which had a brief to

'restore a reasonable pace to the rapid conversion from one professional recording
standard to the next. The continuing costs of obsolescence, downtime for the installation
of new equipment and retraining of house engineers all add up to a bill st studios
can't pay.' (W 1990: 8)

The wonderful machines have made it difficult to keep up to the professional standard
without raising studio rentals beyond reach.
Studio ownership is a risky business. At this time, rates vary from $35 to $400 per hour.

What this analysis shows is that speed and cost of technological change are related to the
ability of a group to adapt and pay. Although the designers of innovation may be able to
supply the new, the potential users may not be ready. It is heartening to music educators
to realise that the commercial arm of the 'music industry' is also facing up to resourcing
and retraining dilemmas.

Alan Durant (1990) says that the multitrack

'. . . restructured studio working relations by increasingly involving the recording
ma p ans.
nal s 'non

is understood by 'composition' by altering
working relations, and techniques, on the basis of changed opportunities presented by
characteristics of the technology. (Durant, 1990: 179)

The notion of multitrack has not only changed the working relationships of musicians and
technicians, but has also led to the computer-based equivalent of magnetic tape multitrack
_ the sequencer. The reel-to-reel has become 'virtual'.



-116-

Notion 3: Computer Assisted Learning

Accordipg to Holland (1989), in traditional CAI, computer assisted instruction, the
student is being managed. When the students use the computer as a tool, they are in
control. The computer becomes an empowering agent.

One such tool is the , which may allow the student to
compose and play music normally beyond their level of performing skill. Two faults of
early instruments of this nature were that they had less than satisfying timbres and also
there were only limited means of controlling musical input. Holland speculates about
how artificial intelligence could be applied to contribute to the learning of composition
skills thus providing new opportunities for music composition.

'Very few people compose music. Until the last decade or so, the rarity of the pre-

requisites ___ ability to play instruments, access to musicians to perform works, the
ability to read and write music __ put all but the most rudimentary music composition
out of the h of ople. The adv  of omputer
al instrum tape rs and musice ng many of

these barriers.’”  (Holland, 1987: 11)

Multi-track tape recording obviates the need for knowledge of formal notation. A

the two of sy and
e using s music and
cheaper.

Great Britain has revolutionised its ideas about teaching music by including composition
in its curriculum for all school children aged from five to sixteen (HMI 1985).

w s are ava Peers, ma a ers are the traditional guides.
w Al fit in ng sounds g

'Al can be seen as two interweaving strands: one is the "study of ideas that enable
computers to be intelligent” (Winston 84), the other is an attempt to understand the
principles that make any intelligence, human or machine possible.'  (Holland, 1987:
12)

The second way of using the computer as a tool is embedded in

There are three requirements for an ITS.
1. It should be able to perform or discuss articulately the task in hand

2. It should be able to build up knowledge about what a particular student knows in
order to grasp the teaching moment or diagnose misconceptions

3. It ought to have explicit knowledge of ways of teaching

Simon Holland names four areas of music composition about which we have explicit
knowledge

1. Music Theory

2. Aural Training

3. Harmonisation

4. Some highly formalised and rather artificial styles of composition,(eg. perhaps
Invertible Counterpoint)'(Holland, 1987: 12)
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The first two he describes as containing rudimentary skills. In a discussion of
harmonisation he cautions against the too strict application of rules of thumb and the fact
that an ITS cannot accommodate solutions outside its inbuilt rules. He advocates an
approach where the tutor makes explicit its limitations.

The third way for the student to be in control is catered for in the

One way in which Artificial Intelligence could be used to improve
music editors is by consideration of object based rather than note based representations
of say, phrases, ostinati and themes.

'In an object-based music editor, completely arbitrary collections of musical events could
be designated to be a single object, and operated on as such.' (Holland, 1987: 14)

Operators as well as objects can be represented by single icons, such as tiles. (The
program in use for this research project uses objects such as tiles representing a bar with
note events. )

T or per ga
sounds orc
suggestion that the subtlety of relationships

at'

fro

cc

(Holland 1987: 17)

The area of games could be explored in order to about musical
adr used by many
the
ent

Conclusion

There are three angles from which I want to approach this research;
learning music through composition
composing music digitally
composing music for film and video.

I want to gather rich descriptive data about what the students think they have learned of
music in that short time.
I want to gauge their musical understandings at the start of the course.

I want to investigate the supposed differences in digital composing methods; synthesisers
and other CMIs and their relationship with traditional instruments; graphic notation and
its relationship with traditional staff notation; multitrack sequencing and inner hearing;
using a computer program with inbuilt musical knowledge and skills; working
relationships in the composition and production process.

I want to analyse the students' descriptions of the process of making a whole film or
video product including the music component of the soundtrack.

The intention is to use the ethnographic research method of participant observation; to
work inside the 'culture’ and find out what are the useful principles to be gleaned from a
highly specific production-oriented music r nce ic ng
presents, I believe, a challenge to conventio t and g
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I suspect that the appeal for adults of learning to compose music using new technologies
is at least threefold;

1. Computer musical instruments are designed to provide a user with low-level
skill, a high degree of control over a variety of high quality timbres.

2. The speed of the computer allows real-time manipulation of musical events, like
the tape-recorder, but more easily.

3. The 'nowness' of the technology has a redemptive effect allowing the students
to start afresh with the feeling that the technology may cover their own
perceived inadequacies as musicians.

The use of today's populist technologies in education is not without problems, and
certainly does not provide the complete answer to the many and complex questions facing

resources and who are under pressure to provide the best in learning technologies. There
isa ald

ofc the

and research in this area will enable us, in

in the determination of applications and design of music technologies.
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INVESTIGATING ASSESSMENT ALTERNATIVES: THE FEASIBILITY
OF DEVELOPING A COMPUTER INTERACTIVE MUSIC TEST

Jennifer Bryce, Australian Council for Educational Research

Abstract

This paper will describe steps in progress to explore the feasibility of developing a
computer interactive music test which requires only basic computer hardware for
operation, but in which the quality of the music is not compromised. A 'model’ which
has been developed will be demonstrated. It has the following features:

multiple choice questions; graphics, notation and printed questions appear on the
computer screen; students activate the sound stimuli (for each question) as they are
needed; students will be able to receive immediate feedback (if desired); and a record of
each student's responses will be stored and a report of results will be produced.

The model to be used for demonstration purposes will be a revised version of a criterion-
referenced music test published by ACER in 1976. The model will aim to measure skills
in the following areas: pitch discrimination, lengths of sounds, volume discrimination,
patterns recognition and knowledge of musical signs and symbols.

It is believed that a test of this kind will have advantages in terms of saving paper,
providing the possibility of individualised

students to move through the test at their own

(such as immediate feedback to the student) and enabling flexibility of question grouping.
It may be that r item banking. At present we would have in
mind use by sc hers.

This paper outlines preliminary thoughts and early steps in a feasibility study to see
whether it would be worthwhile to develop a computer interactive music test. The work is
being undertaken by Jennifer Bryce and Margaret Wu at the Australian Council for
Educational Research.

Why Develop a Computer Interactive Music Test?

After spending nearly four years teaching in a small Victorian country high school I have
become aware of how comfortable students are using computers and how readily they

seem to learn through the medium of compu gy. P

position where it is possible to experiment, to , with t
development, it seems logical to explore ties of u ers i
construction. It seemed that a test where st teract' wi inv

ways could have a number of advantages in the area of music. There are, however,
broad concerns to consider when planning a music test. To what extent can they be
addressed by using a computer interactive format?

Concerns when Planning a Music Test:

Zerull (1990) has argued that teachers are often reluctant to evaluate students in arts
education because the means of doing so are narrow and superficial - consequently what
is taught becomes narrow and superficial. It is of paramount that
any test developed is concerned with the 'real stuff of mu than
incidental areas which may be easier to measure.

One concern is the need to use words. Words are used to describe what we are intending
to measure. Thus words are used to try to define an art form which itself surpasses the
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constraints of words. Biggs (1971) has pointed out the danger that 'words used in
classification may reduce to static terms an art mainly characterised by change,
movement, and progression’. There is a danger of applying labels to particular aspects of
music and assuming that there is a common understanding of these meanings. There are
also acknowledged different shades of meaning. For example, when we speak of
'structure’ in relation to music which proceeds through time, it has a somewhat different
meaning from its usage in relation to spatial or concrete arts. Secondly, words may be
used to ask questions relating to music. There is a danger that the test may be measuring
understanding of the words rather than the particular skills intended to be measured.

There has been a tendency for developers of music tests to 'segment' elements of music,
rather than to consider a piece of music as a whole, as in a 'holistic' approach. It seems

ce control and register of voice.

deducted for each error in a bar of musi
intonation and tone quality were not considered.

Some researchers have used computers and electronic devices to try to obtain accurate

measures of musical performance. For ex in 1960 ed an osc
ces. In rs used a

T and d

I micr 0

provide graphic displays of frequency spectrums.

segm
ki (19

developed and used by three groups of judge

judge ity was to be high.
criteri to have elected that
results’.

Mills (1991: 173) put forward a convincin
assessor I feel that I am considering the
assessment feels musical, to the extent t
performance could ever feel musical'. A ho
way we would assess a performance at a

we might start to uss 'se nts', as drive. Mills
study which suppo her be  that ic a may be more
reliable because we are more practised at it.
Zerull (1990: 20), referring to Eisner, remin us ance of the ¢ xt and
ss when ing eval in the . on pays a p when
ing is de only in of fac

reminded us of Howard Gardner's approach
reflection. Perception and reflection were

proposals for eas  m

enge for arts e tod  op an assess d
demonstrate that learning was taking place in the arts t



-121-

knowledge is made up of more than facts, and most important of all, contribute to the
artistic growth and sensitivities of the students' This challenge should be borne in mind
in our test development endeavours.

Particular Concerns Relating to Evaluation of the MEK:

As a result of evaluating the ACER and University of Melbourne Music Evaluation Kit
(the MEK) in the mid 1970s, we were aware of some particular concerns. In an attempt
to address the problem of possibly incidentally measuring reading ability when the main
intention was to test musical skills, we had read the questions aloud on the test as well as
having them in printed form. This procedure was tedious for quick readers who were
held back because a whole class had to do the test together as there was a single sound
source - the cassette tape. A computer interactive test would enable students to work at
their own pace as each would work at an individual machine.

The MEK w foru of paper. T the g price
kits were sol rs of and answer that then ph
ed.

Th

the
p e
) d the to use a f
p h inte test no r
will be needed.
program.

As a result of reflecting on some of the musical measurement literature and experiences
with the MEK, it would be desirable for the proposed test to meet the following ideals:

 a concern with the 'real stuff' of music rather than being limited to what is easy to
measure;

e an avoidance of relying on students' understanding of words;

« an attempt to be 'holistic' rather than 'segmented’,
an awareness of environmental concerns (not using paper);
an approach that is 'user friendly' and enjoyable;

 a design that is efficient in administration including provision for correction and
reporting of results.

Initial Steps in Planning:

Having decided to explore the possibility of developing a computer interactive music test
there are five closely interrelated areas to be explored.

1. Purpose of the Test

What will be the purpose of the test? Who will use it? Is it appropriate to be norm-
referenced or criterion-referenced? There are occasions when ranking and selection of
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students is necessary - such as selection into special music schools, auditioning for
orchestral positions - basically competitive situations. Thus, do we want the test to
provide a spread of scores? Or is the test to measure the extent to which students have
achieved particular learning goals - a situation where it would be acceptable for all
students to obtain maximum scores? Will the test have a diagnostic purpose? If so, to
what curriculum area will it relate? Will it have a self-assessment/monitoring function?

2. Basic Framework for the Test

Will the test be tied to an existing framework? For example, will it be an updated version
of an existing test, such as the MEK or an AMEB syllabus area? Will it be closely related
to the National Profile for the Arts? Is it more appropriate to undertake a survey of needs
in a particular area, such as secondary school music?

Outcomes from 1 and 2 above will also provide decisions regarding whether the test
should be developed for classroom use or whether it is more likely to be administered on
an individual basis, such as in a private music studio. These outcomes will also suggest
the likely age range of people who would undertake the test.

3. Environment of User Resources

y of musical not ¢

st is to be de will itate a survey of schools (if the test will be
used in schools) or private studios (if private teachers will be the main users) to find out
what equipment is considered to be standard and what equipment may be obtained over
the next couple of years.

Information about available hardware may impact upon the kind of software used for test
development and the way in which the test is distributed.

4. The Market Niche

Related to the hardware and software used is the need to estimate how many genuine
users exist. People are likely to be favourable and encouraging about a new development

price is needed before a lot of work can be put into development.
5. Resource and Policy Decisions

The test would be marketed by ACER so there may be constraints relating to ACER
test wou ng
(such as ng

to availability of time and professional exp

Steps taken so far:

In order to demonstrate what a computer interactive music test might be like, we have
developed a model based on items from the MEK. It has the following features:
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choice questions

, notation and printed questions appear on the computer screen

activate the sound stimuli (for each question) as they are needed
students can receive automatic feedback (if desired)
a record of each student's responses will be stored and a report of results will be
produced

This has been developed purely for demonstration purposes.

To gather some initial reactions to the idea of the test, we held a meeting with six music
educators from secondary schools, universities and the AMEB. We demonstrated the
model and sought general comments on the feasibility of a music test in this format. The
meeting was most helpful in directing our thinking and stressing the need to define the
purpose of the test before proceeding further.

We are now undertaking a preliminary survey of secondary school music teachers to
ascertain:

the computer resources (hardware and software) typically available for music
education in secondary schools

the curriculum areas that music teachers believe would benefit most from a computer
interactive music test

The survey has not yet been completed, but at this stage, tentative results (from 19 per
cent of the sample) indicate:

 almost equal preference for IBM compatible or Macintosh computers

 all schools used a MIDI interface set-up

* less than half of the schools had access to CD ROM drive

« all teachers except one (who was unfamiliar with it) favoured using the MEK as a

basis for a computer interactive music test, about half suggested additional areas that
could be included

In ion we h as a result o t, we will de a test that is
ge musical inely useful, many of the s outlined as
practicable.
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GENERATIVE PROCESSING IN THE ACQUISITION OF KEYBOARD
PERFORMANCE SKILLS

Vanda Weidenbach, University of Western Sydney, Nepean.

Abstract
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Historical Background To Piano Teaching
nditions of individualised instruction, using
as the the

d this da
no teachers for different environments -

kills and knowledge.

curriculum in 1838 in the USA (Mason him
firm), the piano had become a widely acces

CAPTION: MID-19TH CENTURY SKETCH OF DAUMIER caricaturing

pa pr for a child's piano lesson.
In w, 9, 279.
Plate 1.

CAPTION: MID-19TH CENTURY SKETCH OF DAUMIER caricaturing parental
pride for a child's piano lesson.
In Rainbow, 1989, 279.
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In private practice, most piano teachers of the time were concerned with the preparation
of individuals for concert performance, but some of the more enterprising introduced
group teaching. In England, Johann Bernar 1 isre have
taught harmony as well as performance to 3 nts s usly,
under group instructional methods. Fundamental to his group teaching was the
Chiroplast, a mechanical device invented by him in 1814 which fitted across the
keyboard, holding the students hands and fingers between guides, ensuring correct wrist
posi Teachers t find his proposal for such lar  group

chal ng, if not d le the Chiroplast itself lost cred lity as
mechanical devices for piano playing.

CAPTION : A GERMAN MOUNTBANK blowing his own Trumpet at a
Dutch concert of 50 Piano-fortes.
In Rainbow, 1990, 193.
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Plate 2.

CAPTION : A GERMAN MOUNTBANK blowing his own Trumpet at a Dutch
concert of 50 Piano-fortes.

In Rainbow, 1990, 193.
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Introduction And Rationale For The Study
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CAPTION : MONSIEUR JULES, a caricature of Jules Massenet.
In Larousse Encyclopedia of Music, 1971, 301.
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CAPTION : MONSIEUR JULES, a caricature of Jules Massenet.
In Larousse Encyclopedia of Music, 1971, 301.
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In both the USA and Britain in the 1920s and 1930s, class piano instruction was a feature
of music education for the primary school child. By the 1950s, the emergence of the
electronic piano laboratory saw the establishment of group piano instruction in tertiary

instituti ghout the , both for the purposes hin oard skills as
well as , aural tra and the general develo of anship. Class
initially.

CAPTION : MUSINKUNTERRICHT OHNE KEYBOARDS UND......

In Enders, 1986, 108.

Plate 4.

CAPTION : MUSINKUNTERRICHT OHNE KEYBOARDS UND
In Enders, XXXX, 108.
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However, it was the development in the latter 1970s and 1980s, during which time the
expansion of technology through digital keyboards was made possible by MIDI (Musical
Instrument Digital Interface), thereby enabling keyboards to be interfaced with
co that pendent le gbe a lity. f this
de nt in to provide and ic ing ords,
and providing enhanced backgrounds.
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ve uch ng larly in the "master-apprentice” environment.
The attachment of a sequencer/sound module, a 1 t of stoa
mu wit assis
rform with the model, with or without an
s t's can be ed
a ac perfor is
ack has been in verbal form, given by the
spoken is more than the
_vision o audio m the self-
rec itie cer stu ss to immediate feedback whether
wo or tea nvi
Con e sis in the ha re
mus n ng skills ey ot
re
ill assist th sic
not of the ns

perception of how the technology is used, may provide new insights into how they
generate music performances.

Cle b r a kil icularly

but S h st Iit has bee
in by ear'
sC rned th
di f sight

mo

are

mu
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the import of
t misunders the
both important components

intelligence'.

ning environment. Given the

is of particular
le.

computer techno

CAPTION : MUSIKUNTERRICHT MIT KEYBOARD KARIKATUREN

VON HANS JOACHIM DRAEGER.
In Enders, 1986, 109.

'-C‘F

Plate 5.

CAPTION : MUSIKUNTERRICHT MIT KEYBOARD KARIKATUREN VON
HANS JOACHIM DRAEGER.

In Enders, XXXX, 109.
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A ro ntly 1 0 S
w as eva

in

th

re

uccess of C.A.L In relation to keyboard

be of value.

h students.
n
a
ic
final assessment.
ve a h een coll
istic T SX and

being used.

well as self-confidence were also disparate.

a profile of this population. Following are some of the general conclusions.

1
2 a
v
r assistance.
3
4 W ich las

to lls, ey
technology
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The teaching of music of the K-6 Music Curriculum in New South Wales is mandatory
for all teachers entering the primary education environment. Students entering tertiary

application of music suitable for the primary classroom.

There is a need for further understanding of how novice instrumentalists engage in
ed to music is maximised. In all subjects,

behoves music educators to harness what
environments for learning which demonstrate "best practice” in music education.
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THE NATIONAL ARTS CURRICULUM: THE NEXT THREE YEARS

Joan Livermore, Faculty of Education, University of Canberra

Abstract

The Arts Statements and Profiles are now i

to
do

considered.
a period document , the
es for Au winthe h of th
es, they are b mat
n which bring ther
ork.

National Professional Development Program (NPDP)

will
s for

facilitate the use of the Curriculum Statements and Profiles for Australian
schools and the Key Competencies and the teaching of accredited vocational
education courses in schools;

assist hers' disc
helpt work org ncies
within schools;

e the pro nal of s
a higher ein tin
pro ships n and
uni the p n es for
teachers.
f
p

arts. This will involve
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* administration and facilitation of projects,

* publication and dissemination of reports and newsletters,

* collection of exemplars,

* gupa nal urces: texts, tapes, videos and materials,
s of pr ng experts.

Closing date for funding for 1994 is 30 November 1993.

Key Competencies Programme

and trialing.

include:

* developing Cultural Understanding as a competence,

* used ribe the key competencies, their

their ance level descriptors,

* audits of the key competencies in existing curricula,

* curriculum development to ensure that the key competencies are embedded in
the most common patterns of study,

* field testing implementation of the key competencies in school and training
settings,

* investigation of reporting possibilities.

The NAAE has been invited to develop a submission for funding. Applications close
on 30 October 1993.

National Strategy for Equity in Schooling
ng the nal ed on ag is the al Stra Equity in

. Alle on pro s will pected ess the r ssetoutin
the equity policy.
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The draft strategy is now out for consultation. The targeted groups are:

* students with disabilities and learning difficulties,

* students at risk,

* students from low socioeconomic status backgrounds or living in poverty,

* al and S tIsl s

* from n spe unds,

* students who are geographically isolated,

*

* or antage,

* dt

The for stra n curriculum and a ues, of
teac ortive s 1 (0] , awareness and ¢ nd o se
of resources.

Peak Bodies and Alliances

Factors such as the restructuring within edu
and with the directions these changes are t

education places even more responsibility
that the needs of teachers are met.

* The Australian Teaching Co
1994. Its fundamental mission
Australian schools, establish st

S al d t
n and 0 ifications.
* r
c
a
ts
as
it
from the to addr
ts the arts body.

* The Federation of Artists and Educators (working title) is a new
and
and
arly

arts education and arts practice.

*

repr AIAE,
Itis upitsc structure in order to administer programs

under the national education agen
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* S ories  re is ng
S assoc  ons. 1 to
the NAAE, but are valuable links in the state / national network.

The Future for Australian Music Education

The p hanged th

there ial gains

In Is ly formed arts ies ar
be te s of arts subject their

proving beneficial in advocacy for the arts curriculum area.

with a general restructuring and reduction in available resources, the effect has been
devastating.

The inefficient manner in which many of the new educational initiatives have been

di i

W o}

te e

influence the future directions of Australian
es are not to music
W the co eir own d

politica s which iously d

music e s must ont the o

music education in Australia.

0

e

)
infra- ural su gh the
mak most e use
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PANDORA IN THE 90's: REPRESENTATIONS OF THE LULU FIGURE

Maree Macmillan, Department of Arts Education, RMIT

Abstract

Tert arts re all re rrently

unle din marke wi i human
representation.

It is of grave concern that the mytho ict  femininity, the female body and

female sexuality as enigmatic nd da is | extremely influential in present

entrenched and pervasive aspects of modern consciousness.

Introduction
n the representation Lulu figure
t at Pabst's 1928 Ger lent film Pan

of which commenced in the same year and
ath in 1935. Both of these derive from the

directions rather than offers solutions.

W yo is a music e sp o
of ic alism? It is se e
and economic contingencies if we are to s ,
h if we lose the 0
v and integrity, s h
beli as part of ma ing our
con sm, it is parti y vital

depth of the cultural and historical context to which we contribute.

historical and cultural evolution.

is based embodies representations of fem
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unconscious of Western society.

Musicological Precedent

In c al sto
in r 9 no
fo h pr In
the 'pr of music, its imme ep
to his gical method. He th
its es,
ve fro

Treitler decried the long Western philosophical tradition of embedding knowledge in a

which entailed an involvement of the know

While acknowledging the need for liberation of the 'feminine’ mode, he suggestedthat

to a ou
he a as
en p es.
18)
cont apathofu
tion ition to a '

nds the
aim to

exposing them for what they are: rationalisations of a gendered status quo.

to the Alexandrian Jew Philo's retelling of
n as the fall of reason; the agent of this fall
d

ca
de

knowledge. It is important to deconstruct such mythology if its insidious effects are to

be challenged.
ose to invest in festations
work at the SC but has i

Western cultural heritage: the myth of Pandora's box.

Methodology

es ns of the Pa
from and i

psychoanalytic narrative is invited.
within a feminist framework, I

is asive
un us of

Lulu fi
te the
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perpetu  n of the its ¢ ing impact on the cultural unconscious,
particul with rega ns of nity and female sexuality.
I also consider the effect of historical and social context on readings of these
sentations Lulu figu r e, the e des to n at the
The pre- setting in h f these conce rovides
cent history hence is poten the
climate. D struction from in a
of new e
and their ip,
whole.
of my in ation of the
indicate of the que
itself.
The Pandora Myth

female sexuality as alluring but also dangerous, uncontrolled and chaotic, the source of
all the world's ills.

1 box which released on the world all the
: hope alone remained at the bottom of the
box to assuage the lot of humanity.

ly
an
b
re ented , be he
fa or 'be , alt not ed as such until the 19th century.
Pandor llels the miliar Eve, who like Pandora, is held responsible for 'the
fall of Less is Eve's Jewish variant Lilith, whose name and nature
u. The likelihood of this connection is
ora: Lilith was also fashioned out of clay;
demons.

Manifestations Of The Myth In Pre-Nazi Europe

king m stations o
's Box. se works
emergence as a central figure in late 19th
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Ann Doane (1991) remarked in Femmes Fatales that this emergence marked the
confluence of modernity, urbanisation, Freudian psychoanalysis and new technologies
of production and reproduction born of the Industrial Revolution.

Doane notedthat this pre-Nazi era also brought shifts in understandings of s
difference, prompting fears and anxieties: in the alienation of machines, the
seemed to lose access to the body, whereas the woman came to over represent it; the
feminine body was allegorised and mythified as excess in art, literature, philosophy
(and music).

The Pandora / Lulu figure epitomises the view of the female as dangerous sexual

ss modern
gh . ITwill
ne
Feminist Approaches
Film
itself.
Music
draws on se in .
to how co ascul '
ow
the
me
fatale.
Al
be
or
and intuitive dimension may allow the
directly in this. S
towards ation of

aspects of the chaotic, a revaluation of Pandora.

re na
ts si
d al

non-verbal, emotional and intuitive dimension of music. Brecht saw its z}ims as
illusion and sensual satisfaction, the creation of an emotional involvement, an identity
precluding moral judgements.

Berg's Lulu
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is the po se involvement of his extremely dramatic and
music. In on he wa

a S ed nith. SO

c an its tru

additionally significant.

two. All these formal determinants are the
twelve-tone technique, which carries its own inherent structures and limitations.

ntuitive and emotional in such an ordered

en the interpretat

se Berg's rows,
confining, or whether they provide a frame
be expressed.

thm, ¢ be seen as an e of his lism, h mpt to
onas scale by pre-d g the of the in the
opera.
to be ed; on the other,
the pr r of evil. This is
fatale.
One wonders whether music itself is being cted as femme fa body
parts of described in m There are also 1 and
caricatur s in Lulu which
today.
Lulu / Pandora Today
The p eo and B an hich in some

ways wn hence ion both present
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el us shape futur ctions. The
te ve very much the various

st film Mulvey points

to the ' he 1970s to the
t many 1 ch on the whole  ed to survive fascism. It is

1 ive that the Nazis as ant  tionalist.

The subsequent  t- n nt of traditional, conservative values ensured that it
was several dec s e visionar tren rged id sm of the
the to th tar  sm of the
reasingly displ ist te ,in
the service of and gy.

The growing strength of neo-Nazism and of virtually unregulated bio-genetics is no
surprise in this climate.

well be inst artistic ein
t is time to and re the

is
io
Pandora's box.

Conclusion

Rather than dismissing the non-rational as chaotic, we need to dispel the fear of

bomb is entitled Pandora's Box.

nsual, the non-1 interests
the survival of ty. This
'feminine' of the Pandora myth come toge
is a force; 1n
edu ly interpr
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MATHS AND MUSIC : A CREATIVE PARTNERSHIP
A PARTNERSHIP APPROACH TO THE TEACHING OF THE KEY
LEARNING AREAS.

Deirdre Russell-Bowie and Noel Geoghegan, University of Western Sydney, Macarthur

Abstract

Over the last thirty years research into the arts in education, at both a national and state level,

ersing e the ority. One
the arts Key which have

a higher priority.
The new Bachelor of Teaching Course dev t the b
uth th a

m Studies unit combines two Key Learning
Curriculum Studies 4 students undertake
thematics, Visual Arts, Drama and Music. In

omes and responses in relation to the subject

For many years now research into the arts in education have indicated that teachers in general

low the s 1. In m
ects liane n. Ho up
Iy in at the creative arts had a central place in the

school curriculum. A report of the Federal Taskforce on Education and the Arts to the
Minister for Education and Youth Affairs comments : 'The idea that children should be given
materials, stimulation and assistance and left to make their own discoveries was in marked
contrast to the formal methods used in other disciplines where steady progress by a whole
class through a set syllabus was the common pattern.”.

r, even though the e is on vity increa by the early 1970s arts
n as a whole was still ely ne d area of st In 1974 Arts in Schools
NSW report the committee arrived at the following conclusions:

a. We consider that the arts are indispensable in the education of children and that
inarts ivitiess d sC time.
, we b ve that hi 1 ssary

accommodation, equipment and materi

b. In NSW Government schools is not yet commensurate
i 3
wi .
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In primary schools, arts subjects were still sometimes taught by teachers untrained in the
arts, arts education was accorded a minor place in most educational institutions and even
within the arts, there was a hierarchical order of subject importance, with visual arts, craft
and music having highest priority, drama not being regarded as a subject in its own right and
dance and/or movement being omitted from the curriculum apart from in the preschool
setting.4

In 1977 a review of the arts in education was undertaken by the Schools Commission and
the Australia Council, both at a state and national level. The results of this research indicated
very similar findings to previous reports into arts in education, in that the state of the arts in
schools was not taken seriously by many teachers and that their popularity was static or
declining.>

This study also identified an urgent need to i e status ng in
Au ith the of spe schools sed ed
for trainin to be te 1s fe confi e
to teach the arts as a result of their backgrou e of a ng in c

technical skills in their teacher training courses.6

the th n on in
ions il e with
ever new initiatives in arts education were

being planned in the development of a curriculum covering the years from KG to Year 12.7

However, in a recent research project into t and of nin
the fo usic

separate discipline areas, rather they are all part of the Creative and Practical Arts Key

Le Is is force ven
by Prac Arts one
of
Most NSW universities have also followed the ministerial example by significantly
ing the t hours s ctsand them as one
of treat m as se p  areas. ght of arch di

which indicated that teachers lacked confidence and skills in the arts and therefore did not
teach these subjects effectively, this move does not augur well for the children of the future.

However, the challenge to train primary students teachers in the arts, despite the cut in

contac rs, has b ey, rin r
new B orof T . of stu S
enrol ies Stu which o int Key in s in
each eg. and Creativ Prac One ul ect,
(Curriculum Studies 4) in their second year, , att

and associated skills in Mathematics and the are

opportuni  to investigate the fits of le ngas t he and the
Creative Practical Arts, as posi attit t g ng, and

recognising that thinking involves creativity, intuitive thinking, pattern creation and
recognition of relationships.19 These elements are common to Mathematics, Music, Drama
and the Visual Arts.
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Objectives for this subject include the following:
Students will:

. further develop positive attitudes and a desire to learn and teach mathematics and the
creative and practical arts;

. see the potential which can be real by integrating es of space and
measurement with the creative and pr al arts both for t elves and for the
children they will teach;

. observe and understand that three-dimensional design relates to the aims and content

of the K-6 Visual Arts syllabus;

. nce how nsional design can integrate across the curriculum, and
ally with S;
understand and appreciate how drama can integrate with other ct areas,
ally in visual arts, ma ics and music, and in so doi rther the
and social growth in ch 1

As all the staff involved with this subject did not have the skills in all the arts and
mathematical areas, students attended classes in visual arts, music and mathematics led by

S. ch was, to inte across the
ay ch be u y the nts in the
G

'big ' from the field of mat

tob nd in the field of the

members from each discipline area brainstormed ideas relevant to each of these concepts
of ties and 1 gex which
as be found arts eloped

Big ideas and related activities included the following:

Mathematics Music Visual Arts
INVESTIGATION INVESTIGATION INVESTIGATION
*Measurement *Investigating the raw *Investigating artists, eg.
*Estimation materials of sound: Jeannie Baker's collage
n investigation - * ,ins nts and work

b rcus things that
* gations * n and fly in the air
* c *Kite-making
*Volume *Problem Solving

IMAGERY

IMAGERY IMAGERY *Marbling - looking for
*2D shapes *Music to poetry images
*How we see things * Auditory awareness, *How artists use imagery to
*Construction of meaning discrimination, memory, create art works
*Imagination sequencing and *Children using their
*Recognition and analysis imagination; ation: t ic;
*Puzzles *Program music g and to

*Creativity rhythm



REPRESENTATION
*Graphing

*Modelling & mapping
*Representing 3D in 2D
*Levels of thinking
*Golden ratio

*Maths trails

REPETITION
*Flip Slide Turn
*Patterns
*Tessellations
*teration

*Area

*Angles

SYMMETRY
*Reflection, rotation,
translation

*Printing

*3D models

*Symmetry in Nature
*Construction and balance

THE ABSURD
*Topology
*Mathematical oddities
*Nonsense songs and
*Puzzles

*Networks / routes

*Twist and turns

ored
the s

The students
sessions invo

-150-

REPRESENTATION
*Graphic symbols
*Graphic scores
*Rhythmic notation
reading and writing
*Simple pitch notation
*Music making and
movement to represent
stories, feelings, events,
moods, etc.

REPETITION
*Qstinato

*Canon

*Variation

*Rondo, binary and
ternary forms
*Echo rhythms and
melodies

SYMMETRY

* S

* n images
*Dynamics and Pitch in
symme

(ASYMMETRY)

*Call and response

*12 bar blues
*Chorus/verse

*Question and answer
*Beat and rhythm

THE ABSURD
*Nonsense songs
*QOnomatopoeic words
*Fun with language
*Stripsody
*Improvisation

* Aleatoric music

asso d
idea’ at

h 'Big I
, visual

REPRESENTATION
*K-6 Visual Arts Syllabus
*Representing the
environment

*Direct experience
*Memory experience
*Representing 3D and 2D
*Creative packaging

REPETITION

* Aboriginal art
*Wooden puzzles
*Tessellations
*Patterns

*Jigsaw puzzles
*Print making with a
variety of objects
*Rhythms in patterns

SYMMETRY

*Origami

*Snowflakes

*Paper folding

*Patterns

*Faces : self portraits of
artists; proportion of own
faces;

*Collage and wax resist of
own faces

*Christmas decorations

THE ABSURD

*Using objects to tell a story
*Puppetry

*Masks

*Face painting

*Fancy dress costumes
*Personality glasses

rial
the

over a fortn
and music. e

e. In discussion with the students about the
ive when seen in the context of the arts' were
understanding of how mathematical concepts

luded:
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- We learned so much about symmetry in music and art;
- Tessellations came to life in our art class;
- I suddenly saw how repetition was used so extensively in music;

- Mathematical shapes could be used in graphic notation in music and also in 3D and 2D
visual arts activities;

- Creative packaging in art helped me learn more about 3D shapes in maths;

- Maths concepts in the arts helped show how the concepts can be used in the 'real’
world, ie. other uses than mathematical;

- Doing visual arts activities using rolled paper and string art help me learn more about
area;

- All sorts of patterns occur, not only in maths, but also in music and visual arts;

- This subject has made us more aware of how we can incorporate maths into music and
art, eg. repetition in songs; symmetry in origami.

they could tive use of the activities they had

dies 4 in th situation. Some students saw the

areas as a creative way of reinforcing mathematical ideas in

the p class . Other stud d the different perspective to
math s and they felt it e and they had gained a better

understanding of maths through hands-on arts activities.

But what about the drama part of the arts? Music and visual arts are both very important in
to be considered. Given the ti e
ics was allocated two hours e k c
each. So there appeared to be no time for drama. Therefore
another creative solution was devised.

In their tutorial groups, students were asked to plan, prepare and impl

primary last hing week The producti

of a sho the musical it ised poetry, mime, dance or similar
item and should take between 20 and 45 minutes. The production was also expected to
involve the university students in music, singing, playing instruments, improvisation, visual
arts, design and the practical utilisation of mathematics.!2

So throughout the semester students worked collaboratively to develop the production.
Areas of stages were measured, backdrops were measured and painted, costumes were
designed and made, dances were choreographed, scripts were written and practised, songs
were learned, and overall production problems were discussed and solutions were devised.
Then in the final teaching week of semester each tutorial grou

nte
s as
ents indicated that it had been a valuable learning experience.
Students had been mainly self-directed with little assistanc from lect
uc energetic, ated arts production which h ed many

ep ughout the ss of its development and presentation. For example:
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Measuring and building the stage scenery;
Scripting and timing the performance
Allocating tasks in an equitable fashion; and

Positioning and operating the lights.

to 'have a go'!

PN o ke b

N Ma 17

C on, : . Australian
Government Publishing Service, Canberra, 1985. p. 28

Minister for Education, NSW. The Arts in Schools. October 1974. P. 1 16

De Education,19

iss lia Council. n and the Arts : NSW Report.
Canberra, 1977.P. 1
M.Comte. . Australian Journal of

Music Education, Volume 1, 1988. p. 107
Commonwealth Department of Education (
D. Russell-Bowie. The Policy and Prac @ tion in NSW State Primary

Sydney, 1989.
uwlumn Studies 4, 1993. p. 1
UWS, Macarthur, 1993. pp. 2-3
UWS,Macarthur. 1993. p. 18
D. Russell-Bowie.1993. pp. 222 - 223
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MATCHING MUSICAL and MATHEMATICAL PATTERNS

Steven Nisbet, Griffith University

Abstract

The association between mathematics and music has been well documented for
centuries, beginning with the work of the Greek mathematician and philosopher,
t, nc
th is
have stated that children's participation in m
academic areas including mathematics. A
areas? This inv
n element. It on
and visual contours, and secondly on the
mathematics and their ability in music.
m contour as
m and visu in

Modality condition and level of contour co
matching (melodies and music notation an
significant correlation between scores in m
subscales of both tests.

Introduction

Links between mathematics and music have been well documented for centuries. The
Greek mathematician and philosopher, Pyt

notes was related to lengths of vibrating

mathematical ratios existed between reson

Since that time the study of acoustics

instruments has progressed to the stage

mathematical modelling is very sophisticated. Not only are there  pl the
mathematics and science of music, but also there exists anecdotal re nce
in ing are those who g
(1 has hat the compos n
oring in science, i g
. Among the IS S is that of the
Massachusetts Institute of Technology whe 8 s are students in
these fields.
Educational research data on the 'spin-o
ms, such as the am d
Kodaly, have s that

academic areas of mathematics (number,

qu Fu oject has
en ian's n of musi
i

1
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mathematical context.

For instance in Figure 1, (i) What does the tune sound like? and (ii) What does the graph
tell us?

T —=
of music and mathematical
Literature on Perceptions of Musical and Visual Patterns
1
performance at the matching tasks.
ntal 0 in me gniti y n has
abli . (1978 that c odies

ical stimuli. If the melodic contours are
melodies as being different (Bartlett and

odal and intramodal matching of melodic

1) and the > cond ult and the
een pr n rat d s Tise e abstraction
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hesis whi up contour abstraction for visual presentation is
efficient t res n.

Purpose of the Study

€eo tudy was children's ce at es
no and math hs in relati abili cs
ic was to
al with p

d that children with more ability in music
would be more competent with the conventional notation, and that the use of non-
conventional notation would reduce performance levels. Similarly, it was hypothesised
that non-conventional graphs would reduc
able children. The influence of contour
materials of two levels of complexity, high

n ysi
c >V

melody > melody.
Method
Subjects:
One and one in 5 (aged 10 and 11) at two regular
subu schools d as cts. All underwent the set of tests in
mat ics abili sic into (50 and 51) for the
two ate sets ng mus and melodies with
graphs).
Materials:

The mathematics ability test was a written test which consisted of 25 multiple-choice
nts common to both disciplines, namely,

standardised tests produced by the Australi
All items of the mathematics test were co
also read out aloud to the children so th

dis th T abil
of d S mu
ian
the wer. m vyhalfo
acl the re w  done on
basis. Items were read out aloud also, as with the mathematics test. Information was
also colle the children's e ce ( ntal al),
levels of nce in other 1 s (1 art stu
science).
or graph (vi ,and (iv) m
were of low (1 contour ¢
ed on a Sony
had been rec
0 on the Visual mat

g were p k on white
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ct. Music n in the ng test wa din co i
tandard cr on a hor fiv e staff, left to ,

up-down contour of melody represented b

sa2x3x?2 desi formats x 3 modality
levels). The of i of the fourth modality
( allowed c all four cond a
n r analysis y 4 modality 2

complexity levels).

Table 1: Design A (2 formats x 2 complexities x 3 modalities)

Format Complexit Modality
y
Mel-vis Vis-Mel Vis-Vis
Conventional Low Cell 1 Cell 3
Cell 2 Cell 4
Non- Low Cell 7 Cell 9 Cell 11
Conventional Cell 8 Cell 10 Cell 12

Table 2: Design B (2 complexities x 4 modalities)

Format Complexity
Mel-vis  Vis-Mel 18
Conventional Low Cell 1 Cell 3 Cell 5 Cell 13
High Cell 2 Cell 4 Cell 6 Cell 14

asked, 'Was that melody the same as the
different?' In the visual>visual modality con

g ) was to the , then
n on (or . The was a
two hs) w same or ent.
mel were consecu and

the same or different. At the end of the session the child was asked what strategy he /
she used to remember the melodic and visual contours, and determined if they matched
or not.

Results

Ability tests:

Factor analysis of the mathematics ability test confirmed the three original test sections as
erns.
kills,
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There was a significant and positive correlation between mathematics and music scores
(r = p = 0.001), but this no more s ant than the correlations

math cs and music with other school ts. See r values below. (

n=101 for all values)

Music Mathematics
Mathematics 0.42
Language 0.44 0.55
Social Studies 0.46 0.44
Science 0.45 0.51

Matching tasks - melodies and music notation:

of the results re fo ta ain g
all there was no in eb in d
two main :
1 at tasks o
to low) al > visu >
isual. P dropped ly
An interaction between modality and
per e drops more as Xity
nce. was a significant tion
between format, modality and complexity r th
e S.
chance level, for example conventional
ity.
Music ability was a significant factor with performance at conventional format items and
si on
a fo
ic to

matching task performance.

Matching tasks - melodies and graphs:

order of success being (from high to
visu m Vi Co
also te in of t
indicated by significant interactions.

Math ability was a s ance i

but n ny other class h ma s
used as one of the matching halves). However musical ability was a significant factor

conventional items, low complexity items,
for test aggregate scores.

Children's descriptions of strategy:

The children about how they remembered the melodic and visual
contours, and her they were the same or different. With the melody
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»visual items, they said that they could remember the up/down shape of the melody and
the actual notes of the tune, along with the first and last notes. Some musical children
could see the shape of the tune in their minds from hearing the melody. With the visual
»>melody items, again they could remember the shape (for example, 'like a W'), kept a
mental picture, and checked the melody note by note. Some musical children could hear
the tune in head, just by looking at the visual contour. With the visual >visual items they
again could remember the overall shape, in e beg and the and
could keep a mental picture of the contour. ody » y items, said
that they could keep the tune in their minds, however the presentation of the second
melody often wiped the memory of the first melody. Many children reported that the
task was very difficult when there were 'too many ups and downs'.

Most children noted that the non-conventional format of music notation was harder to

read than the conv  onal ause 'it was o normal way', but
that the non-conve  nal g no more di the conventional g
Results showed that music notation format had more influence in the high music group
up. phs test, results showe of
rv with cross-modal ta ce
the ventional graph format.
Discussion
ant also se it offers further evi
features melodies. The matchi periority music P
and the high music notation scale group that chil ity to h

melodies to visual contours is directly related to their ability to read conventional music
notation.

Morrongiello and Roes (1990) postulated that one reason that musical training was a

in

ng
musically trained children focused more on
byno gth ving a finger
study the children wou

reading the up / down contour of conventional music notation. The results of this
experiment do provide evidence that this is the case. Although there was no interaction

between format and music group, the advan held by ¢ in the high score
group is demonstrated by the performance d  ences on tional form s, and
by the correlation between conventional format task pe ance The
fact that no correlation existed between no 1-conventio rmat and
ab mons s musically ced chil when with a
nt of m n on, no lon the adv e of fa music
notation.
n
t
1
Further tion een lexi music ability
g graph nds the ts o rongiello and
s int ment. A contour prese in music not co
d (in of musical staff, clef, s and stems) is

information dense than a simple line graph plotted relative to two perpendicular axes.
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The s s t previous findings that cross-modal tasks are
mor i ] particular with auditory and visual modalities
( and mont, 1964). Further, the as of the task r
( -mel  tasks easier than melody-visu s in ke atof B
(1972).
Analysis of the 1 tom ty
the contour abs i s (B an

only ler

ithre

is. T

further demonstrates the greater difficulties
especially as asks
for music n on i

P for musicn onr
g density of vi info
noted earlier.
at
of
ng
be music ps and no ti
co with t by Vande S
who concluded that it was not modality pe
mus ai in
mel ts ng

musical notation.

The evidence from this study demonstrates
is a tor ng
fo c ion T
conventional format items between high an
ate that the ects i high not
een the con in re music n

al
le
IS contour features.

The fact that the correlation coefficient for mathematics and music, although significant,
s fo s of S,
and pers , it

e connections. Nevertheless, one comment
athematics and music. The fact that those
children who scored highly in music scored at an above average level in mathematics

(and not the reverse) suggests that above average ability in mathematics may be a pre-

requisite to high ability in music.

ls as
in ch
in of
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the correlations indicate that only a proportion of the variance can explained by such a

identified. It is not intended to continue t
here given the small amount of relevant data collected in this study.

o the ass ion be

between hical 1
in hypothesis 13) was not gr t

aggregate scores, even though I was p and si . ying
3 ciation n achi i and
in in part d simil the
musical skill of interpreting music notation and the al skaill ga

ents of the s

. That not ,
musical skills which could contribute to the
hematical ability. Anoth stion hat
characteristics of the various melody-visual matching tasks an e on

performance level, and therefore link performance with musical ability?

the e
gta e
A d
surv le at time (s us
nw thee forma pr
classification of cognitive processing has
verbal systems, which describes sequential
of the sequences of words in sentences, an
are integrated units.)
In regard to the matching tasks investigated in this study, the p of visual
materials (music notation or graphs) sugg:sts that simultaneous would be
extraction of contour features from melodi
to investi hip between children's cognitive processing

in music
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8.30-9.15 Conference Registration
9.15-9.30 Opening of Conference Jane Southcott, Chair of
AMEL
9.30-10.30 Session 1- Chair, Dr Deirdre Russell-Bowie
Resolving the dilemmas of classroom Noela Hogg
10.30-11.00 Morning Tea
Menu
Danish Pastries
Tea and Coffee

11.00-11.30 Session 2 - Chair, Jane Southcott
How much influence do and should primary and
secondary schools have in shaping musical performance? Nita Temmerman

11.30-12.00
New directions for better or for worse?: The relationship
nal 1 comp nt Dr Deirdre Russell-
den ability c. Bowie

12.00-12.30 The National Arts Curriculum: The next three years. Joan Livermore
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Ernst.
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6.30 - 7.00

II

Day Registration

Session 4 - Chair, Max Reeder

Top in the (A stomu e
com ies): T nd onsibili he
educator.

Performing arts opportunities for schools: Statewide
perspectives in a school-centered system.

Watching Paint Dry: Musical meaning in a military
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Session 5 - Chair, Megan Cavanagh - Russell

Music as a vehicle of reform in 19 Century educational
movements.

Nurturing creativity: Music play for children under 2.

Young childrens' creative music thinking: developmental

or random?

Lunch

Menu

Spezzatino (veal pieces cooked with onions served with
ared sauce) & Salad.

Tea. Coffee, Orange Juice.

Afternoon Free

Conference Dinner- Waterways Resort

Menu

Chef's Homemade Pumpkin Soup

Trio of Pasta (all that can be eaten).

Traditional Italian Veal Parmigiana OR Chicken
Cacciatori served with Garden Fresh Seasonal
Vegetables

Tea, Coffee, After Dinner Mints,

Dessert - Fresh Fruit Salad & Cream or Tartufo.

Megan Cavanagh-
Russell

Alan Suthers

Roland Bannister

Jane Southcott.
Louie Suthers

Max Reeder



8.30-9.00

9.00-9.45

10.30-11.00

11.00-11.30

11.30-12.00

12.00-12.30
12.30-1.30

1.30-2.00

2.00-3.00

3.00-3.30

3.30-4.30

3.30-4.00

4.00-4.30

6.30-7.00

IT1

Day Registration
Session 6 - Chair, Dr Edward Gifford

Investigating assessment alternatives: a computer Jennifer Bryce
interactive music test.

the road. Professor Rovce Sadler

Morning Tea
Menu

Apple Strudel
Tea and Coffee

Session 7 - Chair, Professor Barbara van Ernst

Generative processing in the acquisition of keyboard Vanda Weidenbach
performance skills.

Pandora in the 90's Maree MacMillan
Students as novice composers: Designing the Carol Biddiss
Lunch

Menu

Margaretta Matriciana

Tea. Coffee. Orange Juice
Session 8 - Chair, Vanda Weidenbach

Pre-service primary teacher's perceptions of what makes
a good music teacher. Dr Edward Gifford

Open Forum -  Vanda Weidenbach and
Professor Barbara van Ernst

The identification of essential musical skills and
knowledge for the pre-secondary teacher and the
implications for research.

Afternoon Tea

Menu

Banana Cake

Tea and Coffee

Session 9 - Chair, Nita Temmerman

Maths and music: A creative partnership. Dr Deirdre Russell-
Bowie
Matching musical and mathematical patterns Steve Nisbet

Dinner at Squatters Restaurant



IV

9.00-10.30 Open Forum - Chair, Barbara van Ernst
Conference Review and Submission.
10.20-11.00 Morning Tea
Menu
Assorted Slices
Tea and Coffee

11.00-12.00 AMEL Annual General Meeting

12.00 Lunch and Close
Menu
Chicken & Mushrooms & Salad
Tea. Coffee, Orange Juice.

Up the publication road - Professor Royce Sadler, Dean, Faculty of Education,
Griffith University.

d of ac publ
was to top

The presentation touched on some of the following: the importance of publishing,

P Is, seeing the le thr
,b g tancy or profe al wri
ert ference papers to articles.
not R S

Publication Road may be obtained from Professor Sadler, Dean, Faculty
of Education Griffith N 4111.
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