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The Professional Development of Music Educators

There are a number of continuing and emerging issues in teacher education at all levels that demand
serious consideration. These include: the increasing emphasis on the use of information technology
in education; increasing emphasis on quality assurance and attention to learning outcomes;
continuing concerns about the entry criteria for preservice teacher education courses; and an
increasing expectation that universities will work more closely with the profession and industry in
designing courses.

The theme for this year's conference is relevant to everyone who is involved in the professional
development of music teachers for the early childhood level, primary and secondary school
environments, as well studio and community based settings.
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Potential for partnerships: Community music and tertiary
institutions

Belle Farmer
Deakin University

| prefer a few notes from an Egyptian pipe; he is part of the landscape and hears
harmonies not mentioned in your treatises.
(Debussy, in Musica Practica.)

Introduction

Community music making reflects the richness and diversity of music making activities at grass roots
l. Asane of . s attracting the interest of res , policy
ers, politici ity r educators at national and inte levels.

The purpose of this paper is to explore the nature of community music and the potential that exists for
strengthening music education when community music groups and tertiary institutions establish
strong partnerships.

A study of community music is an interesting one f a of pe ives: musical, sociol  al,
political and cultural to name just a few. Inevi v, ende to make sense of se
perspectives we find new vocabulary to be explored - vocabulary that in general, music educators have
not been to address in conv | curriculum y, culture, society, leisure,
partnersh teur and ritual , for le. It is not are new to us, but on the
whole, music educators have placed more emphasis on such as t, learning, listening,
curriculum, assessment, solfege, auditory discrimination, ¢ ing, playi so on. These words
ha such

an fer to

be busk

all we live and work in a multicultural society and that

'the arts' are a part of our national culture, even though, at times, that doesn't seem to count for much
with politicians. The need to address this vocabulary reflects the enormous societal changes that have
occurred in the last 10 years, changes that have affected every facet of our daily lives and have been
accepted as the norm for daily living.

Community music activity has new lessons to teach tertiary music educators as well as old lessons to
reaffirm. This paper will explore the implications of selected vocabulary and discuss the nature of
existing partnerships and the potential for future tertiary and community partnerships. The nature of
‘community’ needs a few words of explanation in order to better understand what is meant by
community music.

Community - locality, relationships, and spirit!

The nature of community is "a concept of which there are many ‘conceptions™ (Aspin, 1991). Many
writers have explored these conceptions of community. From a sociological point of view it is useful to
note that Worsley (1987) identified three overarching meanings of community: community as "locality”,
community as a "network of relationships" and community as "feeling" or "spirit". (Jary& Jary, 1991,
p91) To a surprising degree, the majority of writers on community music support these three
meanings. It is the last meaning that we will now explore.

The notion of a community "spirit”, "sense of community" or community "feeling" is a popular one in
the twentieth century and arises from a 19th century sociological tradition that believed community is
“necessarily beneficial to human needs and social interaction” (Jary& Jary,1991, p97). A German
sociologist , Tonnies (1887), employed two special words - gemeinschaft and gesellschaft - to
describe community relationships and to provide insight into our understanding of community in
general. Gemeinschaft, argued Tonnies, describes community relationships as lasting, sharing,
intimate and based on a shared culture whilst Gesellschaft reflects community relationships which are
"impersonal, fleeting and contractual ... competitive and often characterised by anonymity and
alienation". (Jary& Jary,1991 p 97). Tonnies concern, of course, was that industrialisation and
urbanisation would destroy the gemeinschaft community relationships. Interestingly, research



conducted by g itmot (1 that there is little connection between urbanisation
and the destru o} inschaft t n community.

Costello (1991) analysed the use of the word ‘community' across twelve authors in a special edition of
the Austral sic and c edt e notion of ¢ ty was
thought by lev most edu . He argued use of
the word ‘c us expressions as 'residents', 'society', or even 'the

public’. He found that the designation of the term 'community' not only imbues a group with an aura of
respectability but also an "ability to suggest a bond between people" (Costello, 1991, p49).

ck (1991), Harris (1991) an ndt (1991) ss the
active grass roots music ing which | varie
community created sound sculptures, the sound bush

ethnic groups.
A Detfinition of Community Music

What is meant by community music? Few writers seem to be willing or able to provide a clear,
operational definition of the term. Most writers provide a cautiously worded, qualified and limited
description. One such attempt to convey the meaning of community music, | suspect from a marketing
perspective, is headed

Amazing facts about community music...:
. es ultura ps all levels of ability
. for of all et
* prepares young musicians for professional careers.
* brings music into the lives of isolated groups.
¢ inspires Australian composers and keeps our music alive!
(Shout, August 1995, p 16)

Undoubtedly, these 'amazing facts' do capture much of the spirit and activity of community music
making, but inevitably reads more like a union ambit claim to an unsympathetic management team
rather than a considered, factual statement to guide our thinking.

In 1988 the International Society for Music Education (ISME) Commission for Community Music Activity
also addressed the need for a definition of community music. is response, although somewhat similar,
is more a set of guidelines or principles as an operating base for their work:

- Music is a basic means for human expression and communication;

- Music is one of the factors that creates social and cultural identity;

- Music activity is in itself educational in the sense that it leads to personal and social
development and self-realization (ISME, 1988, p 50).

Whilst this statement contain some laudable beliefs, the statement is still vague and inconclusive. We
need more direction.

The next definition is worthy of more careful consideration. Note the specific vocabulary in this
statement: jobs, access, cultural tourism, recreation, cultural identity.

Community music is partnerships such as those between musicians, professional music
administrators and music practitioners. Community music is about the issues of access,
excellence and education at the grass roots level. it is also about issues such as cultural
tourism, jobs, recreation and building a cultural identity locally and nationaily. Community
music is the integration of live music into the lifestyle of a community with performances at
celebrations, markets, weddings, funerals, art exhibitions, sporting events and civic
ceremonies (McAlister, 1994).

To this definition it would also be appropriate to add that community music also exists for the
disenfranchised person seeking personal empowerment, the disabled, the alienated and those who
live in poverty.

McAlister's definition is quite remarkable in that it embraces all those areas identified earlier:
sociological, political, cultural, leisure, amateur and professional music making, education, and
partnerships with the end resuit that we have a far more detailed and exciting view of a more realistic
community artistic life.

ceedings 1995
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ary, and
dits 94).
provided by the 1988 Commission. The claim that
a
e
ti
u
n u
b fl

s I
n. Music making varies and changes, according to
musical preferences, as well as sociological, cultural and other demands and pressures.

usic y en int
Il as r e it of
ea e ty ou r
in small or large groups that are unique, and often
M.O.O.N. ers Out of No arose from
canvasse local school k for more
ear according to the availability of performers - the
ancial support are just three reasons why groups
might ‘fold'.
A third reason why it is d It to c y music eraction - but of a different
sort. It is tempting to ass that u cis the eur - the grass-roots music

makers. This is not necessarily so, however. Time and time again we find that when amateurs and
professionals interact it is of benefit to all. In many different areas of community music, professionals
feed into the community groups with support and nurture of the young and the adult amateurs of all
levels .

This interac  of pr ional and amateur performers s us to the reason why it is
difficult to ne c unity music: how do we de who and to grass-roots
community music rather than mainstr high re arena? At what point do we say that someone or
some music activity does not 'fit' the practices of grass music mak
High/popular cuit and the notions of excellen ss and equity bring unity music
into the political a
ining nity isi t for music educators as it en t o make sense of
dive col infl that he students, influences h bring with them

into the courses we offer and which will affect the way in which they will give back to the community.

Community Music Activities - diversity and partnerships.

a Committee of ten community music practitioners - com community music leaders, ry
music staff, for example. The organisation, funded by Arts and Vic Health, has a mem ip
of 150 groups and 55 individuals. In October, 1994, as an inaugural event, C.M.V. staged "Great
Southern Sounds"- a weekend festival of community music making set in and around the precincts of
the Victorian National Arts Gallery. Non-stop community music activities were performed in the Great
Hall, the internal courtyard, and in front of the gallery: solo artists and groups, jazz, marimbas, Celtic
harp, recorder orchestra, children's and adult choirs, electronic music to name just a few. Much of the
music was original matenial.

This festival demonstrated not only the diversity of community music activity but also the importance of
partnerships in maximising the opportunities for music making.

AMEL 17th Annual Conference Proceedinas 1995



Partnerships - 'the ripple effect’: a case study.

The major thrust of this is ‘potent r partne we are, is a
sharer, a person who e with ano In this orb Il (1995)
describes the partnerships established in the case st

The case study concerns the establishment of partnerships between a small Catholic school at
Belgrave in the Victorian Dandenong Ranges, close to Melbourne, and an Aboriginal/multicultural

ol in e (St sC lic n a young blind ian i Ibourne and an
iginal ian S nA b dren of St Mary' the e of Melbourne

and between Deakin University and countless arenas of involvement.
Janice Corbett-Connell, a Graduate Diploma of Music stu at Deakin University ( became
part of this network of partnerships when she met Sam ick, a blind musician, lister - a
unity ¢ coordinator (Dandenong Ranges Music Council) and of Music
a, an n Zavan, community musician and Council member of th en Music

Council when they visited a Graduate Diploma class a short time ago.
The Process

Corbett-Connell (1995) describes the process in her own words:

Early in Semester 2, members of the Dandenong Ranges Music Council attended Deakin
University. Bev McAlister, the Co-Ordinator, Sam Derrick (musician) and Joan Zavan
(member of the Council) shared with us their recent experiences in Broome. Joan Zavan
has a son working as a mechanic with the aboriginal community at Djarindgin which is north
of Broome. When she visited him some time after his appointment she was introduced to
the music from ‘Bran Nue Day' (BND). She loved the music so much she brought back a
copy of the C.D. for Sam.

Sam Derrick, who is blind, loved the music and learnt all the songs from the CD. He later
travelled to Broome and by coincidence met Stephen Albert at a Hotel where he was
staying. Stephen Albert co-wrote Bran Nue Day and also performed the part of Uncle
Tadpole in the musical. Stephen Albert was impressed with Sam's musical ability and love
of the music and they now share a warm relationship.

Stephen Albert is quite an influential member of the aboriginal community in Broome. He
is a member of the Board of Mugabala books; he was the first aboriginal on the federal
government's education commission in the early 1980s; he lectures at the Notre Dame
University in Broome; he also spends a lot of time in the Catholic schools in the Broome
area teaching contemporary aboriginal music as well as telling stories from the Dreamtime;
he is an actor and is currently on tour on the west coast of WA.

Bev McAlister recently travelled to Broome with Joan to survey the music scene in
Broome and to come to some understanding of what aboriginal music is. What she
discovered was that ‘real’ aboriginal music would never be heard by white people as it is an
integral part of their sacred ritual and lore. The contemporary music that the townsfolk
performed in the pubs and what was being taught in the schools of Broome interested
her greatly. Broome in many ways represents a microcosm of the ethnicity of Australian
Society. This is what is reflected in the music of BND. Stephen Albert took Joan and Bev
to St. Mary's Catholic College in Broome. This particular day he was actually teaching
songs from BND to the students as well as telling stories.

Since coming back from Broome, Bev floated the idea that the music being composed in
Broome could, essentially, be described as Australian as it reflects all different ethnic
groups as well as aboriginal. The problem was where would she go from here.

A few days later | approached Joan and asked if she and Sam would workshop the Choir at
the school where | teach. The school is a small Catholic school in the Dandenong Ranges
at Belgrave. The choir were preparing for the outer Eastern Region Catholic Schools
Choral Festival. Joan agreed as it would be a good opportunity for Sam as he is trying to
establish himself as a musician available to community groups in the area.

AMEL 17th Annual Conference Proceedinas 1995



The children were prepared and g a history of Broome and also touched
briefly on the Catholic Church's i  ve in aboriginal commun . The choir
consists of children from grades 3 to six. We do not audition for the choir and across four
classes we have approx. 40 children.

At the workshop the children sat Ibound for 1 hour and 10 Their response to
Sam and the picture Joan descr for them of Broome was lous. The children
learnt, almost intuitively, the entire repertoire for the festival. Sam and Joan agreed to
accompany us to the festival.

And the ripple effect continues:

The St Thomas School religious education co-ordinator has become interested in the

that they use in their liturgies.

ra St
ere pa
bm ion
il re ich  facili
St. in  ome are based on music rather than reconciliation.
ership sts one of lity r than of s h
i ps as long term its f ure ge tio ie e
down between different ethnic groups through musical relationships. (Corbett-
, 1995)
Corbett-Connell argues that it is the school-based music e gives ning to music
education' when co ps areinv  to share in the m of th ool, and when
schools take their out into community. This partnership between school and

community is further exacerbated when the tertiary institutions challenge "existing methods of music
education and provide a forum to facilitate and nurture ideas" (Corbett-Connel, 1995).

s
y
s
s
Tertiary Music Courses: Music Education and Community
(1991) s strongly for a 'new to c ation, one where peo  may be
s of thei music, and where stu be s all the diversity of trad s within

their community.

But how can this happen? Recent national and state initiatives in curriculum planning have shown
r hases in a such as c osing. T
s I ia , for exa ess this is A short
r

Music in the 21st Century will be characterised by increasing diversity of styles,
ensembles, performance venues and new media. To be successful, musicians of the
future will need flexible skills with a variety of conventional and new technological
instruments, respect for and knowledge of musical traditions, a global multicultural
understanding of music making, and strong insight into the nature of musical languages.
(CalArts School of Music, 1995)

Thus, the Core Curriculum (undergraduate courses) and the Music programs focus strongly on skills

rs that un n com n, orm it u As , @ 'Musical Arts

in usic cul of the m per d n nm critics, influence
o lar and high-art cult , music gy and n , interdisciplinary musical literature,
h and theory studies, fundam Is in mus
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The CalArts s tsalsoh  the opportunity to participate in The unity Arts P p, in
which they be actively lved in the artistic life of the Los Ang mmunity by and
performing in high schools, junior high school and community arts centres.
eakin, loma of Music has be
hers a arts workers. Core

A , Mus ipS

in enco and

an ives i Music and Community, Computers in Music, Music
Systems and Profiles of Music.
Deakin (Burwood) has also taken the initiative of es  ishing a res ship with Community
Music Victoria and has just submitted its first joint op  ion for a AR
Conclusion
Tertiary institutions otential to be partners in the process of active community making. But it
will require true p of equals rather thar one of pa the willi to re-sh
courses a inv ent of community nning and of some work, as
as the pla t of nts out there in th unity.
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Dmitri Kabalevsky: Unravelling a philosophy of music education

David Forrest
Royal Melbourne Institute of Technology

Dmitri Kabalevsky (1904 - 1987) was an educator, writer, pianist life sp the s
in twentieth century Russian history. Central to Kabals hy is th f that and s
for music
d Thisp

This paper is a discussion of some facets of the philosophy of the Russian composer and educator

Dmitri Borisovich Kab ~ sky. nvestigation of Kabalevsky's philosophy was undertaken as part of
the author's research his for children.

levsky's life (1904 - 1987) spanned the immen ¢ est  occurred of

ieth century Russian history. As an influential mus n polit nheis see ful
survivor of the many changes of political focus and definition that marked the history of Russia and the
Soviet Union. He is now an historical figure who will ably be best re bered ¢ he
co for children - hi d no es. interesting that hree h hers
as in the Moscow oi ast mber to ¢ e the anniversary of his
birth were prim conce with Kabalevsky' views on tion, ly his 1972 music
syllabus for the ian Fe tion.

The official record of Kabalevsky's life does not provide an adequate biographical picture. This is
despite the fact that throughout his life he himself carefully recorded his contribution to the State,

education and music. His public views and com on his ry composers, philos
mus education are recorded in his approxi ly 500 (books, articles and
cont ns).

Of Kabalevsky, the man, little is publicly recorded. Details on the politician, the administrator, the
composer and educator are available. The British musicologist, Rita McAllister (1994) commented
that Kabalevsky was “a great editor of his life”. Her observation was that he made specific details
of his life he was time". During Stal
situation was ch ficantly. As an as
ul of what was said and written about himself and his

It

K

K

R

bureaucrat”. Olkhovsky (1955: 225) in Music under the Soviets observed that:

Kabalevski and his companion in arms Tikon Khrennikov became for Russian music under
the Soviet regime its evil geniuses; in their critical work they made a significant
contribution to the ensiavement of Soviet music. For a considerable period editor of
Soviet Music and author of a vast array of “guiding” reports and articles, Kabalevski, more
perhaps than any other sub-Soviet composer, is a typical representative of Soviet
sycophancy.

Kabalevsky's views on politics, education, and music are interrelated. He was involved in politics at a
number of levels throughout his life; his most obvious involvement being with the Union of
Composers and later as a member of the Supreme Soviet of the USSR.

As a composer he was able to reflect in his compositions the overriding political ideology. His works
reflected the times and prevalent movements within his country. As his life progressed and his
influence increased he became more vocal in his criticism of the avant-garde and what he considered
to be the pernicious influence of popular music.

Kabalevsky's public statements of his beliefs about education did not occur until the latter part of his
life. His educational philosophy reflected two clearly defined yet related paths: firstly the education of



8 The philosophy of Dmitri Kbelevsky

essional mu and secondly music education in schools. Throughout his life his
itions reflect ncern with the tion of the pr  sional musician. This rly
evident in his piano compossitions for children and young p  e. His interest and in in
ic coincided initially his i the Inte | Soci
time his public st ents by his and

particularly his 1970 book About the Three Whales and Other Things, that he said resulted from the
vast quantity of correspondence he received from children.

sp y ation was ly based on the ical princi
sa o lly and pol lly during the ea s of the G
n. o t grew up with the Revolution. Throughout his life
he carried the ideas of the socialist revolution through to all aspects of his life. He believed in and
ioned the system that a red him. For Ka the ist system was
ng answer to the polit l, ¢ and in turn ed pro that faced the

As a young man he experienced the leadership of V.I. Lenin. It was Lenin and his close political
s at alevsky continuaily re to and quoted throughout his life. It was clear that no
o or tical adviser had the ef ect on Kabalevsky and his philosophy. With the
change of leadership of the Soviet Union after the death of Lenin, there was a change in the focus of
the interpretations of Communism and international socialism. It was perhaps Stalin's years as leader
(from 1924 to 1953) that defined Kabalevsky's direct as acom ed . S ficantly it
was during the Stalin era that Kabalevsky was mostp  ctive as a It Iso  time that
he was accepted as a member of the Communist Party and his appointment as Professor of
Composition at the Moscow Conservatoire was confirmed. Stalin's (and particular his Minister for

Culture A.A. Zh h for the a ion of Social Realism in all facets of the arts was a
significant move Kabalevsky istic output.

In Kabalevsky's Soviet Union the individual was linked to the state through the party. This link was

r t dana to the ideological

in ) not an process. |t was a

s sionally accepted and then after a period of time

g the full ri of a member of the Party. Membership of the Communist Party accorded certain

ri and privi  s.

its id . In 1970 Kabalevsky 1 3)

in lif 8, nor can exist, which be

i or be free of ideological content”. Education was

the powerful ugh which the Party's ideology could be enunciated, implemented,

consolidated d. Education was not restricted to the schools and the family: the Party

put in place a huge communist youth movement that included the majority of children from 7 - 17
years of age. The three strata were the Octoberists (aged 8 to 10), Pioneers or the All-Union Pioneer
Organisation (aged 10 to 15) and Komsomol or All-Union Leninist Communist League of Youth (15
upwards). These youth organisations provide one of the most significant forms of political upbringing.

Kabalevsky (1970: 3) stated that

We Soviet music educators consider the theory and practice of musical education and
upbringing or training as being inseparably linked with all our culture. While absorbing and
developing all the valuable, creative, human ideas of the past epoch, above all
progressive Russian pedagogical views, Soviet pedagogy introduces new aims and
ideals born of our Revolutionary epoch.

These aims and ideals were not only “born out of the Revolutionary epoch”: they were directly related
to the revolutionaries, particularly Lenin and his adherence to and development of Marxist
philosophy.

In an address in 1969 Kabalevsky acknowledged the important influence the Revolution had had on
the development of the individual Soviet citizen:

The Great October Socialist Revolution has made our people universally literate, thereby
setting free their vast intellectual and spiritual forces that had been dormant until then. A
universal aesthetic culture is equally necessary, for it will enable the people to reveal their
tremendous creative abilities, essential for all and every sphere of human endeavour.
(Kabalevsky 1969: 16)

AMEL 17th Annual Proceedings 1995



nd al is at that is recu in
in lis sed at . The power art
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The etic n u rs fo g the Great Oct
Soci . Ka ( c idea d easily be visua
asa . Th t c
1
2
3
4
5
6. of aes tic ed , @ component of un sa
the sh  ng of s outlook, their  itu d,
Is.
of th was taken as a foundation stone of Kabalevsky's philosophy and recur as a
tifin and addresses.

was another important thread that follows through

new life. The high demands interwoven here
that base of our musical cation,
r,m | t and, it follows, to m teache

All teachers (from the school to the Conservatoir
creative thinkers and instructors, and could trans

hi writers of th of the Soviet
.K V. Asafiev. ed that these
its responsible for the education and culture of the

17th Annual Conference Procesdings 1995



10 The of Dmiti Kbelevsky

of hda Kr aya n's wife and collaborator),
. ed in. He the f ing comment as one of the
i of cation:

the edifying influence of art can help a child to understand more deeply his thoughts and
tions, to think clearly and feel undly. Self-knowle is bound to
to a better kno e of others, ... th d grow up to be wel pted, with a
strong community feeling.
(Kabalevsky 1973: 46)

nt and its p ' le
as placed o t of
The con e al

characteristics was repeatedly stressed.

Kabalevsky (1988: 22) often quoted the work of the first People's Commissar of Culture, A.V.
Lunacharsky, particularly his Basic Principles of the United Working People's School (1918) in which it
was stated that:

aesthetic education should be thought of not as the teaching of a simplified child art, but
as the systematic development of the sense organs and of creative abilities, which
increases the possibilities of taking pleasure in and creating beauty.

Krupskaya and Lunacharsky writings provided a realistic foundation and, Kabalevsky believed, a
workable framework for his compositions and writings. He is on record as saying that ‘music for
children is art with imagination [that reflects] nature, life and the heart’ (Novik 1976: 52).

At the International Society for Music Education meeting in Interlochen, Michigan, USA in 1966 he
commented on the global role of music when he said: "If, the governments of the world would follow
the example of the musicians, there would be no more wars" (Kabalevsky 1988: 127). He believed
that, "music is both a marvellous art and a sharp weapon in the fight for the lofty ideals of humanism,
for peace and high regard for all nations" (Kabalevsky 1973: 47).

In the Epilogue to Music and Education: A Composer Writes About Musical Education Kabalevsky
(1988:141) continued this with the statement, "And naturally we are ready to repeat those words of
wisdom spoken by the great Polish artist Jan Matejko: ‘Ar, for us, is a type of weapon, inseparable
from our devation to our fatherland!™

Kabalevsky argued that the principal aim of education was to ‘fascinate’ children with music. Without
this fascination, music (in its many forms) would never yield its vast educational, spiritual, pleasurable
and enriching role.

Kabalevsky (1988: 21) considered his main aim as a composer and educator was “to arouse in
children the clear understanding and feeling that music (like all the arts) is not only an entertainment,
that can be taken or ignored at will, but an important part of life itself, of the whole of life and of the life
of every individual”. It would seem that his compositions for children and his writings shared a
common philosophy. In many of his addresses and interviews he repeated such comments as:

When somebody asked the writer Maxim Gorki, 'How should books for children be
written?' he replied, 'The same as for adults, only better!’ This reply can equally well be
applied to music for children.

Kabalevsky (1988:148) in the epilogue to Music and Education extended the much quoted Gorki
statement by saying:

Maxim Gorki was right when he said that the way to write for children was as for adults, only
better. In my opinion, however, it should be added that in order to write well for children
one also needs to be able [Kabalevsky's italic] to write for aduits.

He clearly acknowledged that the composer of music for children must write in a considered manner
but must also be able to write for adults. Kabalevsky (1988: 120) stated that

it is not enough to be a composer to write such music. You have to be at the same time a
composer, an educationalist and a teacher. Only this way can good results be achieved.
The composer will ensure that the music is good and lively, the educationalist will ensure
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that it is educationally reasonable. As for the t . h ses t
that music, like any art, helps children to see t id thei a
developing not only their artistic tastes and their ei ut al r
life, mankind, of nature and their country.
li e | to Ka tea ngs f
. e that a i co oser
i ti for chi to writt
chology, i ng an und of childr ts. Continually he
mple (yet idered) ba een the the educator and

Essentially, Kabalevsky believed that the foundations of music education rested on three forms or

lex or abstract - t li creating. It shou not be surprising that
ajority of his com s d on the song, the or the march.

ole building does not consist solely of foundation,
while it grows out of songs, dances, and marches, does not consist only of these.”

As all children would have had the experience of the song, and  rch before they
attend school it is possible for the teacher to commence w eex ences from the
very beginning. The 'three whales' introduce the first-graders to three large spheres of
music from the start. Their music horizons expands immediately, because they get to
know all songs, all dances and all marches on earth (Kabalevsky,1974: 125).

The son march, to

and the ms of m mu

inm . Rtisp in usi

take able to lor well as understood by children.

Gradually these forms recede in favour of the more

Songs, dances and marches are the most democratic, the most popular and mass genres
e

r
to the roll of a primitive drum (Kabalevsky,1974: 124)

Kabalevsky (1965), in the set of 'talks with children about music' entitled What music says, again
of the thre as the ges upon which ren can enter the of music. His
nce on the e of ba a system of mus ucation on what h as the inherent

nature of music is perhaps best expressed in the following statement:

In my many years of teaching music to school children of various ages, | have attempted to
gari lying on the music itself, pt that
ly re art to music as a school and that

would just as naturally relate school music lessons to real life (Kabalevsky 1988: 21).
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me hatth ipal aim tion is to ‘fas c usic, he said
mu asa subject evelop in chi n g that music
of |

the main task of music lessons at school is to interest pupils and to arouse their
enthusiasm in music as a live art. The music teacher at school must concentrate his

a on on attaining this devoting to it his creative initiative, his knowledge, his
e ence and his love of ren.
d ng
p nd
g nt,

Following on from this (Kabalevsky 1969: 9-10) commented that

of mass musical training in ge education
schools is not so he study of music for its own sake as it is for the tit has on
the whole mental ritual world of children, above all on their morals.

We hope that aesthetic education, in one form or another, will become part of the school
curriculum from the first to the last class. Whatever form art education may take, it must be
and by no means optional.

In school education Kabalevsky stated in an interview with the Novik (1976: 52)

all the world will say th e en
in music. It seems th a c ng
that develops a real musical culture in t e t g to
practice singing or playing.
Kabalevsky's educational ophy was ised od tways. Th he app n of
his ideas to the Russian Syllabus the nd his own co i for chi and

young people. He was a reformer who built on the past - not from the rubble of destruction but using
the past as a secure foundation.

inD be of th stry of Education of the USSR adopted a resolution on
mea of thetic tion of : chool children stating:
educ of s h be
arts cts g | i in
: 14).
levsky (1988: 17) that ther to be a fundamentally new approach to the
ing of music in Rus s. He opt stated that:
(a] new conc  of t uld arise from be bas the
would natural  lat c music as a sch ubject, hool

life. This approach, which was musical and aesthetic, rather than musically didactic,
affo a real possibility of achieving the integrity and unity of the teaching process, not
mer ith a single lesson.

In 1974 Kabalevsky attended the conference of the International Society for Music Education in
Perth. At this conference he outlined a retrospective of his own philosophy of education and
discussed his life's work with children:

Id

hat

co
an ordinary teacher of music (Kabalevsky 1974: 123).
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It is interesting to note that at 70 years of age he went into schools to demonstrate the content and
teaching of the new Russian music syllabus for the general schools. He wanted to show the teachers

work. It applied both to his co al output f
a musical education for all Sov n.

Central to his educational philosophy was the place that listening as an activity held. Listening was not
a secondary, passive activity.

Listening to music becomes immediately an actively creative process with the first-
graders, for the teacher invites them to listen not to a song, a dance or a march, but to
music in general. The children are expected to say what kind of music the teacher is
playing and to determine to which of the three main ‘whales’ it belongs (Kabalevsky 1974:
126).

Kabalevsky (1988: 29) continued by saying that

as far as possible every work heard in class should satisfy the following requirements. It

id art at it should be ionally sui e (i.e. it
ld ch g ), and it shou a definite cational
(i, ts Ip ideological convictions, moral ideals and

aesthetic taste).
This then related to his views on the role of perception in music (Kabalevsky 1988:35):

The active perception of music is the basis of musical education as a whole, and of all its
parts. Music can fulfil its aesthetic, cognitive and educative role only when the children
really begin to listen to it and think about it. In addition, it may be stated quite definitely
that someone who is (singing, playing and conducting), and that all the historical and
theoretical knowledge acquired in class will remain an empty formality bringing the
children no closer to an understanding of real musical art.

Real, truly felt and though-out perception of music is one of the most active forms of
introduction to music, because it activates the inner, spiritual world of the pupils, in feeling
and in thought. Music as an art does not exist apart from perception.

In order for the students to have a full musical education Kabalevsky (1988: 36) stressed that

All forms of musical activity in school must contribute to the creative development of the
pupils, i.e. must stimulate independent thinking, individual initiative and the desire to do
something individual and better. It must be said that all these qualities, which are
particularly brought out by the teaching of the arts, have a positive effects not only on the
rest of school work, but also on future activity in any sphere.

In conclusion, Kabalevsky was a man of his time - his ideas were moulded and developed by the
circumstances that surrounded him. Kabalevsky's philosophy covers a range of layers and could be
seen as an extension of his ideas on the three whales. The three whales (the song, the dance and
the march) could be expanded into a series of triangulated relationships that cover most aspects of his
philosophy. Firstly, the performer, the composer and the listener; secondly, the composer, the
academic educator and the generalist classroom teacher; thirdly, the individual, the party, and the
country; fourthly, in terms of social realism the three related aspects that an art object must represent
the interests of the people, that it must further the cause of the party, and that it must have sound
ideological content; and finally, as Kabalevsky (1988: 21) stated he attempted to arrive at “a concept
that would naturally and organically relate music as an art to music as a school subject, and ... relate
school music lessons to real life.” He continued by saying that he attempted “find the sort of

principles, methods and approaches that could help to attract children, interest them in music, and
bring this beautiful art, with its immeasurable potential for spiritual enrichment, close to them.”
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Music: Love, wonder and the nature connection

Christian Heim
University of Wollongong

In a very real sense, can only do we love. ting of a ine ina for
mysic is at least as rtant as the of factu n. This p his an  her
glimpses sic an cap LIt presents a view of music as analogy of
universal ctive. is to ted e role of educator.

Love

Her child died. She was inconsolable. To Dorothy her little boy was everything. Now he was gone.

was a wealthy V le n - the Ba Von Ert sought out s,
ives, priests and p b pain could touched. i her piano te
He opened the d fin eyes;ac e ce; she . He led her into the warmth of the
music room. She sip a hot cha ile He play r her. For more than an hour, not a
word, ... he played fo : penet to her soul. She cried. She stopped crying. She
listened, she giggled. d She s . She cried again.

"And in that hour," she writes, "he told me everything, and at last brought me comfort" (Gerig, p.81).

The player was Ludwig Van Beethoven.

LA B A

akes no music with it! He is only interested in the

c o )

! c r
c o t
d

"Explain to me this piece of technical wizardry - this 'Chiroplast'."

introduced. ... To each Finger-guide will be found attached a brass wire, with its regulator, called the
Wrist-guide' (Logier; in Gerig, 1p.26). Those poor students. Damned technical machines, where's the
ant, | ask you!"

"Perhaps the person is at fault and not the machine." With that, Master Kalkbrenner sat down and
played his Broadwood grand pianoforte with such expression and accomplishment that it was
transformed from a mere machine into a worthy musical instrument. His handling of the rich tone was
sensitive and inspired, his pedalling was subtle - making use of the divided dampening system to
tastefully enhance his artistic expression.

“The instrument is indeed fine," He explained.

“Indeed," | replied, still lost in the superb sound.



16 Heim

"l, too, have invented a piec technical rdry - though not as e as the one you have just
described. | simply call it the  nd-guide" ig, 1p.30) - ittoo, is a t aid for students."

"Master", | stuttered, "I did not wish to imply that al/technical wizardry was mere gimmickry, rather ..."

“ retorted Kalkb r, ove  ng principle is that | love and use technical gadgetry,
there are surely s love  hnical gadgetry and merel music."

LR AR R 2% 4

Carolyne: Franz, | have found you out!

Franz Liszt: How so, Carolyne?

C: ill recognise it.
IIO
Und sorge Herz un be

So noch er in schiagt.

Und wer dir seine Brust erschlieB3t, o tu ihm was du kannst zu lieb,
Und mach ihm jede Stunde froh, und mach ihm keine Stunde triib!
Und hdte deine Zunge wohl: bald ist ein hartes Wort entflohn.
o war bés
Der andre und "(F Liszt, p.30).
F: Yes, my love, | find that poem most inspiring.
C: Inspiring, Franz? Why, you practically stole it!
F: How so?

C: You merely took the words, set them to music, and then did away with the words! Listen:-

rno I
und kiagst.
Need | go on, Voleur ?
F: e dear C ne, th isal ate compositional technique. | view "programme

mus I e genre e art!" rrick, ).
C: But you have employed no recognisable musical form, dear Franz.

F:". S ... c by te respectable ple into fo ... | only beg for
permi tob c th msbythecont *(Liszt; in 372).

C: But surely "the beautiful is not ... in need of any subject introduced from without, but ... consists
wholly of sounds artistically combined* (Hanslick, 47).

F: Yes, ve, but cis'e ve, em some state of mind, or meaningless ... its
formm a cons nce of sses" ( 372).

C: Perhaps, but my point is this: does the music itself portray love, or have you not stolen the emotion
from the poem?

F: My music is about love.

C: Your title is, the poem is, but can a mere collection of notes portray a specific emotion: love, human
love?

F: Listen to the music. What do you think?
C: | wonder ... but what do you think, Franz?
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F: Music "is the language of feeling and of passion" (Schopenhauer; in Fox, p.144) but it is too abstract
a vehicle for the communication of personal emotions: 'Love' in general, yes, but a specific human
love, no. That is why | run to extra-musical ideas. "... Music must concern itself with people ...
improving,

edifying, and comforting mankind” (Liszt; in Suttoni, p.237). Here | have achieved the communication
of a personal emotion through music; though your objection, my love, is worth pondering.

Wonder

Socrates: Teacher, why must we be as little children?

The Teacher: Why do you ask? You, the wisest man of your time.
S: | know | am ignorant.

T: As are children: ignorant and filled with wonder.

S: Let us then discuss the wonder of music.

T: Music contains the secrets of the universe. As planets revolve around a star and electrons around a
nucleus, so do tones revolve around a tonic.

S: The universe is perishable, surely music is more.

T: "All is perishable, only God's Word remains for ever, and God's Word is revealed in the creations of
genius" (Liszt; in Hueffer, 2p.39).

S: Geniuses "compose their beautiful [music] ... because they are inspired and possessed. ... God is
the speaker and through them he is conversing with us" (Plato's "Socrates"; in Frost, pp.33-4).

T: Well spoken. Music is "objectively spiritual, quite apart from [its] genesis in mental processes"
(Adomo, p.472). "What defines [it] as spiritual is the fact that ... [it is] more than either the [substance]
or the principle of organization" (Adorno, 1p.89).

S: | believe it takes on "the illusion of not being man-made. When fully comprehended, [its] spiritual
essence becomes a part of [its] substance" (Adorno, 189). "More than anything else [music] find[s]
[its] way to the inmost soul and take([s] strongest hold upon it, bringing with [it] and imparting grace, ..."
(Plato’s "Socrates"; in Strunk, p.8).

T: Indeed. Music "is a language, ... able to express noble sentiment ... especially the most noble of all,
the religious sentiments exaited by the theology and the truths of our faith" (Messiaen, p.13).

S: Most of the arts, | surmise, "are unsuited to the expression of religious truths: only music, the most
immaterial of all, comes closest to it" (Samuel, 7). But it "does not express anything directly. It can
suggest, create a feeling or state of soul, touch the subconscious, ... those are its immense powers:
music cannot ... inform with precision" (Messiaen; in Weir, p.66).

T: Perhaps not; though music can be "a symbol, an elevation of the soul towards [God), a manifestation
of [God] ... what is invisible ... is truer than the visible; ..." (Messiaen; in Samuel, pp.103-4). Music is as
close as humankind comes to the language of Angels. "The angels only have the privilege of
communicating ... without any consideration of time and space" (Messiaen; in Weir, 66). "If the angel ...
directs his mental concept in order to communicate it to another, immediately the latter perceives it: ... "
(Aquinas; in Weir, p.66). This is true music.

S: And "the gods gave us this "pleasurable sense of harmony and rhythm; and so they stir us into life,
and we follow them ... in dances and songs" (Plato; in Allen, p.196).

T: "Adam was instructed by his Creator in every art and science, ... the knowledge of music was of

course included - a knowledge which Adam employed in praising and adoring the Supreme Being"
(Stafford; in Allen, 52). But "God's creations are enclosed in Time, and Time is one of God's strangest
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res because it is totally opposed to Him who is without beginning, end, or succession"
aen; in Samuel, p.11).

S: A question. Is God in the particulars of creation? Is'he in music?

T: Consider ung by a bird or whale, or ed upon the flute or the harp. It contains overtones.
Actually all e included in its sound, t all notes between all notes, then all sounds. The
principle of the whole is ¢ ithin part just as each atom of the universe contains the
principle of a solar system. nisc d in the image of God.

S: And human emotions in music?

T: The universe is a structure through which emotions and ideas can be expressed, be they Divine or
human. So too is music. So too are you. God is within the universe, music and you. That is what | have
come to reveal.

They parted, Socrates knowing he was ignorant and the Teacher knowing he would die a horrible
death.

LA R B R

Last ki rd Chris S {fic  us name) p the Liszt Bm Sonata. Now | listen to
Mau Po  playing n s. Musikverei Vienna, $2.50, standing room. The
b
ev
ce

considerable output for solo piano, | believed the
most uninteresting. Fortunately, Pollini has reveal
works.

After embracing the cold Austrian air and wandering around the Karlskirche for a frozen eternity, |
return to my humble abode near the Westbahnhof. | practise for four solid hours. Music like this is worth
every effort.

The Nature Connection

In a secondary or tertiary education situation, when exploring some of the workings of music, it is usual
to look at individuated musical parameters. These include melody, harmony, rhythm, timbre, texture,
formal structure and extra-musical considerations such as text or associated literary or visual imagery. |
will here camry out a reduction of these parameters.

'Me essent sts o of pitches rhythmically red. ' ony', too, ess y
con of pitch ically Timbre' is nothing more afun ntal pitch qual y
the relative strengths of overtones generated by the sound source: it is pitch qualified by a multitude
of lesser pitches. ‘Texture' is a consequence of the combined effect of all other parameters and ‘formal
structure' can be regarded as large-scale rhythm. Thus, purely musical parameters can be reduced to
'pitch’ and 'rhythm' only: music is made up of sounds - pitches - organised to occur at various places -
rhythm.

One can reduce this further: 'pitch' is measured in terms of frequency: cycles of wave-forms per
second and is thus a consequence of 'rthythm', or, more accurately, 'vibration'. Music can be seen to be
a system build entirely upon 'vibration'.

Recent scientific theory on sub-atomic structure suggests that the universe consists of 'vibration’
"When examined on an atomic scale, the concepts of particle and wave melt together, particle taking
on the characteristics of waves, and waves the characteristics of particles" (Atkins, p.367). "Relative
quantum theory to particles that have zero rest mass or travel at or near the speed of light"
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‘Vibration', or by ext the principle of 'bodies' revolving nd a centre, exists on cosmic and
sub-atomic levels: n clouds around a nucleus, pla around a sun and so forth. On
hic t rse
Th | wo
his u all

. _ der the overtone series: a fundamental will contain
two overtones in the first octave above, four in the next, eight in the next, sixteen in the next and so

on. Eventually all notes, dissonances too, are includ notes s and, t etically,
Co ov e es its series that all
ha re to the original fundamental, it can seen how
of cip he whole is contained within each in ual pan, it
live ly
ex pr
nce lat
cert is at i d
for c ex t o e
| be s to y
The of music being a system analogous to the universe is not new. Consider our system of
solfe
Do,
Si,
La,
So,
Fa,
Mi,
Re.
did th ions ? They are t be reviations of the Latin terms
seven Is of ion (Whone; ,1p
Dominus The Divine Itself - God as Creator,
Sider Star systems,
Lactea The Milky Way, Man's particular galaxy,
Sol The Sun,
Fata. Planets, fate,
Microcosmos The Earth.
Regina Coelis Queen of Heaven - The Moon.

Note that this system keeps intact the principle of revolving around a centre on all levels.

Whatever principle ideas and emotions can be expressed in the universe can correspondingly be

ssed in Many ¢ it onsc this: , Bach,
rt, Bee , Liszt, r, g M i am s.Ina
sense, all compo do so unconsciou  In much of the music of the above-mentioned composers
the 'what is being ‘ and the 'how it is g said' become one.
Epilogue

This paper dealt with music, its love, wonder and connection with the universe. As educators | believe
it our task to be filled with a true love for the highest principles of music and communicate some of its
wonders. The "nature connection" or universal analogy of music will ensure that this will strike a

sympathetic chord and vibration in whoever temporarily becomes our student.
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Preservice teacher attitudes: Implications for tertiary curriculum
design and professional development in music.

Neryl Jeanneret
University of Newcastle

0 e tems ma music ts in schools, the r of the is that a

e 0 primary ersin Gre and the Unite tes of have the
responsibility for teaching music in their classrooms. A notable amount of research from these countries has
ck

ce

ite
in
preservice Primary teachers via Music Methods classes, little has focused on the role a Music Fundamentals

th atti udy c Primary rs
in Isc set : , United of
U stle . Some of the general findings reveal that a Music

Fundamentals course can affect a gain in confidencs to teach music and that previous musical experiences also
have an effect. The subjects exhibited an overall positive attitude towards music in the curriculum at the outset of
but fidence to teach music was a lower than c tot most r
ool . It was also found that the of these ¢ s as mod r
teaching strategies and content and although this was not a focus of the study, this issue being worthy of further
investigation.

It would appear that childhood music experiences have a powerful influence on the development of
future adult attitudes about music and are predictive of musical involvement in later life (Asmus, 1986;
Bowles, 1991; Kritzmire, 1991; Price and Swanson, 1990; Topp, 1987). The Primary teacher is an
important source for early music experiences and has the potential to affect students’ opinions about
music (Gamble, 1988; Kritzmire, 1991; Malin, 1988; Verrastro & Leglar, 1992), while the Primary school
teac ‘ownm | experiences frequently shape their attitude toward and confidence in teaching
mus ritzmire, ).

Anectdotal evidence and research from Australia, Great Britain and the United States indicates that

both preservice and inservice generalist primary teachers lack the confidence to teach music (Perrott,

1985,1987; Nettle, 1987; Mills, 1989; Gifford 1991, 1993; Paterson, 1992; Bresler, 1993; Russell

Bowie, 1993; Vandenburg, 1993). Paterson (1992) found a significant relationship between primary

teachers' present confidence to teach music and their confidence level at the end of their preservice
while Mills (1989) dis ed the pr e teachers in were considerably less
t to teach music than su sinth ral primary cu

This paper draws on the author's doctoral research that examined the formation of these attitudes to
music and the ways in which confidence to teach music might be developed at the preservice level.

Participants

The participants in this study consisted of ten classes consisting of 222 preservice primary and
elementary teachers at the Universities of Newcastle, Australia and Arizona, United States of America
who were enrolled in a one semester, Music Fundamentals subject that provided pre-requisite musical
skills and knowledge for a Music Methods subject.

Method

The research method was based on a quasi experimental model that involved pre- and posttest
surveys and the use of a curriculum specifically designed to not only to equip students with musical
knowledge and skills, but to also develop the students' confidence as music practitioners. The skill and
knowledge base of this curriculum took into account previous course content at both institutions as
well as the literature related to competencies deemed important for the primary generalist teacher
(Picerno, 1970; Greenberg, 1972; Caylor, 1974; D'Ombrain, 1974;Young, 1974; Raiman,1977;
Stegall, Blackburn & Coop,1978; Hogg, 1978; NSW Department of Education, 1985; Perrott, 1985,
1987, Kinder, 1987; Bennett, 1992; Gerber, 1992). The teaching methodology had its foundation in
the notion of integrating performance, composition and listening activities (CMP, 1962; MMCP, 1965;
Tanglewood Symposium, 1967; Paynter, 1970, 1992; Drew (Verrastro, 1976) ; Hargreaves, 1986;
Swanwick, 1988; Hair/Bridges, 1990; Wojtowicz and Hirst, 1990 ; Jeanneret, 1993) that involved the
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development of musical concepts in a similar way to that illustrated by the Manhattanville Music
Curriclum Project curriculum spiral chown in Figure 1 below.

Figure 1: MMCP Curriculum Concept Spiral (Mark, 1986, p.140)

DYNAMICS 4 TIMBRE

with timbres
CYCLE 4
& 2e 50 rests
tive in se
3.
choir groupings
blend
CYCLE3 3ForM 3.RHYTHM
ostinato  goupds
sustain
2.TIMBRE
contrast
CYCLE 2
. DYNAMICS
forte, mezzo/forte,
CYCLE1 (FORM  |guyTHM indefinite
overall plan pulse-tempo
PRE CYCLE
of the g co musical conc  ualdev  ment with
skill d p ng ening is illustra  in Figu
Figure 2: Interaction of musical skills and concept development
listening
a
s,
'8
u musical
m understanding
composing performing

Further support for the use of this type of curriculum design for preservice Primary teachers came from
Gifford (1991, 1993) who suggests that there may be value in applying Swanwick and Tillman's (1 986)
notion of a music curriculum that balances instruction (musical achievement) with encounter (nurturing
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the sensory side of music) in order to produce teachers with a positive attitude towards music and a
genuine desire to engage their children in musical experiences (Figure 3).

Figure 3: The Developmental Spiral (Swanwick and Tillman, 1986)

combined in a balance of

encounter Instruction
VALUE
(154)
META-
COGNITION
FORM (10-15)
IMAGINATIVE
PLAY
SPECULATIVE
EXPRESSION 4-9)
IMITATION
MATERIALS (04)
MASTERY
SENSORY
TOWARDS SOCIAL SHARING o
In nto eaching method ned gi o the use of general
te strat n from the litera ass on the development of
ac c pt ;
.1 1 .T ,
nc h ed ) i ,
demonstration and active practice, and questioning.
The pre- and posttest surveys consisted of a fi  point scale that in the f
efs about past and tm i ,

erceptions of musical literacy, confidence to teach

, listening habits,
tems from the res

musical s (Figure
h by Krit 1), Lewis

f researcher designed items that took into account
directions for future research given in these studies.
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Figure 4. A conceptual model of the study

perceptions of beliefs about past and
musical literacy present musical
expenences
musical musical
preferences background
listening ARIZONA NEWCASTLE instructor
habits STUDY STUDY rating
perceptions of confidence to
composition e teach music
demographic

attitudes to and beliefs

information . .
about music education

Results

A selection of Primary teaching subjects was ranked 1 - 9 according to the students' confidence to
teach them in the primary classroom, '1' indicating the subject that the student felt most confident
about. Music changed significantly in both the Arizona (t=4.95, p<.0001) and Newcastle (t=7.34,
p<.0001) samples, indicating that the students felt more confident about teaching music after this
Music Fundamentals course (Table 1).

Table 1: Arizona and Newcastle pre- and posttest whole sample subject rankings according to
confidence

ARIZONA NEWCASTLE
RANKING PRETEST POSTTEST PRETEST POSTTEST
1 Language Language/Math Social Science Music
2 Math Maths PE
3 Social Science Social Science/Music PE Social Science
4 Science Language Maths
5 PE PE Drama Drama
6 Art Science Art Art
7 Music Art Science Language
8 Drama Dance Music Dance
9 Dance Drama Dance Science

There were no significant changes in students' musical preferences as a result of a Music
Fundamentals course but there were significant differences in students' perceptions of their musical
literacy (Arizona: t=5.88, p < .007; Newcastle: t = 15.13, p < .0001). The Arizona sample did not show
any significant difference in their attitude to the place of music in the curriculum but it should be noted
that a ‘ceiling effect’ was evident in the pretest indicating that the students had a positive attitude prior
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to the study. This was not the case for the Newcastle sample where a significant difference was noted
between the pre- and posttests (t=4.04, p<.005).

ts who felt t school ences prior to

nfidence to h musi who felt their

case for th nts who felt their parents had

tudents not ayed less confidence to teach

ore incl to , Musical ab inhe arned.
O previ m rise to the rent exists

Figure 5: Cycle of effects of musical experiences

Primary school
musical experiences

. Mu§ic programs High school
in Primary schools musical experiences
PARENTS
Confidence to Confidence to
teach music teach music
Tertiary

musical experiences

Re q th
cla r- S.
sin 0 vit
evid in the t des of activit It
mus the P class ere not a ur

the focus of the subsequent Music Methods course.

Discussion and conclusions

appe e results of this study 1t es ry and iv ing st ies
e an students but that th ts ed to e than cal
achievement. There was some evidence in this study to suggest that there was also little difference
between the classes in terms of musical achievement but differences in strength of positive attitude

occ bet . Ove g t the te g
stra ag Music Is e thei m
Although musical achievement formed the basis of the assessment in several of the related studies in
the d es and control ps have n rted and
the h m to be mispl . A mu k edge and

skill base is obviously necessary for teachers to teach music, but the emphasis on this aspect alone
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ears o stic a focus in the deve teaching ability in m author suggests
the o of competencies to te in the generalist Pr cher is far more
s. While D (1 Gifford (1991), Bennett
ertiary mu er s should allow for the

p

1

) p

i rtant aspect sic teaching deve ent. h
f ently as an i ant factor in a tea s willingness or unwillingness to implement classroom
ea nd self-
tea role the

ers

The students in this study appeared to assimilate the information presented in these music courses on

two | One leve to be as the p t the

own al knowle skills, and the | r of

p he of

k is as quite complex. |t obvious from the

q da and Newcastle stud they viewed the

curric in thes rses as a pot al cur m for in the so while they

partic e balan musical instru  n and unter, also v urriculum as a

model for future use. At the same time, while they were developing musical competencies, the

in o} n tencies related t pment.

In h g students in musi on and

th e i tor was providing a model for the use of these
This complex int of rricu e de knowledge and
the teacher mode vid the i or is ally in Figure 6

Figure 6: Music curriculum model for preservice Primary teachers: N. Jeanneret, 1995.
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Th ors play an rtant role at this stage in the
de music educ the allocation of these classes
to ffect on students' attitudes.

As implied above, the researcher has found no

te ed
1) dt e
et nd n
alt the students recognised their need
en t of music decreased. Gifford also ack ges he curriculum used m
it too ly on instruction and
th o to "encounter" music as a sory
he p roviding a balance of "instruct and
t the future Primary generalist's confidence to teach
courses in turn, might take place in
music e tors at to ensure that their
music self if the tive aspects of this
" lack of ¢ e to t music be reduced
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Perspect on c ching Compete s:Vi from
Music T ers, ci and Music Ed ion duates

Sam Leong
The University of Western Australia
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The participants in this study included 59 school principals and 59 music teachers from four states
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30 on music teachina

s e
a e
e e
d. h were asked the
as a for ease of A

h re s after the i mailing o

s d i the questio res app th

Response rate

Two ed twenty (220) participants of the 451 in
quest re, esenting a return rate of 52.3%. The 23 sch
study were eliminated from the final count.

Results

d us

lysis
veap
‘Music

sample
who dec

ned the completed
to participate in the

programme for
. The 136 items
| Met nd
‘Adm on

es ('Instruct
ssessment'

or were calculated to determine if the factors were

t. 1 shows co- s of the
p Is and un tes. for thre
Table 1: Alpha Co-efficient of the 20 factors
Factor Teachers
Category | Methods (abbrev.
1. Cater for Student Needs .8511
2. Plan for Effective Learning .6949
3. Organise the Learning Environment .6549
4. Utilise Various Instructional Strategies .7884
| Skills (abbrev. ‘Skills’)

n s .8164
6. Teach Various Aspects of Musical Studies .8578
7. Musical Creativity .7686
8. Conduct & Musical Groups .8668
9. Aural Perc .4002
Cat Hi: Kno wledge’)
10. led nten 7453
11.Kn ance Techniques 8994
12. Ad dge 7858
13. Cu 7790

Category IV: Music Teaching Assessment (abbrev. ‘Assessment’)

14. Assess Students .6637
15. Assess Self .7449
16. Assess Assignments .5335
Ca Commu n (abbrev. Adm

17. nts & Pa '

18. Communicate with Colleagues .6147
19. Communicate with People Out of School .6846
20. Fulfill Administrative Requirements .7892
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ors using the ce'
, all the alpha nts
.8377 .8685
.6068 7120
.6955 .7853
.8648 .8801
.8754 .8099
9171 .8586
.8027 .8214
.8944 .8622
.6541 7215
.8414 .7833
.9365 .9227
.6747 .7839
.8743 .8688
.8435 .7975
.5646 .6563
.6553 .8132
7340 .8155
7613 .7851
8037 .7599
7601 .8384



Table 2: Means, Standard Deviation and F-ratio of 20 factors

Factor

yl: Methods & Strategies
r for s

2. Plan for effective learning

3. Organise the learning environment

4. Utilise various instructional strategies

Category II: Musical Skills

5. Demonstrate competent performance skills
6. Teach various aspects of musical studies
7. Musical creativity

8. Co & di musica

9. De rate n aural on

Cate ll: Mus | Kno dge

Dem ate fam rity w

10. Knowledge of contents of musical scores
11. Kn ge of mance techniques
12. Ad rative ledge

13. Curriculum knowledge

Category IV: Music Teaching Assessment
14. Assess students

15. Assess self

16. Assess assignments

Category V: Administration & Communication
17. Communicate with students & parents
18. Communicate with colleagues

19. Com outside school
20. Fulfil nts

*p<.05

*p<.01

*** b <.001

31

m

S

c
Teachers Principals Undergrads F
Mean (SD) Mean (SD) Mean
4.02 (.56) 3.96 (.56) 4.08 (.55) 87
4.49 (.47) 4.45 (.39) 4.40 (.53) 64
4.17 (.47) 4.04 (.48) 4.08 (.55) 93
4.39 (.44) 4.33 (.51) 4.43 (.50) 76
3.68 (.64) 3.51 (.71) 3.62 (.65) .04
4.06 (.57) 3.57 (.71) 3.89 (.59) 9.69"*"
3.82 (.81) 3.36 (.93) 3.64 (.82) 4.35"
3.95 (.68) 3.74 (.75) 4.00 (.68) 2.66
4.22 (.49) 3.80 (.70) 3.93 (.67) 6.81"
3.97 .77) 3.97 (.77) 3.94 (.75) 03
3.92 .94) 3.96 .93) 3.92 (.91) 105
3.57 1.01 3.59 .93) 3.77 (.99) 09
3.86 .56) 3.82 .76) 4.10 (.64) 433"
3.95 (.48) 4.18 (.64) 4.14(.58) 2.83
3.95 (.77) 4.33 (.56) 4.35 (.66) 7.38""
4.47 (.43) 4.57 (.43) 4.54 (54) 60
4.46 (.47) 4.54 (.45) 4.41 (.55) 1.39
4.19 (.45) 4.39 (.50) 4.25 (.59) 2.14
3.41 (.81) 3.62(.79) 3.79 (.81) 4.20"
4. 22 (56) 4.13 (.53) 4 26 (.60) 1.04

by each of the three groups were derived from the
ered pap on of

prin and es is

ns concur and differ. Only items with means above
or more are considered to be significantly different.
ems were ranked by teachers to be the ten most
usic teacher; 10 items and 16 items each were

considered the ten most important by principals and undergraduates respectively.
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Table 3: Comparison of the To

Undergraduates

Teachers' Competency (ref. no.)

Ran

1

2

3

4

5

5

6

7 Demonstrate familiarity with current upper secondary music
requirements (50f)

8 ance, listen d creating as

of the curri (14)

8 (83)

9 Maintain a balance betwsen music performance, listening
and creating (13)

10 [dentify intonation problems (23)

10 Define musical terms, signs and expression marks used in
scores (42)

10 Design & administer teacher-made tests (59)

12 Communicate needs of the music programme to the school
administration (77)

13 Select music repertoire which optimises the learning
experiences of students (11a)

13 Utilise strategies that develop in students selif-
motivation (18b)

14 Unde d the develop Ip ems of stude

15 Sequ instruction to se learning exp of
students (7)

15 Plan student assignments in ap ressive (54)

16 Help students see reiationships  ween b rs not
conducive to music learning and the consequences (68)

17 Maintain professional dialogue with colleagues (74)

24 Show willingness to experiment with new ideas (73)

* group ranking concurred with teachers’ top 10 ratings

Perceptions of Principals and Music Teachers

It is ra
Seven

“transpose at sight, each in
confidence in the teaching of
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stud
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extre

AMEL 17th
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ite It with "

Rankings
PR UG
2" 2"
11 9
4“ 1t
1" 3"
21 2"
) 11 6"
5* 5*
26 15
25 7
14 11*
18 9"
40 24
20 6"
19 9
10 6
6 11
17 5
17 5
9 4
3 8
8 7
7 18
14 10

is
ist
t

on music

Category
Assessment

Methods
Methods
Admir/Comm
Methods
Methods

Admin/Comm
Knowledge

Methods
Admin/Comm

Methods
Skills

Knowledge
Assessment

Admin/Comm
Methods

Methods
Assessment

Methods
Assessment

Admin/Comm
Admin/Comm
Admin/Comm

d widely in 15 selected com
1 with ‘Skills’, 2 with 'Assess

p 10 Competencies Perceived as Important by Teachers, Principals and

to

in

xtremely poorly 'by principals (means < 3.0) were:

estern music".

a me
. ion
ion Irs not
nces. One it '‘Demonstrate wledge of |
low rating by hers (mean= 2.
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Perceptions of Undergraduates and Music Teachers

achers shared similar valuings in 10 competencies.
ods', 3 to 'Administration and Communication', and
seemed to place value on vity,
iculum with a balan music pe nce,

edge of terms, signs and expression marks used in

Both dif widely in their va of 11 competencies. ratings given by

under est her-made tests and r skill in identifying inton lems would cause
tors. mu rs
, pro nde of
and

Comparison of Group Perceptions Using Factors

ltem-variables from the data collected have been presented up to this point. In Table 4, another
perspective is presented using the 20 factors to show the perception of the importance of selected
by t ers, pri s an duates. The rank- order of each factor was derived

s. S factors the ngs.

three or more be considered significantly different,

factors while teachers and undergraduates differed

nces matched the 6 factors identified in ANOVA.

raduates from music teachers were observed in the

tudies', musical creativity, aural perception, self-

assessment, assessing rincipals only), curriculum knowledge (undergraduates only), and
performance skills (unde only).

Table 4: Rank-order Scores of 20 factors by Teachers, Principals & Undergraduates

RANKINGS

Factor Teacher Principals Undergrads

vl Methods & Strategies

r for s 9 10 10*
2. Plan for effective learning 1 3* 4
3. Organise the learning environment 7 8" 10"
4. Utilise various instructional strategies 4 5* 2"
Category II: Musical Skills
5. Demonstrate competent performance skills 15 17 19
6. Teach various aspects of musical studies### 8 16 15
7. Musical creativity# 14 18 18
8. Conduct & direct musical groups 11 13* 1"
9. Demonstrate keen aural perception## 5 12 13
Category lll: Musical Knowledge
Demonstrate familiarity with:
10. Knowledge of contents of musical scores 10 9" 12*
11. Knowledge of performance techniques 12 10* 14"
12. Administrative knowledge 16 15* 17*
13. Curriculum knowledgei# 13 11" 9
Category IV: Music Teaching Assessment
14. Assess students 1 6 a*
15. Assess self### 11 5 5
16. Assess assignments 2 1 1

Category V:Administration & Communication

17. Communicate with students & parents 3 2" 3*
18. Communicate with colleagues 6 4" 7
19. Communicate with community outside schoal# 17 14* 16"
20. Fulfill administrative requirements 5 7" 6"

* group ranking concurred with teachers’ top 10 ratings
# significant differences between groups noted in ANOVA (see Table 2)
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Discussion and implications

This s revealed commona nt rences of by t ers, principals
and u uates of the import m teaching ies red by novice
music teachers.

Functioning within the realities of devolution, advocacy and economic rationalisation, music teachers
need the support of principals more than ever before. Many are already experiencing the increased

een albe iour and product ing

AT ensit  issue of repertoi ion

ident in this study that consideration. The selection of repertoire "which
] the ing experiences of o )
(ranked 13th ). This may .
this highlights again the r

ethnic and cultural differences of students but d
develop in students tolerance towards different cultures.

er co ng
en in he
ua th ce

mbles and musical styles, they supported the
ducation (2 items).

The low ratings given by undergraduates to some important competencies related to music teaching
and learning in the high school ext be a for co T inclu nt
assessment, arranging skills, aural rimi and alysis. er ators to
address these areas in their teacher preparation programmes.

Conclusions

The findings of this study have identified some indicators of what music teachers, principals and final

ut various aspects of music teaching and learning.

on and a source of ideas for overcoming barriers to

. Keeping in mind the recent report by Masters and

Competency-Based Approach to Education and

ce to course design and provision, especially in

professional education courses (cited in Bourke, 1994, p. 3), the empirical data presented can also
serve as a reference source for programme review at the tertiary level when needed.
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Voluntarily on the firing line: Performance as professional
development

Karlin Greenstreet Love
University of Tasmania

has ou ars of working wi
ing, ve but hate technica
w Id
e, to
m u
(o} in m
y it ut
s se
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won't be so much to ‘unlearn’ 5, 10, 30 years down-the-track for so many people.

the creative and musicological areas, let alone
normity of task do not let us off the hook. ‘lf teachers

ssues to nt by work smal
unities ca ut of large i s not
icult

's Mmsor m of ity ensembles.

o o Th is nd of belief that if
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wi ral
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will go wrong in the next p .
done the work. One must r

uch time before learning the worthlessness of such
e to waste and have had to develop more efficient

, 15) ve- a
g co ad at
ult t an e.

Consequently they merit serious attention.

1. Analytical, mathematical, linear: Key signature, note values, rhythm, articulation, dynamics,

range.

2. Repet Isolate fics, t ugh logical sequential analysis.

3. Comp nal stru : For n ns, design.

4. P , conc .

5, e, ate of ity are of
surroundings and t of ei of
beauty, emotions, sSi

To the exte pe e rati Is
time at the olu ly s1 h

(1987, p.138) discusses the power of imaginative

e the finished product. This phenomenal
oes unused or receives little attention...It is
ical (the students are aiready aware of

ant. If the proper g
uscles to produce
If th or passage is properly understood by the students, they will NOT HEAR

MIS

He goes on to observe that:
e in our day to day teaching techniques. It
rticulation, uneven rhythmic flow, balance,

The only obstacle in our way is suspicion.
epetition, we have reservations in applying

can
toa
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a t of mental y must go towards the

c. focus is dis by performance errors
r mental e ss cogn
retained g er sed |

ime while reading or playing to settle rhythmic flow,

jon, practising rhythm nguing patterns

singing, isolating rel technical work

ng on it rather than the tr of the piece,

on intonation or scales to reaction time,

p ng accompaniment patterns into a computer for synchroni  on problems, improvisation,
a ing related extremes (if the leap goes too high to be easy, p  ice going higher).

The benefits of sharing these ‘shortcuts’ with students should encourage them to be more aware of
their own possible efficient solutions. ‘When students begin to use internal cuing and self-feedback
practice increases, practice is more effective, and
95). They should also become more aware of
ucation professionals rarely have enough time to
owever, vulnerable to reactivating one, due to

(1995) reco e ind nts. Ob which
tom increas s in | for the ent of
more effective processes (Riestad, 1984; Green 1

Performing - survival

if ion w rv it, or handling
’ ce k B 1992). These
quite closely related.

m Is
he is,
an sic

ctice regarded with suspicion as an antidote to true
mes a value of both performance and education, the
erformance as part of a cycle. Recognition of this
opposition to the others but it is hoped that as it is

‘Pe , ght', ‘n " all refer to the set symptoms an hat
ma rforme rceive themselves er pressure. ive
u ersth  on
1 isap cal

i t

The most interesting work and most useful in the author's teaching and performing experience is that
which works direct h the of pe in ar that of nd (Irner
Game of Tennis). in the on a is |. As an Ri (1982)
approach to shaking fingers in focussing attention on them and, indeed, trying to make them shake
more, was extremely effective in dealing with the author's own shaking fingers, and within a year (or 6-8
solo performances) it was no longer a problem. Focussing mental attention onto the symptom
consumes less energy than trying to ignore it or repeatedly commanding it to stop. The fear
associated with the physical symptom is diminished and the body is free to get on with behaving more
effectively. This approach has also been effective with many student clarinettists in relation to
‘squeaking’. In addition to focussing attention on the ‘squeak’ and trying to get it to happen more often
or on demand, the sound is also renamed as an ‘unexpected high note’, which it is. This helps reduce
the fear as it becomes merely another, albeit obvious, wrong note rather than an event alien to good

playing.

It has been suggested that performance anxiety is a learned response (Riestad, 1982; Ely, 1991) and
therefore, that overcoming it must also be a learned response. |If performance is seen as part of a
musical cycle or ongoing musical life, it can be the crucible in which new learning takes place (Mumford,
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38 Performance as professional

re
ot
in
me a ortive It also suggests
than rming re the music - a
distinction confirmed by several educators.
d . tion
Li ime
d the
erall performance. Galwey refers to this as the
m htheu rlevels of
if one gaged in ing a pi is . Alte  states of

sareh possible thinking ge

ation, regardless of the musical demands, is often

dn tape
wh imes
technique problems, for others, an external composur

As much as possible, the role of the teacher should be that of a facilitator rather than ‘gury,’ in order to

sy me

-fir an

to "or

‘Music lessons - or lessons in h can be da wee n
addictive. We can come to beli h deserve s can b
sSwW our nt

do it ‘right’ for the teacher. The on the back
1982, 53) The student who has r ed this state
hnical accuracy. [| have worked with a number of

the desire for good results. It's much more fun to

student the next day to find out that she won.]

yo a if you
en ep ticed
s his/her ability and knows s/he has prepared
ion be met creativity.
oth nd, if th d the
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e s
a , i
c u i t

details should be taken care of well in advance so that one's concentration is fully available for the
performance.

h co to define precisely a ect’
. ny especially when one is ring
3 se s

ngin , hor is it haph

ng mi s0 new and so t

dark.

e performance might well b
the music will still be heard.
picture of life as a musician (Riestad, 1982 - the

t e
e d survive, they wil your input on the subject
t b the negatives (Mu , 1995b).
The ‘Buzz’
The positive of performa are discussed less frequently than the negatives. The
‘Buzz’ is used ribe intrinsic forcement, not just p or results. These ive
rang m d about it to ed s of conscious as
(198 B rs to the love of and passion for music that make
it. It in ces of joy, belonging and meaning.
Jenny (1992) intervi 75 contemporary popular an c all ished in the
music try, most well n stars. She used the term ri "to his ultimate
state. Some of their observations are very interesting:
he
I ng
to
ce noeing or something you're really in
control bei by something that yo ust have control
of. It's it's
¢ to the music, than
sh o it. And the only that's
im y
to an advanced student who was nervous about
ou don't play this beautiful piece for the audience.
ike If you mi j
hau . This ul ,
ere is nothing to be afraid of. Just think, besides
it is
eis
He
images of beauty and emotion to take over. There is a relinquishing of control, a deferral to trust
hing  er than and y a sense of colla ating with owers.
allp ous pro een d , the students area  to ‘free’ th from
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40 Performance as professional development

the al, math of t ng and allow the images of beauty, emotion and expressive
qua of the R eto over. (Lisk, 1987).
L 5b) a that it
e een t . Ex y
e es to e the n
p rm and ing have sha the e
d op of a ess of those erl
et M obs : dy
ht ak into e of
ev It tob e ve
ch.’ (Boyd, p M (1 s
in a small e h en it

In contrast to Suzuki's advice to the nervous student, Eric Clapton finds awareness of the audience

essential to experiencing the ‘peak’. ‘Usually it's a ing not s hing | could

exp =~ eonmy It has to be in the co ty of rm t ,and urse with an
aud Everyo that building or place s to unify at one point.’ (Boyd 1992, 185)

re nals. are very s iveand n

in child ces with chasl a

In s

a

h

e

he bonding with rperformers  urbing. If we
positive side of ormance we itimise those
nstructively.

A few more teaching reflections

ire. One respondent reported that he did not learn

Qua If | perform a e lle
natu lead my stud to as
n't have to consciously remember - | will hear them
usical . e lis to a lot of in
workin or a‘h level, and ¢ rh
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Two quotes from educators interviewed:

‘If | stopped pe ng, I'd stop learning about performance.’
‘If you don't do won't continue to love it.’
‘You can't divide teaching and performing.'
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Music education and the contemporary environment: messages from
the media

Kathy Marsh
University of Western Sydney, Macarthur

s
a
to
ve
ma
As , child play has been d by
nu music ators is that ch s mu
er
re
m

need for the results of music education research to be disseminated both within and outside the
discipline in order to contribute to a more balanced perception of contemporary influences on
children's play is discussed.



Celebrating 100 years of Orff’s Schulwerk: Both internationally
and nationally.

Margaret Moore

University of NSW, St. George Campus.

Carl Orff left a wonderful | to the of the world in his Schulwerk. Many countries have
now dev ed collectives of educa are not only trained in, but feel passionate about,

the style of teaching music that Orff's Schulwerk encourages. It is also true that each of these
collectives brings to the Orff process its own nuance, flavour and mode of interpretation. And yet the
ce of this elementary approach, creative music education, is still prevalent within each countries

Orff Schulwerk is a creative way to teach and learn music. It is based on things children (and adults) like

Learners must have experiences in exploration and imitation before any improvisation and creation can
take place (Constanza and Russell, 1992).

have gained of the man, performer, composer and educator Carl Orff, through other people’s eyes:

Verena Maschat, who has been a prominent teacher and leader of the Orff Institut in Salzburg for
twenty years: “Before | met Orff, music education consisted of still pictures, after meeting him these
pictures began to move”.

Im Keller, o he ng di of the In position teacher a well known

in the Orff re ered oy in pe i n particular an i ent where he

spo €0 al rent of the Chri - using the table as a drum
and ng nt bres e different

Ernst Weiblitz, an instrument maker, composer and one of the first participants in the German post
graduate course for music teachers, at the Institut: remembered him as fatherly, warm and kind: “he
was huge - tall, he had really big hands, and he knew his music by heart’.

Wolfgang Hartmann, another prominent teacher from the Institut, met Orff in 1975, when his reputation
was already well established. He remembers him walking through the Institut (or ‘house’ as he called it)
shaking hands with everyone - incredible sense of largesse. He also has a lovely mental image of Orff
a w e bo eo rovising on a conga and a bass xylophone using
s al but i te

Reinhold Wirsching, who has been a teacher at the Institut and its satellite schools, since 1980,
described Orff's approach as an ‘impulse’ rather than a ‘method’, which made possible the opportunity
to teach music creatively. He stated that the Schulwerk has now been translated into 20 different

, and has also integrated people with speciai needs - this impulse has therefore, he asserts,

Doug Goodkin, a prominent American Orff educator, believes that the Orff approach has the potential
to revise American education. He also believes that there are 6 tenets of the Schulwerk:

1. The body is an instrument of knowledge;

2. We leam within the circle of community;

3. All learning is connected;

4. We learn through creating;

5. Play is the path to creativity;

6. The purpose of education is transformation.

Mary Shamrock, Assistant Chair of the Music Department of California State Upiversity in Northridge,
and extensive writer, presenter and researcher in the Schulwerk and World Music; challenged us to



Introducing early music into the primary and secondary classroom:
The experiments of Brian Sargent twenty-five years on.

Frank Murphy
The University of New South Wales

In 197 ries ur articles by S nt
in the Jou Music in Edu . a
of A of
97 ns re
ef mu  in
tors to be acquainted with the lit  ture on a specific em in
rability that practitioners should able to employ priate

Example 1
Classroom Program

1. "Song of the Ass" (Orientis partibus)
2. Atrouvere song "Jolivete et Bone Amor" by Jehan

d'Esquiri
3. Another song, niot de Paris
4. An anon ong "A
5 A er ngton
6. Th N
7. " ," an instrumental piece from

8. "Ductia," a dance from the middle ages for recorder
and drum.

Additional ltems
1. "Qui creavit coelum"

2. "Omnes gentes plaudite" and
3. "Winder wie is nu dein kraft."



1. "Qui creavit coelum"
2. "Omnes gentes plaudite" and
3. "Winder wie is nu dein kraft."

A review of all these pieces was undertaken with the following aims in view:

. to describe the rhythmic and melodic content of the various items,
. to analyse the formal structure of the pieces and
. to comment upon their suitability for inclusion in the various aspects of the classroom

program (performance, aural perception, composition, listening and movement).

In the course of this evaluation, the following criteria were utilised.

1. Rhythm
The published version of the piece needed restricted mic vocabulary
consisting of the following note values in th ime signat
In 2,3, 4
444 a.aDJJJ.o & = -
in6
ISR
2. Pitch ~
ns came to the fore he (a) the of the composition to be readily
the melody had to be  hiy con with any leaps conf to those within

3. Formal Structure

The work had to display a simple structure along the lines of the three standard ones
employed at this level of education (binary, ternary or rondo).

4. Performance
a. Appropriate Text

The original versions of these pieces are in Latin, French or German. Given the unusual sound
of the music, there seems no reason to add to the problem by having an obscure text. Sargent
utilised two main strategies to overcome this problem: (i) he would translate the words into
modern English or (i) he would substitute text, sometimes with a more accessible literary
theme. The question here is whether his were successful.

b. Instrumental Suitability

The works would have to be presented at either their original pitch or in transposition having in
mind the fol co ns: (i) ility for ins be
foundinap sc room guitars, el

percussion instruments) and (ii) the technical capabilities of pupils at this stage of their
education. If the works were not particularly apposite for instrumental performance, the
question was whether they could be fumished with a drone or simple chordal accompaniment.

5. Aural Perception

The items would need to be consistent with the aural capacities of pupils at this level (see,
especially, (1) and (2) above).

6. Composition

The pieces should provide pupils with a clear model that could, in tum, form the basis of
creative activities.
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The of Brian Samert

lass and the cla ds,
se and asks the imitate,

when we spell "Ave" backwards?"
t is meant by the words,
f the verse,

y bars 1 and 2 of the burden; the teacher asks:
of the notes?"

by the whole of the burden.

In its present transposition, the burde

n of the carol is suitable for some simple instrumental activities.
The procedure might be as follows:

the treble staff,
n the burden; " How many

corders, tuned percussion and/or electronic

the burden preceded by the last four bars of the
verse.

2. Aural Perception

patterns in this e an ob Early in an initial lesson, the teacher
etheclassins lapping lines:

= me gD ,J.”

(Sufficient time should be allowed for reinforcement.)

b in 6

be clapped at least twice.)

e i
th
of
3. Composition
a. last four bars of the first two bars
the length of th many pitches are
pattemn
d in their
b. not s
Fs
| r rhythmic
e med on
c. the pupils would now say the words only o bu ul encouraged to
make up their own words drawing 01 ideas th ie
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"Breakfast, breakfast; ham and eggs for breakfast"

The pupils would then be asked to write a melody for these words using the
vocabulary outlined above.

4. Listening
e orded
a e and
t ut the
t
5. Movement
a. The pupils would begin by arranging themselves in a ircle and be taught
some simple movements to acco npany the last four the vers he burden:
JILLEL AL g0 4 o ]
LRLRLRTRTRTYR
(not for the first time)
b. the pupils would nate c eanda | mo t depe
the number of ve (and, re, burd ed; t time
c. during each verse, the pupils would stop and count up to fifteen before starting on the
next section of movement
d. the pupils would be asked questions about the layout of the whole piece (burden,
verse 1, burden, verse 2 and so on)
The whole pi then be perfo with teacher or selected Is singing the ver
alternatively, be done wit rec  ng, but without the d instruments in
accompaniment.
Postlude
the or thrust of ly music in move has been in the area of
an a much les t,dance. T been gaps in the field of aural
, ha
er
S to

articular reference to their rhythmic and melodic
Once greater thought has been given to the choice
we sh ab ion to n
books the ents i e

sh to pursue in the near future.
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Teacher attitudes: Their effects on curriculum implementation and
the implications for the professional development of music
educators.

Denise Paterson

University of Newcastle

Teacher attitudes and curriculum implementation

P
ttit
di

si

iv
io

ry in n
towards the newly introduced National Curriculum in Music.
Perceived importance of the subject area

rs perc of
study e

Perceived need for change

The perception of teachers as to the need for change can similarly have an effect on attitude. Teachers

can be very resistant to change if they do e the need cha .In unter Region
study, teachers welcomed the new curric ng more re oth ass than the one
p ed teac
e all con
s

Relevance of the content of the curriculum

if o
nd a
of n

But what happens when teachers are adamant that they do not approve of nor condone the curriculum

mu int here was a need
for so resisting change
but cu

isi

in

n

framework developed by a selected Working party was well received by music educators aithough



Paterson 53

many felt it was not widely en p sion,
However, the Tory government - s rding
processes and appropriate content for the National ly
"knowledge based" curriculum which focused almost exclusively on Western art music as its content
base. Music educators saw as a ret st g
practice - they were very voc out their s, y
s . | ns joined w ters s
b m ects more y based outcomes with a much broader and less
p ip r

Self efficacy

The literature available on teacher attitudes has shown that self efficacy, or the conviction that one can
i

and that this in turn leads to the degree of recep
Earlier studies by Stern & Keisler (1977) h

ng
he
to

Another aspect that should concern us as music educators was that in this study, only 34% of the

ndents d that they felt to t music they left their r training
tes. A elation was rev een ent con e and the confi felt when
leaving the teacher training institution. There we  Iso g la b the degree of
se e th ss acher. Female
it hing than males
d desi courses for sional
futiti y
fully s
allc e

ping musical skills with our students - the inevitable

question is which skills and how on the limited time allowed for each curriculum area. | would argue that

since key learning areas have been introduced as a conceptual framework that each of the arts areas

involved has seen a decrease in the distribution of time. We also have the problem that following

amalgamations of former teacher training institutes with universities, the ensuing reviews have not
ti

9

I-

a
worse - for example, at The University of Newcastle University music education hours within the primary
cours n ed since 1992 (ie 130 hours in 1980, 112 hours in 1992 and 56 hours

in the s begin in 1996).

Consultation- developing a sense of ownership

Waugh & Punch (1987) assert that "knowledge, understanding, clarity of change proposals,
participation, lack of feedback and lack of meetings can be all grouped under the same variable
-alleviation of fears and uncertainties-because they aid or hinder the implementation of changes
through the mechanism of communication”. Poole & Okeafor (1989) found a significant relationship
between teachers' efficacy and interaction with other teachers in joint planning. The Hunter Region
study also found a more positive attitude towards their schools' music policies among those teachers
who had participated in collaborative music program planning than among teachers who programmed
independently. Too often the school's music programming is left to the one "musical" person on the
staff (ie the one who plays a piano!). We should be training our students to work collaboratively,
pooling resources, talents and skills so that each member has a sense of ownership for any program
that is being implemented and .can see the importance of their individual role in the overall
presentation.

AMEL 17th Annual Conference Proceedings 1995



54 Teacher attitudes and effects of cumculum

at ng c in the
nt usi ot to be
re irc s with a

survey, although 71% of teachers indicated an

enjoyment of teaching music, more than half of the respondents indicated that someone else was
ir
m
b
S,
skills?
At present the release from face to face teacher in the school is often required to teach music and this

Conclusions
What then are the issues that we as music education lect nee to pursue from the body of research
from Australia and emerging from Australian studies? We ld:
w for skill hin our programs the time limitations, d we be
ing int e ke programs that indi students can work w heir own

2. Keep encouraging our male students - build their confidence levels, maybe concentrate more on
material for higher grades where males seem more likely to teach.

3. Train our students to work collaboratively on planning programs and units of work

4. re of the actual t ing sit  ons within the If not train specialist teachers, maybe
off comprehensive gradu  courses for fa e relief teachers

5. Above all, we must empower our teachers to think beyond the classroom situation. It is not
uncommon for changes to school curricula to be initiated and developed away from the immediate

ol env t. The a | philosophy behind the change and the objectives are then
mitted the va d and school

u | emia hears some

n li of cu la. Concern

ral to the notion of a broad or liberal education is
t tend to be pushing the barrow are conservative,

w vision does not usually bode very well for the
for a "back to basics" approach. It is of interest to
ged to manipulate the situation so that teachers
elled against the proposed changes, when in fact
des of educational progress!

In the wake of this manoeuvring for control of curricula, it becomes part of the function of tertiary music
educators to ensure that we do not become too focused on our own subject matter and neglect giving
our students a much broader view of education and in particular the place of the arts within the overall
framework. Our students need to become discerning about political influences in our profession and
equ topr t basis of po terference that can be detrimental to
the tona n onsofal ed
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Professional collaborations of community-based music educators

Max Reeder
Charles Sturt University.

ental and voc rs,h b cha d to
curriculum in and ct Ans s as
S, a renewed is onp t nc
lar ch g composition of our mul society t qu
an on
In tandem with these demands, the Centres' teachers on r g their
a to lin ational a rk o hers in
c ni nis quality assurance currently demanded by their employers.
This paper compare th for th eir original, narrow specialist role to
one that re onal, educa ral an
While this ¢ ou ly symbolises the
political, edu la onomic agenda of
tertiary institutions today.
Since one thrust of this year's Quality Audit of terti
adolescence is that of Conservatorium Music Cent
Centre move ng its , phil
which we can of edu lissu
chers such as of if ons
the sustaining es a the
co rary lar ic. ally, the
gn with and on onal and
changing co ition of our mu I's ty and of
urrently dema by employers a fo requiring
History
Since 1978, when the first Music Centre was officially opened at Bathurst, there has been a continual
on m T ry,
t, fo L ith
D te M nd

Orange.

From the original 300 students, Conservatorium Centres are now servicing over 7,000 students

performance achievements. There is a constant flow of students advancing from these Centres to
Un ies or ria, returning from undergraduate or postgraduate courses as
infl larts a thei mmunities.



® QO naQ

ous that the original title of Music Centre has now
ese Regional Centres.

schools, although Riverina Conservatorium has 'cracked the code' over the past eight years and
successfully implemented tuition for over 275 chil Iren this year.

y
e
d
e
At the uld remind you that, th | was appoi full y's School of
Teach 50% of my time is ded to directing Mitc
Philosophy
The philosophical stance of Conservatorium Centres is reflected in the Mission Statement of their most
ok (1994:1): nal Cons
Training and tion have
a ce ortunities for communities t
p es
’ ibute to ctual, emo aesthetic, physical and social growth of the
in student ng his/her ial,
* to pro music n th cl laboration with Pre-
school, | , and S s T in s,
" to co-ordinate and promote music activities through networking with local, regional and
state civic and music -based organisations, and
"to facilitate music workshops, master classes, demonstrations, seminars, In-Service
courses and multi-arts activities in the wider community.
Administration
t ct
nt
al
problems, budget issues, travel demands and
ement con . hav nrec hligh NSW nd
ion Co-ord n ry R of al es (1 ere dis in
res (2-3 days a k a due for example to a funding freeze by the State
t or to the effect the ed re has an _rippl on
planning and i function, the offerings of t the nec ily liai stu
staff and the i lic.
e an ive ings for
t ng ng ions, or

daily challenges for each Centre's administrator.

renewable 1 year contract, pending satisfactory performance.
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Professional collaborations of cornmunity-based music educators

here is a r resilience a Conservato Ce with many com
ng enor tial for suc if given a ro isational and s

Funding

Il teaching sta c | pa operating only
they rely on i e stu es. These fees
A 1%-2% proportion of those fees combined with a
nual subsidy over the last e yea a e
a assists, but by no means salla ist n
gh boo in 5bya

of our lin Other

or in kind for those Centres attached to Universities

(up to 1 , sional grants from the Mini Local Government sup umulated
Founda f (for one Centre) and small vate sponsorship forsp ¢ ects.

Educational: Problems and attempted solutions

8; Bebbington, 1990) and include:

tode mu ion
mate and

iii. the physical, social and cultural environment in which the experience is undertaken

i. the ity
ii. the lity
iv. a
com

In the climate of e
mechanisms and ¢

ous and
ion, with
programme.

by the community that music is a desirable and essential component of

(adapted Thompson, 1990, p. 26)

ecent staff a everis a ronis nflexible, c
in some of rspre s ing which, i e

| fo
wr t

urbed the status quo of Conservatorium Centres,
Surveys of our Administrative Services (Reeder,
u nts for s A Survey by
h but stud a 0 and over
o collate and summarise the recently completed

m |
nt n
rs c

workshops for example and motivating their initiative to keep abreast of current thinking and practices.
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Attempted solutions
So, how do teachers d r new rtoire or techniq investigate cal
principles in ted in contr philoso while b ware of recent issu by

their respective socio-economic, political and educational agenda? The list of potential sources
available for professional development of these teachers includes:

1. Accreditation Courses: Despite the fact that these are now under review, Sydney
Conservatorium staff has provided a wide range of topics as part of ongoing professional
development, including:

* New repertoire by Australian and overseas composers
providing for students from NESB backgrounds
strategies of teaching

solving technical problems

adolescent students and stress

students who are visually or intellectually disadvantaged
* the gifted and talented student

the adult beginner or returnee

improvisation and modern harmony

copyright and you

business management issues

Modes of teaching include weekend residential s distance education packages (which may
contribute toward accreditation) as well as face to s.

2. 1 ice Co a tly u P

and rs from Y, and e

courses have spanned the piano repertoire of th

perception techniques, introductory eurhythmics and Alexander technique.

3. Wo ops: currently ertaken by th n

Conse ium span the en State and are a

teachers and their students, for specific instrume d

has io the
day a ers
hav g,

Contemporary Pop and Music Theatre. The methodologies of Orff-Schulwerk, Kodaly, Dalcroze and
Suzuki are and well during ho ds, particularly for teachers of the Pre-instrumental
classes that in most Conservato es.

Closer to home, two well-established Summer Schools offer a national and international perspective
on solo and ensemble performance skills, career advice and contemporary research findings on
technical, scientific and musicological topics. These are found at the Riverina Summer School for
Strings at Wagga, and the Ronald Dowd National Summer School for Singers at Bathurst, both
supported by Charles Sturt University over the past eight years.

One of the most influential vacation NSW Music Camps is Pan Pacific, that, apart from intensive
instrumental performance offerings, initiated two new schools for music educators in1993, in
association with ASME: music technology and instrumental pedagogy. The latter could be judged as

p ic
s ov
in

development.
Supporting this fresh direction in 1994 was the innovative five-week Summer Academy for 270

selected young musicians, established by Youth Music Australia. The contact with outstanding tutors
was telescoped to a six- week apprenticeship programme with ABC orchestras under the guidance of
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a nominated professional mentor. General Manager, Sharman Pretty also offered a professional
development course to arts administrators, educators and arts practitioners under the title "Music,
Crisis and Change: Towards a strategy for the future', which aimed to 'explore and share ideas with
respect to the specific crises and challenges being faced by Australian musicians, educators and
managers' (Pretty, 1993, p. 46).

5. Conferences: The preference by current Conservatorium Centre staff inclines toward attending
conferences specifically in their domain. Hence, the State bodies of the Music Teachers Association,
Australian String Teachers Association, Flute Society, Australian National Association of Teachers of
Singing, National Band Association, Suzuki Pan Pacific, Australian Society for Music Education, Early
Music Association, Australian National Choral Association, Roland-MID| User Group and AusMusic offer
valuable forums that focus more often on the significance of relating music education to the
development of the whole child as it does on the specialist performance skills. Some Centres make
valiant attempts to partially subsidise teachers as an encouragement and reward for their attendance.
The subsequent bonus for students, parents and colleagues is often the teacher's refreshing outlook
on technical, musical and educational principles that are shared through staff meetings and
occasionally through the impetus of a workshop for the local or regional classroom and studio
teachers.

A Staff Development One Day Conference has been recently made available by Warren Thomson,
past Head, School of Extension Studies of Sydney Conservatorium to all Regional Centre and private
teachers, on request. This comprehensively discusses themes such as the importance of
professional development, aims, content and evaluation of teaching, contact with parents,
accreditation, taxation and teacher records.

An annual visit to regions by the State representative of the AMEB also provides not only recent policy
trends and syllabus information to studio teachers, but a valuable link with the human face of
administration.

6. Media outlets and Technology:

6.1 Journals tied to specific professional music and music education organisations that have gone
beyond the Newsletter only stage, provide perhaps the sole communication channel for teachers with
a full teaching load and hectic family life.

6.2 Videoconferencing: of masterclasses and workshops has evolved from the experimental work of
Dr. Len Burtenshaw, at Sydney Conservatorium with students and teachers at Charles Sturt University,
Mitchell, New England University, Orana TAFE , Dubbo and Central Coast Music Centre, Gosford in
1991/2 to a new phase deriving from Burtenshaw's work with state-of-the-art equipment at the
Australian Institute of Music, Sydney.

6.3 Electronic Piano Laboratories: have been instailed in a number of Centres and as part of the
Riverina Conservatorium's Outreach program in Government and non-Government schools (assisted
by Yamaha).

6.4 Computer Laboratories: have not featured in any Centre programs due to lack of funding,
accommodation and security problems. Workshops have been offered for example by private
consultants such as John Orams, recently retired Senior Music Advisor for the New Zealand
Department of Education, who demonstrated the Sibelius 7 computer music processing program in
the Central West earlier this year.

7. Networking: through the exchanges of staff across the State, while encouraged and attractive in
principle, has proved to be impractical largely due to the majority of staff undertaking other part-time
work during their working week. However, occasional past performances undertaken by visiting staff
and students either within or between regions have been enriching and valuable benchmarks for host
Centres. An innovation promoted by some communities has been the appointment of Musicians-in-
Residence, for example Nigel Butterley in Bathurst (1992) and various string, brass, vocal and
woodwind joint-appointments in Orange.

Another innovation has been staff networking with various community groups, both in performance
and teaching areas: hospitals, gaols, care centres, nursing homes, centres for the unemployed and
the Department of Community Services for teaching students with inteilectual disabilities. Parents of a
boy with Down Syndrome and another family with a slow leamer were delighted for them to be included
in Early Childhood classes at Bathurst, where we attempt to promote an understanding of the creative
needs, potential and artistic aspects of people with disabilities.
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Outcomes
I, ational professional cha
a in min t, | believe there
hat gh, sug
all traditional ass and in ws of | gan
of These are gr ing rev
. While has a ive survey
eing im tely to the recent

an, 1995) of teachers by Mitchell Conservatorium
mpressions data and anecdotal evidence about the
value of these teachers. Two Newcastle Conservatorium woodwind graduates in our Bathurst and

to explore and maintain links with parents, community groups and music organisations.

with its flexib
funding, prov

tor
sa

teachers in Australia.

emains contentious among training institutions as

Roberts(1991, p. 30) research into music teacher education as identity construction cites numerous
examples of students who like to be seen first as a musician and then as a teacher. He cites one
university whose goal for its music teacher preparation programme is to 'make musicians first, teachers
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s d' Whe are and what they study the response is usually a ' trombone/flute
p or for v soprano' or ‘tenor'.

a

wi

fe

er

society' will conservatoires find a meaningful place in a living culture.

4. Music ed rs at all levels are a by
technology, computer assisted i ion
s IDI ke Si
c for a er
synthesiser courses and lessons. How will we ens
mus ro in
ryin le ew
o int a of

tertiary institutions both public and private can and
nservatorium Centre teacher, there are alternatives

mposition, musicology and aural skills. The annual
ols involves stimulating sessions for each school

level ar rch ion, ing this h a music technology and computers session, which
would nva e fo stud well as rcom teacher.
Coda

However, to provide motivation, incentives and career paths for Conservatorium Centre teachers, the
e ents

$ ents

a n if

seeks' velop well-r beings will apply their talents in whatever
domain most enrich them' ( neau, 1994, p. 275).
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Cooperative learning in the methods class: Nurturing professional
decision-making through case studies.

Carol P. Richardson
University of New South Wales

Abstract
t t p onal in training has a tradition
I e ation profession disc ed case
tates case study activities have become a common
feature in ing of educators at the pri ry and s ry levels. The music edu on
profession, , has not until this year hada  able a co of case studies specifically  ed
each
case ,
, 199
useful in d ing and nurturing profession
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The professional development of music educators: A South
Australian perspective.

Jenny Rosevear

University of Adelaide
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any es to composing and improvising, which are

areas where many music teachers lack experience and con

This paper contains three sections:

1. Past and present contexts of South Australian music education and professional
development

2. Professional development in South Australia - a profile

3. Outcomes

1. Past and present contexts of South Australian music education and professional development

n e
ic h
in n
st of the city.
ent rs,
ary th
on as
centre, and it was here that the instrumental teach
and
ava
al
ic
ct
in

for state-wide curriculum consultancy, and several
positions were created there in the early 1980's due to Ruth's foresight.

m
at
of
funding) the colleges diversified their course offerings into others areas, including music performance
and jazz es , 198 ). A Certif in Advanced Music became available through the
TAFE Fii St choo cinthe 19
In1 its shardto opportunities and services existed. At the time, they were
nec ies, now they . Twei ty years further on, the four special interest music

centres have survived and developed, although the expectations put on the music centres to provide



66 The developrment of music educators

s rt to local sch eat, without any equivalent inc n s. As is the trend in
o subject areas states, there are no longer a t within the Education
Department.
is u
re e
o h
social justice. At the end of 1993, there were 59.3
schools in the ter met itan area (Roseve
“almost one in music-t er jobs will be axed under plans outlined by the State Government”
, 1 f tuiti
n u in usic
, S it rs C
For some s an Arts rint t (initially Ruth Buxton and later Alan Farwell), but this
position w the early s. is riculum project off  in the arts, Jenny
Aland, an r bilities cover perform al arts. In 1994, initiated a formal
review of c ion in South ralian schools. The review was undertaken over about 6

weeks in Terms 3 and 4 of 1994 by Yvonne Paull. The recommendations from the Review and the

responses to the Review Report are with Personnel and Programs Division and no specific action has
he time of wri this paper (alth the cuts mentioned in the previous paragraph
t”, 1995) may be due to the R ).

With regard to tertiary courses, there are now three universities in South Australia since the national

m . Athr B lor of Mus urse, g
is rsity of e, this is the unive e
re elor of Education (Secondary Music) at the former

o te

n is

d s
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Other states have experienced similar cutbacks in education, however, | think the situation in South
Australia is particularly extreme given the extent of the contrasts over the last twenty years. Paul
Keating (1995) recently expressed his views on South Australia:

It's not doing as well as the rest of the country in growth or employment. | think part of this

s “vi m  lity" S govem , cularly | think the
, ad rti e re a time uth Australia] led
Australia and it's not that long ago, it's 30 years ago. (“The Advertiser’, September 9th,
1995)
, much ha to the ma ank disaster
in late an on the st . An “Adverti

editorial that later commented upon the above statement by Mr. Keating stated that “he did not have to
endure the confidence-battering trauma of the State Bank fiasco from an Adelaide viewpoint’ (Editorial
Opinion: The shape of things to come. 1995, September 11, The Advertiser, p.10). One of the
repercussions o nis state government is sel as ssets -
utilities such as er, t n system, and parts of t ith The n
many school closures and amalgamations, with whole schools or parts of schools being sold for real
estate. Numerous redundancy packages have been given out right across the whole public sector. It
should also be noted that South Australia has had the highest rate of mainland unemployment for
quite some time.

2. Professional development in South Australia - a profile

a. Professional development in music education is now well and truly in the hands of the relevant
professional associations, whereas previously the state government played the major part. The South
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Australian chapter of ASME is ng ro ic
will be discussed later. A n r ass g
development, including those associated with t a

methods and the various instrumental association

ers using the Kodaly Method. This course, which
to non-Catholic school teachers as well as Catholic
school teachers.

th Education and
id ulu profiles. This
is i the
i. The and es (47 tonnes
in the profi each R-7 teac
ha e DEC cutive in Term 1,
on andin emphases in

iii. A “"Cumiculum Statements and Profiles Implementation Support Plan 1995-1997" was
published in February, 1995. The 4 sections in this 35-page document are:

Outcomes for schools

P for ulum change
S or Is

Materials development

iv. The g and Leaming was up 1993, 1994, t

nine co s, and currently aref en ants ( onded
Th g ning T y
for t hools e
im atements and profiles. M s
to bility including:

information advice and support
training and development
materials development (DECS, 1995a, p.20).

The Teaching and Leaming Team consultants target school coordinators in ‘train-the-trainer
type sessions on curriculum review and reform, programming and reporting.

V. m ion o e andp les
de m The e ed“St me ' nt
across all levels, and contains a section on each area of study. A catalogue entitled “Ideas into
I 1 offers nge of teacher designed curriculum resources,
rk’ hisa agazine "to su i op
of curriculum i e ey
als li in this catalogue,
this

vi. It is expected that teachers will use the levels as outlined in the profile to report student
achievement in at least one of the three school reports to parents each year. Schools are also
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- media, SAV isual art. In May, 1995, lan
ARTS SA. Fo is an extract from a circular
The ARTS SA Project has the following objectives:
* e pline al and ional
d of, th arts fo plines
. d will assist the delivery of
exemplary arts teaching and learning programs
. align curriculum practice with the requirements of the statements
and profiles in the Arts for Australian schools
. design and deliver arts curriculum which enables students to
demonstrate outcomes commensurate with those described in the Arts profiles
. contribute to the development of arts teaching and learning

urces to support effective practice in arts teaching and leaming in South
ralian schools.

Itis expected the ARTS SA Project will assist teachers to:
. demonstrate the personal acquisition of skills, knowledge and

understandings in one or more of the five arts form disciplines in an
educational context

. deliver arts teaching ich are aligned with
the requirements of s in the Arts for
Australian schools

. con y and e mon s student
ach ent co u with in the Ants
profiles

J recognise and use teaching resources including print, video and
new technologies which reflect a renewed approach to arts teaching and
learning

e deliver arts curriculum which is socially and culturally inclusive

fessional associations with funding for professional
, accommodation and travel for presenters, venue
ying. These activities are therefore available to
s at or , as as the act s
the sta and le. So far c

en that ASME, in collaboration with the Australian
erk and the Kodaly association, has been able to
e, 67 people attended the ANCA/ASME Choral

Conference with Rodney Eichenberger, and over 100 teachers attended a recent Orff conference.

Another benefit of the ARTS SA Project is,

risin |

e G

the
successfully developed three . . . units. Each of the units has an initial conference or
work o t, p ding the im s for teachers to srooms
and c in ir teaching ctice . . . . Af is the

presentation of work to colleagues (Jarvis, 1995b, p.4).
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Wow! I can do music! A study of the self-concept of student
teachers in relation to various subject areas

Deirdre Russell-Bowie, Lawrence Roche and Herbert Marsh
University of Western Sydney, Macarthur

Students in primary teacher education courses can hold, and therefore be influsnced by, their self-concept

st 0 bj r while in the teaching con was not
a t a ntial implications for her and for
te

Introduction

As music educators, most of us have experienced classes of students who are enrolled in a
compulsory Primary Music Education subject but are very negative about their own musical ability and

not at all confident about teaching a music lesson Idren. ier re (Russell- e, 1993)
es that ap imately 60% of Primary Tee r Educ n stu enter the helor of
ng course ng minimal, if any, formal music education experience. Anecdotal evidence

seems to indicate that a lack of formal music education decreases the student's self-concept in regard
to their ability to make or teach music.

However, when discussing these problems with colleagues from other discipline areas, we often find
that they perceive the same problems of low self-concept of student teachers in regard to their
subject, be it Physical Education, Mathematics, English or Science.

This paper explores the nature and structure of these self-conceptions of students, as related to their
roles as students and as teachers in a number of different subject areas over the duration of one
semester.

Rationale and Methodological Background

Recent research on teaching has highlighted the need to consider teacher thought processes and
how they impact on the learning situation (Clark and Peterson, 1986). The attributes of teachers and
their effectiveness in the teaching/learning situation as related to student outcomes have begun to

receive some tion researchers (eg. b son, 1985; Woolfolk and Hoy, 1
However, to ther ems to be very | s study of multifaceted teacher -
ptions - t ions and prescriptions attributed to themselves, regarding the
of dom relevant to their perfformance as teachers (Roche and Marsh,
1994).
self-co , the alar u lored realm. The potential implications for students,
and t edu are if , as not only are the beliefs, attitudes and self-

perceptions of teachers likely to influence the students' own self-perceptions (Ashton and Webb,
1986; Greene, Anderson and Loewen, 1988; Midgely, Feldlaufer and Eccles, 1989), but they may
also have a more direct influence on how much and how well particular subjects or activities are
pursued, both by students and by teachers themselves (Guskey, 1988).

As a case in point, the subject of music belongs within one of the six Key Learning Areas in the NSW
Primary School Curriculum, that of the Creative Arts. The other Key Learning Areas are English,
Mathematics, Science and Technology, Human Society and Its Environment and Personal
Development/Health/Physical Education, with the overall emphasis being on the Key Learning Areas
of Mathematics and English.

The aims of music education in the NSW primary schools are :

- To encourage a positive attitude towards music,

- To help students develop aural capabilities, understandings and skills, and

- To provide opportunities for all students to learn through participation in musical activities at
levels consistent with their developmental needs and interests. (NSW Department of
Education, 1984. p 10)
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1 | can teach (__) well

2 | am a very effective teacher in (_)

3. | can plan riate activities for (__) lessons

4. | understa
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6 lcanmo myte in ( eds.

The Student Role stems are as follows :
at(_)

)

Questionnaire Administration : 1st Year Students

The questionnaire was administered three times to all 1st Year primary teacher education students : in
Week 1 (Time 1), Week 7 (Time 2) and then again in Week 14 (Time 3) of Second Semester. This was
to identify any change in self-concept as either a student or a teacher of a particular subject,
throughout the semester. At Time 1, the 1st Year students had completed one semester of their
Bachelor of Teaching course that had included observation and a small amount of teaching during
fifteen days in a local primary school as well as an introduction to the theory and practice of
Mathematics, English and HSIE teaching. During Second Semester they were enrolled in three
Curriculum Studies subjects that covered the six Key Learning Areas and included curriculum content
and methodology in the subjects of English (26 hours), Mathematics (26 hours), Science and
Technology hours), Human Society and Its Environment (HSIE) (26 hours), Personal

Education (PDHPE) (26 hours), Visual Arts (11 hours), Drama (4 hours)
and Music (11 hours). ( Figure 1)

Figure 1: Bachelor of Teaching (Primary) Course; UWS Macarthur Course Structure and Content

SEM ECT:4HRS SUBJECT : 4 HRS SUBJECT : 4 HRS SUBJECT : 4 HRS
1 Orientation to and Learning Foundations of Inguiry Foundations
Teaching Literacy and for Curriculum
Mathematics
2 Foundation Studies 1 Curriculum Studies 1:  Curriculum Studies 2: Curriculum Studies 3:
Mathematics / Science English / Creative Arts PDHPE / HSIE*
& Technology
3 Foundation Studies 2 Curriculum Studies 4 Curriculum Studies 5:  Curriculum Studies 6
Mathematics / HSIE/PDHPE* Science &
Creative Ants Technology / Enalish
4 Foundation Studies 2 Elective Elective Elective
5 Foundation Studies 3 Stu
6 In School Semester
udi 5, nt
Jth  di h
4h rs E

Questionnaire Administration : 2nd Year Students

c g the six as. The se tin relationto s tan e, of this group of
S s, was th that of their arts in 1st Year, att tage, had
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no ulsory subje ring teaching methodology and content in PDHPE, Science
nol usic, Drama Arts.

Is).
Analj/sis
PSS . ability a es and rmatory Factor
(Jore 1 were p usly co ed to evaluate
he st » self-concept facets posited to emerge as latent

constructs from the questionnaire items (Roche and Marsh, 1994).
ses indicated he instrum distinct elf-concept (corresponding to
nt subject are th goodrel | range f 97).

Results and Discussion

Student Self-Concept as Students and Teachers : 1st and 2nd Years

In the comparison of 1st and 2nd Year students

Table 1 : Teacher Self-Concept : 1st Years T1/2nd Years T1

Group 1 : 1st Year Students Group 2 : 2nd Year Students
Mean SD n Mean SD n

HSIE 5.76 0.96 146 5.63 1.03 118

PDHPE 5.88 1.08 146 6.51 0.90 121

English 6.15 1.21 115 6.60 1.07 90

Mathematics 5.95 1.36 115 6.34 1.17 90

Music 5.32 1.46 115 6.57 1.22 90

General 6.25 0.99 146 6.69 0.82 121

nd Year . However, with the subject of
was no ifference between Year 1 and

The 1st Year students' self-concept as teachers of music was, as expected, much lower than their self-

< 0O O

s
ar 2 students (Sig. of F = .000). This significant
fter two subjects in compulsory music education,
lish and Mathematics and 56 hours of PDHPE and
d significantly less face-to-face lecture time for
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t oth bjects, r c dence increased significantly (See Figure 1).
Il res e differ u s  ered within 1st Year (Sig. of F = .000) as well as
2 F=

Figure 1 : Teacher Self-Concept for 1st and 2nd Year Students at Time 1

Teaching Self-Concept for 1st and 2nd Years

.
el x
65 o e .‘-“ S
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. s
|
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1st Years 2nd Years
BusE PDHPE English Math matics [l Music G neral

The seif-concept of the sample students as students of the different subjects followed a similar

s in
d ce
( F

A similarly significant difference was indicated in relation to the students' self-concept at students of
PDHPE (Sig. of F = .025). However, in relation to Mathematics there was no significant difference
between the 1st and 2nd Year student's seif-concept, although it appears to increase slightly from 1st
Year to 2nd (Sig. of F = Si there is no sig nt nce een the 1st Year and
2nd Year st s' self-conc st of HSIE (Sig. = ind the self-rating of the
2nd Year students in relation to HSIE was lower than that of the 1st Year students.

Table 2 : Student Self-Concept for 1st and 2nd Years : Time 1

1st Years 2nd Years

Mean sD n Mean SD n
HSIE 6.38 1.02 146 6.12 0.94 120
PDHPE 6.15 1.59 146 6.53 1.19 121
English 6.54 1.19 115 6.89 1.13 90
Maths 6.10 1.70 115 6.40 1.36 90
Music 5.56 1.70 115 6.32 1.43 90

However, in regard to being students of music, there were significant differences between the 1st and
2nd Year students (Sig. of F = .001) with 1st Year students rating themselves on average at 5.56 and
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2nd Year students rating thems on average at 6.32, the highest change in mean between the
two groups over all the subjects. ( Figure 2).

Self-Concept Change as Student and Teacher for 1st Years Over a Semester

Figure 2 : Student Self-Concept for 1st and 2nd Year Students at Time 1

Student Self-Concept For 1st and 2nd Year Students

<
g 6.5
e
|
f 6
R
a
¢ 55
|
n
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4.5
1st Years 2nd Years
.HSIE PDHPE English Mathematics .Music

The results of a MANOVA carried out on SPSS indicate that there are significant differences in the
gs an significant differences
ne ss is a.time and subject
ion, nt

Once again, the students' overall view of themselves as general primary teachers rated higher than
their self-concept of themselves as teachers of any of the individual sub . There was a

altho i higher t rany s
isitr than Ma tics, E
other subjects.
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Table 3 : Teacher Self-Concept Over a Semester : 1st Year Students

Time 1 Time 2 Time 3

Mean SD n Mean sD n Mean SD n
HSIE 5.71 0.96 146 6.38 0 88 79 6 46 108 78
PDHPE 5.88 1.085 146 6.46 109 79 6 45 103 78
English 6.15 1.21 115 6.29 091 79 6 54 107 78
Mathematics 5.95 1.36 115 6.42 106 79 6 51 115 78
Music 5.32 1.46 115 6.10 135 79 6 51 121 78
General 6.25 0.99 146 6.64 0 88 79 6 63 099 78

The students' self-concept as teachers of music increases the most of all-the subjects from 5.32 at T1

to 6.10 at T2. self-c in this subject then inc s more at T3, to 6.51. N of the
other subjects this d increase in self-confid i , at T3 music is rated h r than
al subjects except English, even though it was rated much lower than ali the subjects at T1. (See
Fi 3).

When examining the results of the students' rating of their self-concept as students of each of the
subjects throughout the semester, the MANOVA results indicate that time is not significant for

bu diff ce
an an in
bje (eg  ic)

The changes in time across T2 and T3 are not quite significant (Sig. of F = .08) and there are no

s ific  subjectd ces T2 and T3 of F=. . there appears to be a
s ific  interactio sug at relations een sub c tween T2 and T3 (Sig.
o =. )

S,

th

)

to

and T3 for English, PDHPE and Mathematics, all student self-concept ratings decrease, slightly for
Mathematics and English, and considerably for PD {PE.

Figure 3 : Teacher Self-Concept Over a Semester : 1st Years

Teaching Self Concept Change for First Year Students Over a Semester

6.75
D U,

g 65
T6.25

RS5.75
5.5

l'5.25

4.75

4.5
Mean T1 Mean T2 Mean T3

Time

HSIE PDHPE English Mathematics Music General
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78 Wow! | can db musi!

Table 4 : Student Self-Concept : 1st Year Students Over a Semester

Time 1 Time 2 Time 3
Mean SD n Mean SD n Mean SD n
HSIE 6.38 1.02 146 6.23 0.89 79 6.40 07 78
PDHPE 6.15 159 146 672 135 79 6.43 34 78
English 6.54 0.98 115 6.68 0.98 79 6.59 18 78
Mathematics 6.10 1.70 115 6.54 1.36 79 6.51 40 78
Music 5.56 1.70 115 6.01 1.64 79 6.46 29 78
dents o s quite a ent pattern from
udents' rating as ents of music is
r e e
n h d
e o n
Figure 4 : Student Self-Concept : All 1st Year Students Over Semester
Student Self-Concept Change for First Year Students Over a Semester
7
6.75
S 6.5 \4
e
I 6.25
f 6
R 5.75
a
N 5.5
i 5.25
n 5
9
4.75
4.5
Mean T1 Mean T2 Mean T3
Time
. HSIE POHPE English Mathematics Music
Student Self-Concept as Student and Teacher : 1st Years T3/2nd Years T1.
e results
subjects, t
he 1st Ye t
different samples of students, there should be s
the end of the second semester of their course an
To 1st stu at eted 52 hours of compulsory Eng.lish, HSIE and
Mat csc um, urs 1 hours of Music curriculum. (See Figure 5). By the

beginning of their fourth semester, the 2nd Year students have completed 72 hours of English, HSIE
and Mathematics curriculum, 52 hours of PDHPE and 22 hours of music.
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Ali the self-ratings for each subjects by both 1st Years T3 and 2nd Years T1 in relation to their self-
concept as teachers of the different subjects are above 6.00 in the 9 p , except for
HSIE that makes a dramatic decrease from 6.46 to 5.63 between th 2 two g 5).

Figure 5 : Summary of Bachelor of Teaching Course Content : Semesters 1 - 4

Semester One S Two Semester Three Semester Four
oLT FOUNDATION STUDIES 1 FOUNDATION STUDIES li FOUNDATION STUDIES IlI
English (26 hrs) Mathematics (26 hrs) Mathematics (26 hrs) Elective
Mathematics (26 hrs) Science & Tech (26 hrs) Science & Tech (26 hrs)

English (26 hrs) English (26 hrs)

c rs) c s)

PD/H/PE (26 hrs) PD/H/PE (26 hrs)

HSIE (26 hrs) HSIE

First Years T1 T2 T3 Second Years T1

Table 5 : Teacher Self-Concept : 1st Year Students T3 and 2nd Year Sts T1

Group 1 1st Year Time 3 Group 2 2nd Year Time 2

Mean SD n Mean SD n
HSIE 6.46 .08 78 5.63 1.03 118
PDHPE 6.45 .08 78 6.51 0.90 121
English 6.54 .07 78 6.60 1.08 90
Mathematics 6.51 .15 78 6.34 1.17 90
Music 6.51 .21 78 6.57 1.21 80
General 6.63 0.99 78 6.68 0.82 121

ts make similar  ht be 1

change in stud &' pt of

_ r, when all subjects are developed and extended,

on fo work covered in 1st Year (see Figure 6). The decrease between self-concept as

rs of atics and HSIE across the two groups should be cause for concern and further

research needs to be undertaken to ascertain the reasons for this downturn in self-concept.
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Figure 6 : Teacher Self-Concept : 1st Years T3 and 2nd Years T1

Teacher Self-Concept for 1st Years T3 and 2nd Years T1

S 6.5

= -
(o]

5.5

Q@ 3 — —~p "

4.5

1st Year T3

B -se PDHPE

English

2nd Year T1

Mathematics . Music

Table 6 : Student Self-Concept : 1st Years T3/ 2nd Years T1

1st Years T3

Mean
HSIE 6.40
PDHPE 6.43
English 6.59
Mathematics 6.51
Music 6.46
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SD

2nd Years T1

Mean

6.12
6.53
6.89
6.40
6.32

SD

0.94
1.19
1.13
1.36
1.43

120
121
90

90

Wow! | cando musc!

General

h the
the
lost t
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Figure 7 : Student Self-Concept : 1st Year Students T3 and 2nd Year Sts T1

Student Self-Concept 1st Years T3 and 2nd Years T1

6.5 ........................

- — o W0

5.5

@ 3 — o D¢

4.5
1st Years T3 2nd Years T1

B se PDHPE English Mathematics [l Music

Conclusion

ing

it

as
al attainments. lronically, however, in educational
e study of teaching self-concept (Roche, 1995).

Research and anecdotal evidence have indicated that if student teachers feel confident about
themselves, both as teachers and students of the subject, they are more likely to be confident and
ample students indicated at T1 that they were not

nd semester, the 1st Year students had increased

to Music, as most music educators would confirm,

achers and students of the subjects, almost half a

er, the increase in confidence and self-rating was

when compared with the other subjects, some of

o T3. This raises the need for research into the

aching behaviour that is beyond the scope of this

paper.

t

various reasons for this anomalous result, some of which could include the initial misconceptions
students have about the content and methods involved in music education, the practical, experiential
m s of learningemp din ¢ curriculum ses, the iasm and rtise of the
le s and the use of ect r that could irectly a into the s classroom
situation. However, lecturers in the other subjects would strongly debate that their subjects benefited
from these factors as well, so immediate answers to why the students' self-rating in Music increased so
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Glover's intellectual odyssey

Jane Southcott
Monash University

At a time when pro onal deve asa
an unique and infl ial music met

ent of a singing ogy is
in ingly acknowledged but her other essentially unn it is
in d here to focus on the intellectual jou .

ed success. As he read her book the scales

f  thesi nd beautiful thing, m

ti tedm writing it ... Her me
stablished on the principles of the science
| act at the
' the s, and
e tongue - the opening of a new world of

Curwen trialed the method with children and, according to Rainbow, his enthusiasm increased 'so that

h s he
e in es
n rt to

Glover in October 1841 praising the method but suggesting his own modifications. 4

A
C
it
K
ren in which al  dy employed his
er would perm When she rece
ant teacher was 'thunderstruck' at the contents of
h' m
t
a s
I d
co ence, but with God's help | will get the pain.' 8 Unsurprisingly, this was not the official

ve nof Glover's response that was prom ed by Curwen and the Tonic Sol-fa College.

hy, Kent: Novello, p. 17.

: J. Curwen & Sons, pp. 40-41.

ovello, reprinted 1991 Wales: Boethius Press, p. 142.

ilee Handbook, England: Curwen, facsimile of letter, pp.
13-15.
5 ibid., pp. 13-14.
8 J.B. 1879, 'Letter to the editor of the Norwich Mercury, April 26, in Bennett, P.D. 1984, 'Sarah Glover: A
Forgotten'Pioneer in Music Education,' in Journal of Research in Music Education, vol. 32, no. 1, p. 60.



84 Gver's odyssey

re d for accepting modifi of her already
7 that relations betwee r and Curwen
until her death in 1867. Bennet discusses their

and his te rs pupils. @ Inab
ion of the tr Lo . Glover and her
conacert in the Crystal Palace:

C. had retu lodgings from
ge ensenti s, and were u
man, of whose office | have not a clear idea

Gr ... into on and the gent n
mi Id ... and, we reached n
eived into ... a chapel with ery on three
side ... the tea, &c., which rovided was

ed of various denominations, and of various

discu nt ed by a cha I ing troop of , who had been taught to
think a privilege to ds with me; there was a great deal to
hear (worth hearing) of musical performances. ©
Glover not discuss in det tionship Glover and Curwen, not unsurprising
as she for the tonic sol-fa , but she that:
| did s e
ch, t ) t
h ag !
aunt, | am sure, was full of thankfulness that
The remembrances of Glovers assistant teacher were mo ight. e years aft visit
to London, Glover wrote, 'in reference to some business "la you not to te it
to others, opposition seems to me to be so prevalent in these days, that one need beware how
one publis idea." ' 12
The frontispiece of Curwen's Teacher's Manual of Tonic Me was a of Glover
pointing to her Norwich Sol-fa Ladder and the text a ed the tion e sol-fa n and the
rto rs s which Curwen his. In the y r
, at en o ncer, visited Gl yet again. G ,
entl re t equest for an invitation stated:
t may to ' e to
my in gc e is
‘with a he h
7 ibid., p. 62.
f the Norwich a System for teaching music in Is,' in Tonic Sol-fa
ences of Miss r,'in Curwen, J. S. & Graham, J., , pp. 7-10.
" ibid., p. 10.

12 J.B. 1879, op. cit., pp. 33-34.
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beings who has accomplished eighty years, especially as she has been rendered
somewhat notorious by his father's imaginative pens. 13

Curwen recounted the interview which he considered 'not only pleasant, but sacred.' The

sa is S. n, he
of not He io en
G r st Ifto y. ho

t t nd

e to

S t pu

‘'saying that she had never received a pecuniary reward for her work, and did not wish to do so.' 16

Sarah Ann Glover was born in Norwich in 1786. She was the eldest of three sisters. 17 Their father was
al enthu , While their mother was a's  larly
an.' 19 ah was small and slight, her

sisters were musically educated, and Sarah was
always had a 'single eye to the improvement of
periments that led to the development of her music
s trying to teach a young Sunday schoolmaster to
After considering how to develop a system that

arning, er settled on the syllables

letter n of notes. Her first urs, while

h e in es in

e s C C ty

School w heren  vours were occasionally if - ho ht it

was dan us to ch music to children  entifically. Glover received some support and

considered that the system needed a trained musician, or at least a means of giving a musical model.
Pianos were not common in schools at this time and so she developed, with the help of a local
manufact a glass gl piel, called an harmonicon. The device contained twenty-five glass
keys and red two ch octaves. The device also had a roller that was positioned beside the
keys a2r;d which could be rotated to display the solmisation syllables for the scale in all twelve possible
keys.

In 1835 Glover first published her Scheme for Rendering Psalmody Congregational. 23 In it she

ned her mind litt | kno ont rt of her reader. She also
ed a de set of ch ction incl lesson notes and musical
G h the il to in tune, soo sig to
re n mu 24 dered her s an ve
nt 0 making using traditional notation. However Glover

considered that staff notation added difficulties to the understanding of musical concepts - for

Graham, J., op. cit,, p. 9.
ol-fa Method, London: J. Curwen & Sons, p. 381.

3.
1891, 'A Pupil of Miss Glover,' no. 520, June 1, p. 170.
Church Museum, Norwich: Norfolk Museum Service, p.

33.

19 Brown, Mrs. L, 1891, op. cit., p. 1.

20 jbid., p. 3.

21 ibid., p. 5.
spla hibition, in 1851. This
rwic 975, op. cit., p. 32.
nal, ons.
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86 Gbver's odyssey

example, she ed that the ing of n on the stave gave no visual re t the
comparative d ces betwee is not a ent which are tones and which t
Gloverwas ¢y an experienced sk educator. Her lessons all emphasised practical music

making. The singing lesson co ed

e
e
r ' e
h u d
o e o
in the early 1 G eaching in severa Is in ch, such as the Bla y Yard
School; Lake S | the Girls' Central . At this time Curwen v one of
Glover's schools and described the class music teaching:
As | stood on the s ing to the of that upper room | found it soft and
cultivated, such as | n heard from | children before. As | opened the door |
S g int poi I
s e in low d
s i s es ing d
two years' work! 26
rew, | d to wo M ... wesatup
the m S , and some of Miss
n Lan by r
h tten Ed

s not the case during the ascendancy of the tonic

By 1850 Glover was sixty-four years old, and her niece suggested that she was:

ved Sol-fa Harmonicon ... she also tried to
een prismatic colours and the divisions of a

musical string having always been attractive to her. 28
In fact, Glover had always been interested in scientific and musical theory, and had mentioned the

urs and sions of a musical string in the Scheme for g
fifteen y riier, and it was clearly an idea that fascinate e

discovered by Sir Isaac Newton to exist between the proportions of the prismatic colours
i

orange, from Ne to the octave above Lah by

nd Ne were Glover for nt the sharpened sixth and sharpened seventh of
cending min Glover two for her ideas, Sir John Hawkins, A General

25 ibid., p. 40.

26 Curwen, J.S. 1882, op. cit., p. 42.

27 ibid., p. 43.

28 Brown, Mrs. L, 1, cit,, p. 7.

29 Glover, S. 1835, pp. 34-35.
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History of the Science and Practice of Music, 30 and J. Marsh, The Theory of Harmonics. 31 Glover
explained that Fah and Sole were not listed in the analogous scale as it represented the minor rather

t or scale d in some way an unbroken ray of
! early, Gl already formulated an interesting
t .

A more thorough exposition of her ideas was contained unp  shed manuscript apparently
written in 1859. With modern ears it is discomforting to rea ers  uest for validation of some of

her theories:

of Scie

co asc

ev toe I
any lack of logica ent of my i s in compassion to my ignorance of
Mathematics, in the e, | must req that he will take the trouble to familiarize

himself with the terms which | apply to the different intervals of the musical scale; thirdly
that he will permit me to begin my statement by the results of my researches and that
finally he will have patience to thread the maze of my reasonings by very nearly the same
path (devious though it was) by which | arrived at these results. 32

The manuscript from which this was taken was found in two boxes labelled 'Sarah Glover - relict
paraphernalia’ held in the Strangers' Hall Museum of Social History in Norwich. | worked on the
collection and then pursued Glover's 'maze of reasoning' as closely as possible. The collection
ic text, A Sc for Re g Psal
books, 34 psal texts, 35 theory
her's whizgig,' a lock of Glover's hair, 38 and other
relationships identified between the solmisation
works of tonic sol-faists, and | was fascinated to
discover an element of this in Glover's material. 39 | intend to follow the same procedure as Glover and
ask your forbearance as | recount the story of my joumey in pursuit of Glover.

A Phi r's ig (price one shilling a com ly made chil s many of us
have in I. ltis a circle of ca rd with ven colours e painted on
equal segments on one side and in concentric rings on the other. The disc has string threaded
ent done the segmented urs merge to
the r side remain as they | wondered
t accompany the toy state that 'Sir Isaac Newton ...
discove help of a m ... that the rays of the sun, being themselves white, may be separated
into the softhe R ow.' 40
Also in the collection was a fift cript by Glover entitled tic to the ry of
Music. 41 To my knowledge th lished but, according to ript was f ded

30 Hawkins, Sir. J. 1776, A General History of the Science and Practice of Music, 5 vols., London: T. Payne &
Sons.

31 Marsh, J. (n.d.), A Short Introduction to the Theory of Harmonics of the Philosophy of Musical Sounds for the
use of such Musical Professors, Amateurs and others, as have not previously studied mathematics, London:
Goulding & Co.

32 Glover, S. 1859, Pris Clue to the Theory of Music, unpublished manuscript, Strangers' Hall Museum of
Social History, Norwich, nd.

33 Glover, S. 1835, op. cit.

34 For example: Novello, V. (n.d.), One hundred and sixty-nine Psalm and Hymn Tunes, London: Sacred Music
Warehouse.

3 e le: Blencowe, E.E. 1840, The St. George's Hanover Squarse School Psalm-Tune Book, London:
J B

36 a son, T. P. 1857, Th and ,Lon Wilson.

37 a E. 1854, Méthode enta aris: s.

38 c

39 Southcott, J.E. 1994, 'An American and Australian Coincidence: Tonic Sol-fa. Froebel and the Colors of the
Rainbow,' in Bulletin of Historical Research in Music Education, USA, January, pp. 79-109.

40 opher's W ig, Strangers' Hall Museum of Social History, Norwich, England.
41 r,S. 1859,  cit.
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88 Gbver's odl/ssey

ver recounted a series of researches that led her to
beyond that suggested by her sources. Glover was
rces ly, but she gave the
d he rance as she traced

Her odyssey began with Hawkins' A General History of the Science and Practice of Music, published in
five volumes in 1776. 42 Hawkins divided the study of music into two sections: theory and practice.

the gamut, known as the Guidonian Hand. 44 Ha

ngth,
f were
i were
ird minor, a fourth, a fifth, a sixth major, a seventh,
and an e e . 45 Hawkins hel gave bot volume and page numbers in Optics
for furthe It likely that Glover edthere ce. .
on's Op both princ nd descriptions of many detailed experiments. Newton
varying if he differen rs of the spectrum:
e
d
d
e
little to be regarded. 46
m e the ref e ties of light. Newton,
of rs to mu in Is did not expand the
sp p
g. e
m d
ven segments | E, EF, FG, GA, AB,
D nge , yellow, GA g BC indigo, and CD
lo the ctrum, not blocks of solid colour. The letter name
o ont chords: sol, la, fa, sol, la, mi, fa, sol, which were
proportioned at 1/9, 1/16, 1/10, 1/9, 1/10, 1/16, and 1/9. 48
ed the e tion of these s demons a ectural design that
ex ify the ity of all the w of the Cre 9 was more effusive,

When this analogy was unravelled to me ... | was delighted; and my mind dwelt frequently
on an analogy affording such beautiful evidence of design in the works of the Creator,
and so clearly evincing the Divine Origin of Music. 50

42 Hawkins, Sir J. 1776, A General History of the Science and Practice of Music, 5 vols., London: T. Payne &
Sons.

43 jp 1 p.

44 A, p.

45N Sir . ks: or, a treatise on the reflexions, ctions, ons olours of light, book |, part
I, iii, .1, e . vii, cited in ibid., vol. V, London: Smith W p. 68.

46 on, .17 op.cit, p. 71.

47 p.

48 ibid., p. 114.

49N ,Sirl. 1704, ci  n Hawkins, J., op. cit., p. xliii.

0 g S.1859,0p.c . 1.
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Southeott 89

She also listed 'a short treatise by J. Marsh Esqr. on the Theory of Harmonics' as helpful in explaining
the mathematical divisions of a musical string. 51 A copy of this text, fully titted, A Short Introduction to

the Theory of Harmonics or the Philosophy of Mu for the use of such ,
Amateurs and others, as have not studi tics, 52 was include ,
inscribed with her name. Marsh's ed a de ac c the
divisions of a musical string and a replica of Newton wi e nes
added to the diatonic around the circumference. 33 nc p urs.
Glover, however, pursued the analogy.
In the coll of Glover's rialswasap r ut the ed
through th rings to the e. Eachsect o a sati ng
ic range. painted t in pec A
r chart ma ence clear:
1/2
9/10 RED Ne
3/5 ORANGE Bah
2/3 YELLOW M
3/4 GREEN R
5/6 BLUE D
8/9 INDIGO T
1 VIOLET L
es
al,
er

notes of the C minor scale to give an application of the theory and to exemplify the use of Bah and Ne.

Glover was well versed in the theory of music, having researched its tetrachordal basis at length. She
prepared a Treatise on the Tetrachordal Sol-fa Harmonicon, the didactic musical instrument she
developed in 1858. 55 Several texts in Glover's collection dealit specifically with the technicalities of

ry. 56 ins u extensively the tetrachordal foundations of music theory. Glover began
heoret scu  n is point:
ATetracho sasc of four notes fo intervals of two w and a half. The
Musical Sc  isdiv le into six Tetra s. There are two trachords; each

brace being composed of one ascending and of one descending tetrachord, united in
the centre, the same note being the root of both tetrachords in the same brace. 57

t r rds ed ade a heptachord. In her Prismatic Clue to the Theory of

, r ued on ur theory to i Is of the mus steps
by she her con were ly logg of her logic s le but
its be a in early nth ra n fate twentieth century terms. Glover decided that
as a split ray of light produced a colour scale which matched the ascending minor mode, then it was
pr e n ken ig majorm . Glover noted because the seven
pr ic rs on e , Glover  sumed that the urs in an unbroken

musical sounds resonate an octave and a fifth higher, then the progression of tones was by fifths.

51ag . S. 1859, op. cit., p. 1.
52 J. (n.d.), op. cit.
53 ibid., figure VI.

S4q S.(nd), A Sol-fa System for Te chools and sorA
Sche r Rendering al, London: Hamilton, , 3rd edition, was a
development of A S for R dy al, very much annot from the 2nd edition.

55 Glover, S. 1858, eon So on, unpublished ma ript.

56 For : Stanhope, C.E. 1806, Principles of the Science of Tuning Instruments with Fixed Tones,
London: n

57 Glover, S. 1859, op. cit.
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90 Gbver's odyssey

pri ven t in r G r div the spiral
t lab f the ria to in a ession of
B. e the pattern of notes back down the spiral and
Glove
xposit
prove

analogy which existed between the laws of light a

Symmetry, , and Variety yet , as affords strong
presumptive evidence that the delineation of the construction of the
and of the ... is no arbitrary, fanciful

arrangement of colour and sounds, but that it accords with Truth. 58

Glover believed that her findings illustrated the 'difference between the finite skiil of man and the
perfect wisdom of the Artificier whose: Understanding is infinite!" ' 59

Conclusion
G r's etical exp underpinned the music pedagogy she developed. Some of her
id ma m fanciful she must be co
g. unde of
th blem ou
nt a
ng r.
er d
| a d
si c
thods and materials were clearly successful, and
worthy of applic and even r  ation. The revisionist history put forward by Curwen needs
reconsideration Glover's r ion needs reappraisal. Glover is an excellent model for

emulation and her achievements deserve acclaim.

58 ibid., p. 11.
59 ibid., p. 15.
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P a

Providing arts rie
childhood pers d

Louie Suthers
Institute of Early Childhood
Macquarie University

Introduction
Arts experiences - music, movement and drama

aged from O to 5 years. These arts areas, howe
lack confidence and skills. In 1994, | was a c

n al
S. io
t 0 t

This paper dis
arts programs

a variety of st
young children

Background

Unlike other institutions that cater for children and
not all trained teachers. In New South Wales there
rs

o)
3
d
While the teacher would be the nominated room
in groups, su ise rout s
ibly plan toge This s

encouraged by the process of accreditation. It is
would be unaware of the differences in backgroun

Strategies

to initial study, a range of strategies to e
nt ropriate arts experiences for young chil

1. Appropriate material

arts exp for use in e chil
ual child e and creat but
You h
also j w

ng children : Helping early
priate skills and strategies.

ies that may assist early childhood personnel to enhance the
whom they work.

nti centres and is
chi d many parents
apl
en or
p a
nd to
early chil nnel to plan
e been tr will now be
the
arly
In
tt i is to allow opp es
! ' manageable to ial

Games of all kinds can be considered as structured play. Games
el that their structure, however loose, provides a secure framework

for activity. Arts games are games that are based on music, movement, drama or any combination of



ged diverge the game descr n in respo to
s or always to include the p tial for ind  ual
ona us extension or elaboration.

2. Audio lapes

s lea new involves a song pres

o flu rely s who can read mus

Vv games trialing process, the suggestion of producing
A rough and ready tape was and simply as a way of learning the songs, not for use with
children. This was quite s sful, ever the p uc of a quality e more
investigation. Issues related to studio recordingand cop  ht d future attent hether
aca encou s tea s to att ctivities that they would use, or becomes a crutch
that ownyv skills desire me music readers needs exploration.

3. Workshops

Most early childhood teachers learn new activities from their colleagues not from books. In 1995 a

se 2
ho ot
on to
de

absorb its ur and esse in a way that is not possible from a on. m of
training is stent withth  dings of Jeanneret (1995) with the p g of ra -6
teachers. She highlights the strong correlation between the nature of training that teachers
expe ce e fidence in te music to chil . She courses thatp de
pract op ti students to ter music as cians, pthemtoenga he
children they teach in appropriate and creative music experiences in the classroom. Similarly in the arts
games worksh was found that most part learn songs associated with activities
by hearing the g rather than trying to de r printed form.

One of the works s ifically to help t ce is the
fact t two sessions k . This led parti nature of

the workshop and the experiences presented. Additionally they were asked to try one of the games
they had learnt with their own group of children. On the second week they shared their experiences
with the group. While not all achieved overwhelming success most are pleased with the outcome or
were able to aftribute a disaster to a factor that they could avoid on subsequent attempts. It was
interesting repo felt sc of their ability anage the e and anxious
that their a Id be ilure. er, when they the game, children really
loved it!" It was probably true that initial success encouraged further attempts and many participants
returned to Week 2 saying that they had used four or five games and the more adventurous had

dev varia games had tried. Many pants also rep hey had taught one of
the esto rcollea  at their centre, eit ormally or at a ng.
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Conclusions
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responses; experiences which will facilitate the de

about the arts.
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The Professional Development of Music Educators: An Overview
of Postgraduate Offerings in Australia

Nita Temmerman
University of Wollongong

There is a vast array of postgraduate courses available to (suitably qualified) music educators in Australia not
b

te as such as ¢ teac and

e d information sic e tors

e any as 21 diffsrent Masters and four distinct Doctoral

programs rin A n universities. This paper provides music educators with an overview of these

programs ir stru

The Aims of Postgraduate Programs on Offer in Australian Universities

Despite the multitude of postgraduate choices available to music educators in Australia at the masters

and doctoral | u m by cou rk, masters by research - most often referred to as
Masters Hon , o of tion - a ined coursework and thesis program, and Doctor of
Philosophy, the courses do share some common aims. (Refer to Appendix 1 for a list of coursework
de to
be an
ad as
en ills
that will allow for an in depth study in a specialisation; acquire skills in critical analysis; broaden their
o} onal scholarship and development; and generally gain professional growth and self
d ment.

Admission Rules

All  her de pr ms require that ctive applicants meet certain entry requirements.
Eli ity for iss o masters and te degrees is normally dependent on candidates
holding appropriate qualifications and in some cases also relevant work experience.

Masters by Coursework

ble to ina ork program (often referred to as a masters pass degree)
are g lly e er fo1 r years of undergraduate education equivalent to a
four year bachelor e (i.e in music, music t cation) a
or college of adv education, or a bac us Dip of

Students must also be able to provide evidence that they have successfully completed substantial
studies relevant to the masters program for which they are enrolling. Some vocational experience of at
least one year's duration is also usually expected, although some institutions require that candidates
have com two years erience sp ically as a te ucat rai Special
admission masters pro es in some  es where stud prov. ev  ceofthe
completion of appropriate professional study.

Masters Honours

ents are expected to s eptional ability to be ad am honours (de by

s). Candidates are exp hold a masters degree, elor e with first or nd
class urs or equivalent qualifications. may be u to ic lc of,
or be red to successfully complete, a iednum o alt e ve

TA Doctor of Music (DMus) is also available at some Australian universities (e.g University of Melbourne and
Uni ity of Sy y) to musicians co who have a well estab rep P ably both
nat lly and i  nationally. Can es in this degree are req to s or I musical
compositions or writings for examination.

The University of Wollongong also offers a Doctor of Creative Arts that is based on the presentation of creative
work supported by written documentation of the work. The degree is offered in the areas of music composition
and music performance.
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me subjects for admission. In most ins es students are expe to submit a research
pro that includes a preliminary literature re in the intended field of y.

Stu ters rse. This is
usu of cr ber of pass
cou t wish

Doctor of Education (EdD)

ers or
i and se
| ona ch

In some cases students are required to undertake a
nits. Again it is expected that candidates also have
professional experience in an educational setting or related field.

Doctor of Philosophy (PhD)

expected to show an excellent academic record in
pertise in an area within their field. A publications
record is considered very favourably.

ltis possible in some circumstances for students to transfer from the masters honours to the PhD. To

ents must h c ted any s rkrequired in the rs honours and
made signi  nt ess on t t s that must be of ent quality and

Course Structures

o elect subjects, as well as the number of strands
and/or specialisations from which students can choose their subjects. There are however some
general commonalities across all higher degrees and these are addressed below.

Masters by Coursework

d by ork are of un s that are taught by od of weekly
p wo student ce at end) seminars, resid schools or a
to
its
ile
co rk degrees rap to comprise
by ts per sem two esters, for st
rs include a nu of co | re units that are intended to p  de a base for later in-
studies in an of sp | There is in most cases the vision for students to

specialise in an area and complete a 'set' of interrelated units of study i.e a designated area of focus.
There are also elective subjects/units and students often have the opportunity to choose these from a
number of specialisations on offer within the course. Coursework masters may also include a minor
dissertation, large essay or major project on a special topic.

Masters Honours

The Masters Honours is a specialised research degree for students whose future career will involve

a r rs
m e S.
str st
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y member is inted as supervisor to the candidate and is responsible for the progress of the
date through thesis.

Doctor of Education

n

d

e

some optional/elective subjects, and a dissertation

isor who is a member of the academic staff of the
also appointed

ertation should relate to a signif aspe distinct and ori
ribution to the improvement of prof nal pr
Doctor of Philosophy

The PhD is the principal qualification for those aiming to work in academia or in research based
me research usually under the supervision of two to

ac c staff me licants are generally

an e of their area of research for

S e

| de e

committee at the cand e is ed e ir

competence t rtake the nded rch. PhD students are required to submit a thesis of

ap ely 10 words. It is expected that the thesis onstrates research of an original

na make stantial contribution to learning in a field. Some universities indicate

priority areas for arch that indicates to prospective students those (staff) areas of expentise
available at that un ity.

Pattern of Study

| no ion

ef by

co nts

ionand a ximately four to six years for
less than to three years and not more

Teaching Modes
Vacation/residential schools - summer and winter, weekend seminars and evening classes conducted
in
he
SO
nd
A Concluding Note
The range of choices on offer in Australian universities and available to music educators for academic
onal development a level is indeed vast. The opportunity exists to engage
r degrees in educat education, fine arts, creative arts, and related fields of
educational administration, curriculum, teaching and learning, special education, information
nology, g ness so on. Perhaps st difficult decision facing music educators suitably
ified to e in th courses, is whi best meets their current and future professional
needs.
References

1995 University Postgraduate Calendars
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Appendix 1
Higher Degrees by Coursework Offered by Australian Universities

Master of Education

(Note: There is scope for students to specialise in various areas within this degree)
s
y
S
h

Master of Education Learning)

Australian Catholic U and NSW)

Master of Education Studies

Central Queensland U y, University of South Australia, Monash University, University of Newcastle,

University of Tasmania & Launceston)

Mas  of Education tration)

Aust an Catholic U (NSW), Charles Sturt University

Master of Education (Curriculum)
Australian Catholic University (NSW)

Master of Arts in Education
Macquarie University (NSW), Deakin University

Master of Arts in Special Education
Macquarie University (NSW), Charles Sturt University

Master of Special Education
University of Western Sydney, Flinders University, University of Newcastle

Master of Arts (Music)
University of Sydney, University of Adelaide, Deakin University (Burwood)

of Arts (Visual and Performing Arts)
Sturt University

Master of Arts ic Arts)
Australian Nati ersity
Master of Fine Arts

Queensland University of Technology

Master of Creative Arts
University of Wollongong, James Cook University

Master of Theatre Arts
University of Newcastle

Master of Music
University of New England, Un ity of Western alia, Un ity of
(Victoria), University of Melbou University of T nia, Uni ty of

Doctor of Education

of Sydney, Macquarie University, Australian Catholic Uni

de, Australian Catholic University
sland, University of Newcastle
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Appendix 2

A Sample of Higher Degree Programs by Coursework Offered by Australian
Universities That H: ve Potential Relevance for Music Educators

Title:
tnstitution:

Course Structure:
Sample Subjects:

Title:
Institution:
Course Structure

Sample Subjects:

Title:
Institution:

Course Structure:
Sample Subjects:

Title:
Institution:
Course Structure

Sample Subjects:

Title:

Institution:

Course Structure:
Sample Subjects:

Title:
Institution:
Course Structure

Sample Subjects:

Title:
Institution:

Course Structure:
Sample Subjects:

Title:
Institution:

Course Structure:
Sample Subjects:

Title:
Institution:

Course Structure:
Sample Subjects:

Title:
Institution:

Course Structure:
Sample Subjects:

Title:
Institution:

Course Structure:
Sample Subjects:

Title:

|nstitution:
Course Structure
Sample Subjects

ter of cat (Teaching and Learning)

ralian C cU rsity (ACT)
8 subjects of 10 credit points each
Organisat Be ur, Met of Res ch, Ed nal Leadership, Pastoral
Care, Edu nal ge and herCa rDeve nt.

r of Education (Administration)

ian Catholic University (NSW)
8 subjects of 6 credit points each
Educat | rship and Ministry, ry and tice of Or nal
Behavi I ional Leadership, rship i Catholic ity.

Master of Education (Curriculum)

Australian Catholic University (NSW)

8 subjects of 6 credit points each

Curriculum Implementation, Curriculum Evaluation, Current Issues in Curriculum.

Master of Educational Studies

University of Newcastle

8 subjects of 10 credit points each

Educational Philosophy, History, Curriculum, Teaching Contexts.

Master of Education (strands in Gifted Education;
ters in ucation; al Administration)
Sturt Un ity (Bathu a Wagga)
tsof 8¢ points ea

Managing Curriculum Cha al Education, Information Processing, Preparing a

Literature Review, Educat | uation.

of tion ial Education)

Sturt sity (B t)
12 subjects of 8 credit points each.
Sy sa ices in Special Educa gT A ications for Special
Ed on, lum for Students with tal ilit

gy (ANU)
i needs

Folio work (e.g vide tape, CD-ROM, sound sculptures), minor thesis (10,000 words).

of Arts (Visual
Sturt University (Wa
Th  year long subje d a supervised arts proj
Th ies of Criticism, cal Criticism, Exhibition  rformance/Project.

rming Arts)

Master of Arts (Community Theatre; Directing; Drama in Education)
University stle

8 subjects of 20 credit points each

Theatre and Culture, Script Analysis, Drama and Curriculum Development.

Master of Creative Arts
James Cook University, Qld

ertation 00Owo )
rmance, cal Cr sm and Analysis,
ce.

Master of Fine Arts (Music)

Queensland University of Technology (Kelvin Grove)

A total of 144 credit points; 48 credit points a full time semester

Aesthetic Codes in Contemporary Society, Advanced Professional Practice.

Master of Music

ANU- Canberra School of Music

Flexible and tailored to students' individual needs
Performance, Recitals, Composition.
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Title:
Institution:
Course Duration:

Course Structure:

Title:
Institution:
Course Duration:

Course Structure:

Title:
Institution:
Course Duration:

Course Structure:

Title:
Institution:
Course Duration:

Course Structure:

Title:
Institution:
Course Duration;

Course Structure:

Title:
Institution:
Course Duration:

Course Structure:

Title:
Institution:
Course Duration:

Course Structure:

Title:

Institution:
Course Duration:

Course Structure:

99

Doctor of Education

Monash University

2 years full time minimum

6 subjects, Research Paper and Seminar, Thesis, Oral Examination

Doctor of Ed ion (Curriculum and Human Relations strands)

Latrobe Unive

not specified

2, two semester subjects (each requiring a 12,000 word essay), 50,000 word Thesis

Doctor of Education

Deakin University

6 -8 years partti  (full time discour )

16 interrelated r  arch work units, ive research tasks, 50,000 Dissertation

Doctor of Education

Queensland University of Technology

2 years full time minimum

2 ester subj in the MEd rse, one year long subject (Advanced Seminars in
In sciplinary ies in Educ  n), 60,000 word Thesis

Doctor of Education

Australian Catholic University (QLD)

3 years part time minimum

one s ised advanced study unit and one general advanced study unit, 50,000
word rtation

Doctor of Education

University of Technology Sydney

3 years full time

4 compuisory subjects, 2 elective subjects, 40,000 - 60,000 word Dissertation

Doctor of Education

Charles S iversity (Bathurst, Wagga Wagga)

3 years fu

2 compuisory subjects, two optional subjects, 60,000 word Dissertation

n (Curriculum, Language and Learning, Policy, Planning and
I
University of Wollongong
3 years full time
9 subjects, 60,000 - 70,000 word Dissertation
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The Victorian arts course advice units: First impressions

Amanda Watson

Introduction and Background

Thisp  ris an initia ons the of The Arts Co d music cons n,
publis by the Vict Dir rate Education in A 1 . The r will ss
the following areas of discussion: the scope and sequence of the units; the clarity and usefulness of
the units; the relationship of the units to present curriculum material; the integration of the units
between key learning areas; transition issues between primary and secondary levels of schooling and
the degree to which the draft Course Advice music units assist with implementing the music strand of
The Arts Curriculum and Standards Framework.

The Curriculum Standards Framework

The Victorian Board of Studies (VBOS) was nominated by the Victorian Minister for Education to
complete the task of writing the Victorian Curriculum and Standards Framework (CSF). Their brief was

to n one fra rk as opposed to the se A Is'
as shed by urriculum Corporation. t ry
schools to continue the tradition of delivering curr p re

integrated approach at the secondary level, should secondary schools choose to move away from the
established subject-based curriculum delivery.

r ulu for years p  to ten. The responsibility for

r del ns with sch . The CSF is mandatory for

t Iso stributed to all schools in the Non-Government and

Catholic sectors. The CSF serves as a common basis for reporting student achievement. The key

term in the is 'Fra rk'. CSF aims to provide sufficient detail for schools and the community

tobeclear  utthe ele s of the curricull m.

The content of t F has norg dintot le
nationally‘. Th Key ning of the to
hese D

d Vis s nds: Creat ,Ma ng; Arts

and i o . The Cr ing, senting

substrand is further divided into three substrand organisers: exploring and developing ideas; using
skills, techniques and processes and presenting.

Each substrand and substrand organiser in the CSF has a curriculum focus, a learning outcome
statement and examples. The curriculum focus provides an overview of how and what a student
learns. The learning outcome is directly associated with the material described in the curriculum focus
and forms the 'standard' which students should attain following successful teaching and learning of
that material.

t The eight key learning areas agreed to nationally by the Australian Education Council are The Arts, English,
Health and Physical Education, Languages other then English, Mathematics, Science, Studies of Society and
Environment, Technology.
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Table 1: A comparison of the 'National' Arts document and 'The Arts Curriculum and Standards

Framework'.
*‘NATIONAL DOCUMENT" CURRICULUM AND STANDARDS FRAMEWORK
Dance Dance
Drama Drama
Strands Media Media
Music Music
Visual Art Visual Art
Media Media
Graphic Communication (level 5)
Strand g .ft ng 2 ng
Organisers Past and Present Contexts Past and Present Contexts
)
Substrand u sses
Organisers p
Levels 1-8 -7
Cumiculum Focus
Outcome Statements Leaming Outcomes

Pointers, Indicators

2
Work Samples Examples

Course Advice - The structure and development of Course Advice and its relationship to the CSF

The release date of this material into schools ranges between term 2 1995 and term 1 1996.
Development of Course Advice in each KLA has been divided into primary and secondary school CSF
levels, and with the exception of The Arts and SOSE, the school levels have been divided further.

The stated purpose of the Course Advice is to support schools in implementing the CSF by providing
classroom teaching activities which will assist teachers to address outcomes for each level of the CSF.
Course Advice has been described as the ‘meat on the bones' to complement and implement the
‘skeleton' CSF.

Structure

Course Advice is intended to assist with the implementation of the CSF at the school level, and it is

ex to support teachers in curriculum plan ementation and . Cou vice

is ed to translate the curriculum focus ning outcomes in the into

classroom practice by providing an approach to the following areas of curriculum development:

. A conceptual framework which links to the outcomes within the CSF developed from a
consultative phase with teachers and education experts.

. Unit objectives (curriculum focus) and 'Essential Learning Contexts' (learning outcomes).

. A range of student learning activities.

. A guide to current mainstream resources.

Up to date assessment practice to facilitate CSF reporting requirements.

Course Advice is expected to formulate classroom learning activities to suit all students and take
account of the d learning needs of boys and girls. Particular attention is to be paid to the needs
of the following :

2 Watson, A. (1995), 'The Curriculum and Standards Framework and Course Advice', VJME April , 10,11
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under achieving students

high achieving students

Koorie students

students from a lish speaking background
students with di

In addition, Course Advice will address the issues of (years 5-8) and offer suggestions about
how learning areas may be integrated across the enti um.

Relationship to the CSF

Is about exemplary pract Schools may

for use or teach to the |  ning outcomes
rmment schools will be required to report on the
chool Charter.

Course Advice is intended to offer a number of benefits to teachers:

. Assistance with understanding how the CSF can be translated into practice;

. Provision of a range of innovative teaching activities that will lead to the
achiev t of the ning o ss edin SF;

. Sugge forara  ofres wh il ass h further development of a
topic, content area or teaching approach;

. Provision of a range of assessment strategies which will assist teachers to monitor and

assess student progress against the CSF outcomes.

Development
The writing o Advice is the si of a Project Officer in each KLA. This appointment is
made by the each project s t« d by three reference groups:

. The Course Advice Reference Group

. The Teacher Focus Group

. The Expert Reference Group

The Victorian Board of Studies is contributing to consuitation and evaluation of Course Advice through
the Key Learning Area Committe s.

The Arts Course Advice draft document

In early June 1995, the Directorate of School Education Quality Programs Division, published The Arts
Course Advice: Proposed units for development levels 1-7. At each of the seven levels in each Arts
st , th of wo re osed for d

C eA s publ b DSE - CS

in early August 1995. The draft consuitation is substantially differe

that the number of units of work for each level has been reduced to one or two, with no contribution for
level 7 in Drama or Music.

Course Advice is a major initiative of the DSE. In the Arts area the project is coordinated by the Project

whois sp callyr ble iting Course Advice units for Drama 1-7, M 1-4
5-7. The ing of Ad nits for the remaining Arts strands (Dance Gra
ion 5- dia 5-7; 1-7 and Visual Arts 1-7) have been outsourced to Cross Arts
nsorti Subject iations.

The Course Advice materials are provided for trialing and consultation in schools in two packages. The
primary material covers Levels 1-4 and the secondary material covers Levels 5-7. The units are in
consultation draft form only and represent initial developmental work on the Arts Course Advice. The

3 Watson, A. (1995), 'The Curriculum and Standards Framework and Course Advice', VJME April, 11,12.

¢ The Subject Associations affiliated with Cross Arts Victoria are Art and Craft Teachers Association, Ausdance,
Australian Society for Music Education (Victorian Chapter), Australian Teachers of Media, Drama Victoria and
Victorian Schools' Music Association.
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units are provided as a representative sample of the materials which will be provided to schools for the
1996 school year.

To date, the are not stage. | it rials
as a resuit o ultation om and | it is
likely that changes will also be made as a resu f the

consultation process, such as the Course Advice Advisory Groups, the Expert Panel and the Teacher
Focus Groups. The writers will be undertaking further work on the draft Course Advice documents
during the remainder of 1995.

In the final version of Course Advice there will be included:

. a general introduction to the Course Advice project

. an Arts specific introduction

. a matrix showing the relationship between Unit titles and learning outcomes
. sam  exemplary u from the trialingand  sultation process
. ade ed list of refe ained in the Course ce

. a list of Arts related organisations

An overview of the structure of the Victorian Arts Course Advice (draft consultation)

ia of hat
n wil the
e us

Table 2: Overview of structure of the Victorian Arts Course Advice

Unit Drama
Unit titte Communication Visual Arts
Unit focus ). Music, Visual Arts
Qutine Dance 3/4 Communication
Introduction Media
Relevant Curmiculum Focus Communication Visual Arts
Leaming Outcomes Music

Relevant Leaming Outcomes

Suggested activities Media
Suagestsd unit Is 5/6)
Suggested leaming activities , Music (level 4),Visual Arts
Suggestions G Media Arts

Teaching ideas and resources Dance, Drama, Media,

Teaching approaches and resources Music

Teachina resources , Drama, Music, Visual Arts
Assessment |deas ic Communication, Media, Music, Visual Arts
ly ¢ e h are 'Relevant Curriculum Focus' and 'Learning
es'. ( al identify the curriculum focus and learning outcomes
ubst u o tion of Course Advice. The material for these two

headings has been transferred from the CSF but does not always use identical wording. The CSF
defines the 'Curriculum Focus' as an overview of how and what students learn and a 'Learning
Out €' as a statement specifically related to the curriculum focus that identifies expected student

ach ments.

* Directorate of School Education, (1995), The Arts Course Advice Consultation Questionnaire, 1
¢ Victorian Board of Studies, (1995), The Arts Curriculum and Standards Framework, 11,12,
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consultation draft Course Advice materials, it would

working toward the same structure, using common

e terms 'unit focus', ‘outline', and 'introduction' all
n

T
all its when it is used teaching resources' and
'te ng term does not tion when following the
he g's i

The content of 'Suggested learning activities' has been laid out in different ways both between the
primary and secondary parts of one strand and across the strands. Some writers have focussed the

n on is

t ed a ed

es, ird

rrying out the mate , eg. res ng

the relevant substrand after the activity. 'Outsourcing' the pr has d to this i he
many com fficult for the primary teacher, in particular, to blend the many approaches,

in the first ,
The Victorian Arts Course Advice, music units (draft consultation).

The writing of the music Course Advice was outsourced to the Victorian School's Music Association
(VSMA), one of two music subject associations affiliated with Cross Arts Victoria. Two writers were
invo h the proje rlevels 1-4 (pri It h
the t s of the Co ce music units o a
number of differences and omissions in the appro

. Two different types of layout have been used in the 'suggested activities column'.
. iff style of lay n the nd secondary draft does not
w the DSE p of the years 5-8 (levels 4-5). This is the
subject of a special DSE forum.
. The uggestions to integrate the activities between music substrands and across
The

Primary

The primary draft offers one activity for each of levels 1, 2, a and two act ies for level 3. It only

lists the curriculum focus and learning outcome statements h are match by the content in the
e ities' column. Activities are grouped and the vant substrand listed at the end of
g . activities follow a theme, based on the unit foc

Secondary

The secondary draft has two activities for both level 5 and 6, and no material for level 7 (the enrichment
st for stud who d 6). It all the um focus and outcome
st ents irre tive of is nttom inthe 's d activities' column. The
various substrands form the headin each g f act So ow a theme rel to the
unit focus, others do not. A list of sion ac is p d fo unit at level 5 6, but
these activities are not linked to substands.

First Impressions of the Victorian Arts Course Advice, music units (draft consultation).

The Arts Course Advice, draft consultation was made available to trial schools and consultation schools
on August 9th, 1995. The Directorate of School Education acknowledges that the material is in draft
form and expects further work to be undertaken in the remainder of the year. The DSE is seeking
feedback in the following areas as part of the consultation process: the scope and sequence of the
units; the clarity and usefulness of the units; the relationship of the units to present curriculum material;
and the degree to which the units assist with implementing the Curriculum and Standards Framework.

The scope of the units
104 AMEL 17th Annual Proceedings 1995
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DSE ires in the writing of Course Advice. It is hoped the 'su d learning
ities' ‘ass ideas' meet the needs of all students. Stu s with ities were
inclu in list of g i in the plans shed in 1994, but they do not
form of the sc c dedin ice dr nsultation.
The primary and ry do not provide ap for students from a non-
English speaking un with disabilities rie

The sequence of the units.

ce entire The
str rs are ed to
ng e is th ns to
the s
and balanced programs. nd ni
d7escriptions and learning em ill
y.
The 'suggested learning activities' in each unit of work is organised according to The Arts substrands
n activi
e unit
a h.

The clarity and usefulness of units.

The DSE is seeking responses tea as to the urse
Advice: The unit focus, the r nt ulum Fo the
‘'suggested le g (including age suitabil the
resources, the b he 'assessment’ ideas.

utc

of

ch

erences in clarity occur between the primary and
secondary draft documents.

Primary
] tan ght proc this document lacks order and consistency
. coll of 'how ies
J Vocabulary has been defined but it is s the 'suggested learning
5 lumn
. of professional organisations, retail
texts
Secondary
J Th 0
. As
. Vo t g ideas and resources' column.
sum will alw ching this disc
. m th aching resources' col
and sic
. Resources are given their own subheading and the suggestions are current and

limited

The relationship of the units to present curriculum material

7 Victorian Board of Studies, (1995), The Arts Curriculum and Standards Framework, 12.
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The DSE seeks the extent to which current school courses align with the material in the Arts Course

Adv rthe CSF. Given that Course Advice is the 'm n the to assist in nting
the ' CSF, it is unusual that the DSE has drawn a d tion b the two do
Primary
g P a
u m p
ib a

proposed in primary Course Advice music draft could be considered not to have any relationship to
present curriculum.

The unit titles s d for level 1 or year p level 2 or years 1/2 and unit for | 3 or years
3/4 appear app The second unit for | 3, 'World Music', is des d in the focus' as :
"A comparison of music from different cultures, including Asian, African and European. Discussion,
I ng and u cal f hese cultures. An investigation
. . .8 . C o , )
i dinva f . il red in this 'unit focus' questions
i the un n likely to be aligned with present music curriculum in

primary schools. The unit for level 4 or years 5/6, 'Mouth Music' has a link to school choirs which may
operate, often attracting students at the upper primary grades. Perhaps a better choice of title name
could have been made.

Secondary
music nt curriculum
ondary in my life' is
| nced a am in primary

school. 'Rhythmic structure' is a suitable musical fundamental to involve junior secondary students and
makes a contribution to teaching music theory.

Level 6 or years 9/10 are the elective years of secondary school music. The present focus is on
preparing students for the Victorian Certificate of Education music study designs. The suggested
topics are relevant.

The degree to which the material assists with implementing CSF

The sp ncern of the DSE is to identify the alignment of the Course Advice materials with
the Cu Focus Statements and the Learning Outcomes de in the CSF. Although these
two headings are major elements of the CSF, the substantial block of ‘examples' provided for each
nd in each level, in the CSF, act as gested learning activities' in their own right. The
les' are included as indicators of st t activity which demonstrate that students have
achieved the relevant learning outcome. The relationship between the 'examples' and Course Advice
units of work and the associated structure is not discussed in the Course Advice draft.

Curriculum Focus.

The curriculum focus provides an overview of how and what a student learns.

Primary

Levels 1, 2 and 4 and one of the two units of work at level 3 do not provide activities for the substrand
'past and present contexts'. This represents a large gap in the Course Advice material for primary

school. References to the 'presenting' substrand are few in the level 3 units of work and the
substrand is not included in the level 4 unit of work.

Secondary

¢ Directorate of School Education, (1995), The Arts Course Advice, Primary draft consultation, Music Strand
Level 3.
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One of the its of work at level 5 does not provid ities for the sub s 'present  and
‘past and p contexts'. The other three units of provide a more represent n of
activities for each of the curriculum focus statements.

Learning Outcomes

The learning ome is directly associated with the al c
forms the 'st rd' which students should attain fol su g
material. The 'assessment' ideas column in Course is h

student has achieved the learning outcome and as a result the standard for that level of the CSF.

Primary

At the primary level the content of the 'assessment' ideas column makes constant references to the
ial in the curricu , ired, but any indication of standard is not present. The ideas
are simply that: k ation, cree k, diver graphic notation and tapes are

examples. The amount of detail in this column vari enthel Is.

Secondary

The 'ass t' ideas column e secondary d I

the requ for Course Ad to assist with

used: 'Tools for assessment’ and 'Areas to be a
‘how', and the 'Areas to be assessed' provide in
‘examples' in the CSF.

No units of are provided for level 7, the enrichment level for those students who have
demonstrate evement at level 6.
DSE priority areas
n integration of curriculum i were identified in the
n in 1994. They are not no of concern in the draft

The CSF is described by the Board of Studies as a document which is amenable to curriculum

deliver has ct-base h and through a more integrated approach. It is intended
that pr ools use the nsure t i e
o)

a

ary and secondary schools in the relation to the
ant opportunity to have a curriculum focus on the

es that the secondary of
schooling, stud esstoa compr e pr , with speci on
occuring in the dary sch
Transition Years
and tm an
ac | ndary
. In of

Studies has convened a series of forums'° to discuss the special issues associated with the transition
years. The keynote speakers at the first forum addressed the topics 'learning progress in the transition

y ' ipl enc a model for ing'. A number of formed part of the
fi a of ures being to address trans in schools were
d yi

1. ition which are by pri schools to seco schools with
ac e inf n about stu g achi ent in the k ing a By recording

¢ Victorian Board of Studies, (1995), The Arts Curriculum and Standards Framework, 8.

10 The first forum was held at the Venuto Club, Bulleen Victoria , July 24th 1995.
AMEL 17th Annual Conference Proceedings 1995 107



108 The Victonan Arts Course Advice Units

ent in terms of CSF levels, s are encou to plan for indiv | teaching of

and avoid teaching all st to the exp CSF level for nning secon
2. The early invo t of students in a Some exa inc
having primary st part in some sec c -curricular peci
programs between primary and secondary student h !

The writing, production and distribution of the Course Advice music units as two separate documents,
ny attempts at using the CSF to provide continuity of
as been written specifically as two documents for
ppear in the 'teaching ideas and resources' column.
nd secondary Course Advice music units are written,

as' for levels 5 and 6 only, does not encourage a
transition of curriculum material between the two levels of schooling.

One unit of work has been designed for level 4 and two units for level 5. The 4 unit is titled 'Mouth
music'. The focus of the unit is to consider the diverse uses of the h n voice through the
of m a '
Mus p t
, invy e '

structu1r§s in music’ aims to develop students' awareness of the expressive characteristics of rhythm in
music.

le unit i st ts to watch video clips of vari styles of
5 inues de the sole theme of the unit. Its pth focus
inf es of ic in a students' life'. As the draft presently stands,

the issues discussed at the first 'transition years' forum do not appear to have been considered by the
writers.

Integration of Curriculum

Although the organisation of school curriculum continues to be part of school responsibilites, the
rd of Studies expresses a specific view on the teaching of the Arts in the CSF. The Board states

S t
p o

q
across the arts strands. This will assist them to explore linking concepts and to enrich their
ships between the Arts strands. Learning in

any of the other key learning areas of the

y consider the scheduling of sequential Art

grated curriculum experiences. Each Arts

nication, Media, Music and Visual Arts -

ing. Int ontext learning in The should be

4strands ow for the sequential | ng of skills

The most obvious discrepancies occur between the quoted paragraph, previous writings of both
Course Advice music writers and the material produced in Course Advice.

Primary

' Victorian Board of Studies, (1995), Newsletter August, 3.

2 Directorate of School Education, (1995), The Arts Course Advice, Primary draft consultation, Music Strand
Level 4.

13 Directorate of School Education, (1995), The Arts Course Advice, Secondary draft consultation, Music Strand
Level 5.

14 Victorian Board of Studies, (1995), The Arts Curriculum and Standards Framework, 12, 13.
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i se ic  ts has icularly sed on the concept of
su d remai Arts st in a series of articles
rse 's
s b
s e
it n
Secondary
d the CSF music writer), in an article titled 'The
ome interesting statements, in conflict with the CSF
t for too the inst tal music program
enable nts to pl instrument. The w
relop is more rant and .."a skills
development based program should no longer be cons a riate fo students”.
Placing this argument in the context of classroom music programs, many secondary school music
d
n
s
d
patterns; and basic drum patterns to name a few.
InC e Advice, the 'suggested ng activities' throughout the secondary draft are divided into
the i dual music substrands. R ce has only been made to media, as another art strand and no
reference has n to other key learning a Del atere ces have been made to
instrumental m t ng an area which has rec little  ntion i writing of the CSF.
Conclusion

Although the Course Advice music units are at the draft consultation stage, a number of issues still
remain to be addressed.

. nc edl activit some of the groups
in the ent as nin the writing of Course
Advice.
. The sequence of units between levels 4 and 5.
. Thed ugh 'sugges activities') which are integrated with
more and the oth ds.
. The development of units which link to other key leaming areas
. No reference to instrumental music at level 4.
. No units are provided for level 7 (the enrichment level)
Each unit has a title and a focus, followed by a ¢ n of 'suggested learning activities'. It
identified in the review of Music in the National Cu r (England) 1995'7 that teachers find it e
an eact st , wherethey are how the will e.
en iono e lessons. The C sic units to to

taken the same road, rather than commencing, in making the same comparison, at the 'Units of Work’
stage. .

IS Various articles by Stefanakis, M. in Counterpoint, VSMA, (1995), February, April, July.
'6 Morrisroe, N. (1995), 'The instrumental music program and the CSF, Counterpoint, VSMA, July, 18-21.
'7 Knight, T. (1995), 'Planning, Teaching and Assessing Music - Practical and Realistic Approaches Which

Can Be Used In The Classroom’, ASME 10th National Conference, Workshop, Hobart.
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Facil ng the gress of novice to expert: Cognitive aspects of
instr ntal pr ce

Vanda Weidenbach
The University of Sydney

prac often pra ote book in
prac acco hed en lessons

stantive replicative investigations, the traditions remain

to

du

cti
it is that some means of ¢ al
sca ted. Because the instru nt
ds inp tep n the of are
ly outs the d so d are
ex ea it is

pments concerning practice so they can feel assured that

ctice in terms of teachers' recommendations to their
h these views are supported in the research literaturs.

As
eir
students have the potential to use in order to determine
Introduction
their
vant
teac
performance niques are p rily perfected away from the teacher's of e,
ing effective ice habits is al if time spent by the student is to be Th if
ers mend particular strat es, to know are  ng used during these
e se so they may monitor off of their re nda s.
ns
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the of Music. researcher was primarily concerned
cet eyboard nts in the first twelve months of the

Learning to play a musical instrument is a complex process involving the application of various

| as elop
sb n in
nm and

performance fluency, and many have recommended

C
d
h
s
tanding of the term with the implied s
t to include intellectual behaviour t i p
uta S u
fact e [
isn ' t constitutes practice strategies.
to students? And gp ce sions, sh
particular works or div ac  es such as exploring the instrument and its capacity to make
sound, ng, g or pla e Although many les concerned
with ins | pe refer to s ctise in order to n, a definition
that some r ca of the t eems not to exist. Pe s this explains why many
instr al teac h a ed view elves of what constitute actice".
of is to
m er on
ss te er

and personality? Is the decision to discontinue related in some way to the student's perception of the
degree of progress being achieved or is the amount of time they believe they need to increase to
facilitate their progress more than they are prepared to expend?

p is g y bel to me to
e skil that unt ay be
influenced by intellectual, environmental, motiv , it is
ackn that most rt in at an early age and contin th effortful practice
until h expert s N a handful of studies have th some light on the
le a ches ted ing pra , and to amount of practice, but little is known
the ce st est as nov

less is known ut the ice p ure d by ce inst lists in their
ning stages. Te rs app reco ds they taught teachers, or
w can
e a dto
ic hat,

despite the ent importance of  ermi opt practice eg music res hers

paid little att totheareaandth isa ofe nceinco po researcht  gges

novice instrumentalists should approach their practice periods.
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Review of the literature

of instrurnental

musical proficiency (Slob & Howe, 1991), forty-
ding a school for musical  fted children, and their
tice, it was found that only 7% of parents had no
conne n between ce s ion and
m the ature it is e that | factors
ng physical aspects, time, modelling, feedback,

The work of in-Rabson in the s relating to m piano music, Brown's (1
study, an in gation of whole, or combined of practice c ue to influ
e he method, or a ination during
ti ei t r separately, (1993) found
o t ng

R Rabson's statement (1939) that
le g techniques" (321) and that "th

al
in
di
pa
on

Practice
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Vi

vii

rpr y
ints t

p  sing

p mat *

ient

ntive versus non incentive; extended versus short

y from the piano; and mental practice prior to piano playing. She concluded

ds separately produces "greater stability and clarity in the learning of

distributed practice is more effective than concentrated practice for less able learners

whole learning is as effecti

incentives do not cause a

performance
practice
mal imp

leaming
in the number of trials necessary to perfect a

ch an optimal level beyond which increased times produce

mental practice prior to keyboard playing is more effective than keyboard learning

alone

learning is more efficient under conditions of over-leaming.

h afun of the brain as of cal drill just
1940s ctice, modelling, ack, m ion,
have investigated then to
pite t studies, it ap that es

performance in sports, arts and science, has come
have sought to describe the development of skills
uences. As a consequence, the effects of practice
considered. Early investigations into the acquisition

) G .1 Chase & Si 973),

( vV us ts, have re in an
d through practice.

le of deliberate practice in skill development have
view that expertise develops through experience
; Ericsson & Smith, 1991). Studies have shown that
ed through 1Q results, is weak in many domains
Doll & Mayr, 1987), and the capacity for ability tests
g to Ericsson, Kamp & Tesch-Romer, (1993), "the
ance implies that acquired knowledge and skills are
65). That is, expertise in one skill is unlikely to be
), propose a theoretical framework that explains
ristics resulting from extended deliberate practice



13

activity and onality". They report a study that

by the best v ts at a conservatoire with their less

ssed 10,000 hours of practice and the latter half of that
amount, it was concluded that amount of practice was the significant variable.

exceptional ability at an ea For po tion, the variable that sets them apart from less
successful performers is the ofp ce niak, 1985).
s an
) I tise
d tha
ma c
on n
of ]
ill not lyp learning out s since
view by e (1973). In bsence
ed, students not p do
beginners in cular, to

se of lack of self-analysis skills or because of their

In contrast to ry's fin Sloboda and H e
best and the rage s s, found the fo P
n

emonstrated that students who, in addition to
ed more varied activities during practice such as
. demonstrated a higher level of these types of

periods in which the level of skills remains relatively stable until some intervention occurs. [s it when a
student reaches such a hiatus that s/he discontinues leaming?

g to Sloboda (1974) who concluded that musical
t

f
be introduced after the student has reached a

th S are so es i , these studies i se our unde ng of practice
s, this lite is tantial in music in other pe nce domains.
Res that looks in h at very sp s is by umental tea as being
too ic for their n , and many stat t of e would be erall and
encompassing v pra particularly as it might be applied to beginners who form the largest
population of ins ntal nts.
Modelling
Listening to teacher demonstration of music during instrumental instruction periods is a well
el
)l
ct
. . C
An (1 ) foundnos erences. [n his study, oni ed unities
for ts ractise and d t tasks at school, and a Ity h ed e
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on h rresp ng
sk e accu of
an It n, Ev &
ti
s
G
- ling, singing, silent analysis, free practice,
p were significantly more effective than the
s Lippman (1991)
s outcomes over
e
Feedback
p
n
n
In es of ning, ack has be n to a rful influence on skill and
kn sition moti Results of and 's (1991) with children in a
h n
th rt
s e
ves, their ability to be self-regulatory during
endent learning develops.
Motivation
ts I
lo )
d
d
e
vation. er, t e rinsic m | e
iesoni mot s
Att ions to suc may also at
stu s make to rmance s b
i
nts to be ated to practise, they need to enjoy
e than on e ability.
Motor skills
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although music educators recognise that motor le

na e
de g ractice, without and for rs who
ge ha kills efficiently, th time is o cient.
he q ns: "What is av n gen
uld fu in our attempts a rate
ow e ncy during non p ice?
ap i analysis of on, bre it into
un ly, and that ience, units
be sic from the smallest units, that is, individual notes.

The majority of studies in motor skills have been directed to advanced instrumentalists with well

shed skills so much of this res pears to have little relevance for the novice performer.
er the control of movement is n cl sed loop or feedback theory, open loop or motor
ry,ora ised motor schema, is argued by MacKenzie (1986) who recommends the
of both a and feedback concepts. Other researchers point to the importance of

s of

s as

the

t

o

9

d

superior resuits.

Another subject that has attracted recent attention has been "chunking”, that is, the organisation of
information into larger, structured units to increase
se units or "chunks" are associated with short term
nmusicby S  da (1974), and games
is assumed when sequences are
ency follows and improved skill development takes
me larger units.

In's on m in mu h d
insu np pt pract h 1
Due Col 1 ; and l,

emphasis on motor development directing students to  ctise sca exer and to
repeat pieces until they perform without errors but often,  pite this r  t ents little or

no progress. It is suggested that the emphasis should be on how to practise rather than on what to
practise.

Mental practice - cognitive aspects of practice

cal activity in the absence of gross musc 1967, 95) has to
mental performance skills while r definitions, , symbolic rehe al
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tal pra
scular
ith mo

ly t ng
on rts
of tal

ractice however concluded that its effectiveness

alising ability, prior experience, specific task, and

tudies investigating self-efficacy, attention, arousal,
and relaxation, which also relate to mental states, have received attention.

arning the musical score away from the instrument,

usic
are
the
bilities.
0), I d
ngs p
s of di
physical actions and muscular sensations with ¢
in the nce of phy
kinaes cues, the
(1985) found that mental cec with cal prac was benef to skilled
onists. A study using adv inst ists, cted by enthal, Wil |, Evans &
(1 ,in ling, s
ce the tice w
an t sin sight-
s d
| s
s s
ith listening, and physical practice. The overall
suggested that mental tice e not tive for the maj of
alists. While most instrum teac a that are acquired and ed
th physical p ce and training, the import of pr tion has not fully
re edandis g ally not included in the list of ers me practice strat
[ P
_ P
i r,
re

portance of practice techniques with their students
ommon recommendations to students were that
ice goals, play hands separately, have two or more
e metronome. Metacognitive strategies were not

s,acr iss wh he students actually

their s nts' tice en, since only 10%

. it is unclear how this occurred. Teachers said they

radictory results left this issue in doubt, only half

as placed on the importance of listening as part of

rs to a set of questions that included issues with

which many teachers are familiar, and is a rare investigation of how teachers instruct their students to

practise. That the authors recommend further research to investigate both how students are taught to
practise, and further, how students actually practise, is significant.
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researcher (Grunson, 1988),
in detail, making a notable i

the spectrum from beginner to professional pianist, ranging in age from 10-40 years.

ep h b ur

g s t ng

ffe s n ua
nproc  ng modes, oncluded that beginning
hat is ed by short memory and is serial in
had ach a | of automatic processing, being
r than wi Vi notes.

It seems that, through practice, students learn to conceptualise and process larger units of musical

notation enabling them to with pa rather than in ual , thereby acce ing the
process of learning repertoi they be more experien If st s were to be ta how to
, th be
in ing
fpr ole
to eva the extent to which contemporary
actice r mendations.
Method
Subjects
The ects consisted of 662 professional keyboard teachers registered with the NSW
Cons orium of Music.
Materials
there was a set of commonly
ended specific stra that were

obal aspects of practice was designed on a 5 point

) to determine the level of agreement teachers

practice routine, the effects of practice, student

ental success. ltem 15, in open format, aimed to

canvass more widely teachers' individual schema, and was designed to elicit the specific practice

strategies individual teachers recommended to students in their first year of learning. From this

statement, an assessment of the balance teachers placed on cognitive as opposed to more routine
aspects of practice was made.

Procedure
s t her with a covering in the te s of the reasons for the study.
tif not mandatory but th er tedto i the respondents of the results if

they included their personal identification.
The survey and its results.

hold specific views concerning practice as shown
the commonality of their views. For the statement
ractise," there was 88% agreement, a predictable
ice and instruction, only 9% considered instruction
ndents agreed the two were equally important.

On amount of practice, teachers agreed strongly (89%) that time alone was not the most important

factor while in regard to distributed practice, 49% considered short daily practice more important than
longer, less regular sessions.
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d generally tise wi t
h specific str es to t st
e the best person to give advice to students on

effective strategies by only 38%. When it came to the statement "The most effective teachers discuss
practice techniques with their students", 100% either disagreed or were unsure.

stud % ud he ability
Id be e th ivided on
ed st s er
(9 ) that ex ers used individualised, clearly defined p e
de thatthe on of systematic strategies in a beginner a

reliable predictor of performance success.

From a factor analysis of items 1 to 14, it was concluded that teachers fall broadly into two categories,

those who work to a formula rec ing systematic strategies and another group who adopt a
more individualised, unique appro atter being in the minority.

nn 5) ic d

ce t | or ,t c

he ed i 4

e teachers did not answ ion 15. T made up 5% of the surveys and

s o be asked about the for the o on of this question. Did teachers

think it was too time consuming to answer, did they n erstand meant by the term

‘pr  ce strateg do they actually d acific s es with t nts or is this left to

ind uals to dis r, or were they relu mmit themselves? Surveys of teachers who did not

answer question 15 were rejected from the sample in the analysis of this section.

preparation, performance analysis, memorisation,
shows the percentage of comments relating to specific categories.

Table 1: Classification of teachers' nominated practice objectives: percentage of items

ROUTINE ITIVE
Physical 1 Pre-practice 8.0
Environmental 12 Analysis 7.0
Organisational 13 Improvisation 0.5
Technical 48 Memorisation 0.5
84 16.0

Of the total number of comments made, 84% were related to routine or psychomotor_aspects of
practice. Nearly all teachers made reference to technical matters or drill aspects (95%) while the least

co d on were and improvisation (0.5% for each). Only one respondent
ad the issue of i ing style. '
Discussion

lly discu ngst k oard teac . If quantity of ice

change, ted by teachers, litative aspects s be

Teachers indicated that novice instrumentalists who used systematic strategies were more likely to be
successful that correlated with their belief that "experts" attained that status having developed
individualised strategies. it may be that what constitutes "practice strategies" is not well understood
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and teachers are unclear about how to teach individualised strategies, leaving students to discover

ng
ng
S
eir
st t ns t ] hat
t t any ir ere
in ( ,in ra om
t Y.
a o
a ct
the amount of time considered necessary for
improvement.
In compiling the practice recommendations listed by teachers in this survey, two points became clear.
Fi physical, technical and emot co nts of
pr is, (21:4), and secondly, the ert to be
ro i t i
a .D  tethecont ngrese f i
p , it eared that  chers d t

increased application in the development of skills in other disciplines.

p e Lltiss ed that a mc
a s udents physical performance.

This study sought to determine whether teachers held common views about the effect of practice on
i n s ating from
t te r and non-
i ts were encouraged to think themselves about how
they practise, and strategies that would enable students to develop these skills were not taught. The
e s on drill an rong and encouragement of more creative forms of practice such
a visation, we ed.

that can be applied to all students or is there a set of guidelines that should be taught to students,
monitored by both teacher and student, and then tailored to individual learning style? Should practice
s, technical works, and rehearsal-to-mastery level?
isation be included to engage students to, as
)? And of foremost importance, how can beginner
red to meet their own needs? To what extent is the
inning instrumentalists? Drill and practice no doubt
| instrumental performance skills but engaging in
r the physical act may hold the key to effective,

tion theory prac now pl r emphasis on teaching students strategies that will

them to me e effe ef icient learners. The term metacognition, first

has prompted two decades of research into the

combination with metacognition as important

results g lly fin their way into

ed lear a f- ma d learning, are

ucational domains. Giving students strategies for

thinking about how they think and, in instrumental learning, how they practise, has the potential to

enh elop of instru mance skills by ensuring practice is not merely routine
drill Itis mmende ental teachers reflect on the manner in which they
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d res literature to keep abreast of continuing

d efit ctice procedures become more effective

a ults.
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The expressive arts in early childhood as an integrated curriculum
within the four year degree.

Phyllis E. Wilkin
Edith Cowan University

rience rather than as separate or even inter related
oningly the family and community structures and the
Cultural sounds and rhythms of speech and music

sponse ugh movement, rate ch s and

of inte on has been o dowed often

lum areas, eg. visual music, p al

e tion and e . This th' vital to education and tegration, at
] dary and le least s be d by specialists in the curriculum areas.Yet there are

ants nt of the new four year Bachelor of Arts dsgr
in P tern Australia.
Introduction

Young children see the expressive arts as a 'whole experience' rather than as separate, or even interrelated
happenings.Comte (1985) states:

The child's world is a world of artistic understanding and experiential activity. Arts
ex nces are to a child's dev ent. Unless restricted, however, young
ch do not pe the arts in terms ciplinary boundaries (Comte, 1985, p.5).

teachers in particular should be shown how to teach

value.

h n ing

h re Th

b is lat |

motor movement.(Wilkin, 1991)(1994). Newborns and

ral e ed
nd n
art or

s that to a given music stimulus, the result is a fetal,
newborn or infant response which is sincere, authentic and worthy of respect.

as
rid
he
individual's knowledge, understandings and beliefs about previous experiences, culminating in an artistic
of ze
by of
yo nd
| ie and standings of the
. r il d entat stage of a child's
e t branch of the arts, but also to the experiences of life
e r the product in the formative years.
An tial chil s artistic d pment The roots of a e, its
lan bel cus are embe in the ent, to be deve orin

post-natally according to circumstances. In our multicultural society cultural differences are important issues
for course planners.
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o ng of
c of an
e ou all

Background
ages which can be used to
periences 'valued
iewed as
‘embodying and reflecting their origin
ern A an or the arts, Outcome Statements - Working Edition 1994,
three ap ‘defining and anding the Arts'-
1. g, as ex r es,
2. co te' df i
3
S learning in five arts forms, y Dance, Drama, a, ¢ and Visual Arts (Art, Craft and
D , is described in the Outcom ments under three -re strands:
. creating, making and presenting (exp and developing ideas, skills, techniques and
processes, p ion and Arts lan s),
. Arts criticism thetics,
. past and present contexts ( historical and cultural).
There is a further document, ‘Student Outcome ters and samples’, which
ments in the Art s within the three
| ulsory of s ng, ie. K - 10. an at
s1la and most likely be ein .
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her background the American and English ems were also co , th the English
um is exclusive in each branch of the arts and ars to not take an in app i
The American Summary Statement on the National Sta s Edu n Dance, M Theatre,
Visual Arts. Education Reform, Standards, and the Arts, o of ed onal reform ted in the

1980's by several States. This reform resulted in the document 'A Nation at Risk'. In 1990 six educational

e 'Goals 2000: Educate America Act', where the arts is

Standards in the Arts, has produced the Summary Statement of Standards which asks that, by the
completion of secondary school students know and be able to:

. communicate at a basic level in the four arts disciplines -dance, music,, theatre
and visual arts,

. communicate proficiently in at least one art form

. develop and present basic analyses of works of art from historical, structural and
cultural perspectives, and from combinations of those perspectives,

d have an informed acquaintance with exemplary works of art from a variety of
cultures and historical per  , and a basic u anding of historical
development in the arts di  lines, across th as a whole, and within
cultures,

. relate various types of arts knowledge and skills within and across the arts

disciplines (National Standards for Arts Education - Summary Statzment,1994).
is
Is
ly

nd)
n3
the
te laid before Parliament an Order to remove art and

The Secretary of State considers that all schools should offer some form of aesthetic

ex 1 rity of
sC these
su ulum:

Section 4 Order Music,1992, p.2).

o in high sta of tion
e, the time p ly ach

Rationale for integration

In 'The Arts and Development', Bowman (1991), states:

Although pretending to enjoy or understand art may raise one's social status or bring
higher grades in art and music appreciation classes, it will not lead to appreciation unless
the individual is open to personal involvement. This means that one of the most important
aspects of art education is that it must personally involve the learner (p5).

To young children the arts belong to an integrated world. As previously stated, from before birth the
response to an auditory environment is movement, which later extends after birth to vocalization with
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er an | environment. es develop in the form of play, which
a for scovery of all b arts.

Expressive arts and humanities unit plan

The of the e planners from the ar movement (physical education),visual arts and social
stud  wasto mpass the general art s of:

discovery

pursuit

perception

personal communication
self-awareness and social interaction

skills d nt, application and presentation
artistic
analysis
critique/evaluation.
The i ion of s in the essive
discu before were m Its incl
cu persp to the three ssive arts are
of rts are is tacitly incl
Within Early Childhood Studies at Edith Cowan Uni ty it ble for 0 pursue curriculum
of w compu units.
anities units, and elective units in music education
humanities ie. physical ation (move
s units. Within the Ge Studies in
lowapathof4p  nald e sic,
ure 2). Students likely r mix
make up the 4 General Studies Pathways.
s
n

pre-school, pre-primary and primary years 1 to 3 ie. ch

Although the expressive arts and humanities units do not begin until semester 2, there are two sections

Early Childhood Studies course participate ie.
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Mathem s, s echnology
Express arts ties
Language studies

Education studies.

of ga
niv
ty act
during the week in the s areas of s
nts work in pairs, each s being respo
or more gro ssive arts was a fairy tale with music and to perform
ther with chi or as an fora dren.

The time allocated to the expressive arts and humanities core units is three hours per week over five
semesters. The challenge has been twofold, on the one hand to condense content into fewer hours, and
on the other to spread content out over 5 semesters.

Integrated units EAH | and EAH 2

The first and second units are each made up of five modules:

Module 1 Integrated workshops
Module 2 Music Education
Moduie 3 Art Education
Module 4 Physical Education (movement)
Module 5 Social Science Education.
EAH 1:
ule 1 consi 6 integrate rk s wit nying  vities. The module ins with a video
rating the ation of m v art, and ects of social stud in a children's

workshop presentation.
This approach gives students a view of the processes of integrating the arts and humanities, and some
recognition of the importance of the arts to the emotional and expressive lives of young children.

d workshop 1 (Mu uses its ¢ ction to music h
Students are thus onne | arts music, and to s
their emotional response to music using the various i

Integrated workshop 2 (Visual arts/physical education) draws on the concept of shape through movement
and visual art. Through a series of movement activities and art production, students experience body shapes
in space and the extension of Art Shapes into forms.

In dwo with social and phy cation in
th of fo otor develo of young
st the
ily me
of an

emotionally and physically secure environment and the resultant close relationships on which young
children's security depends.

develop feelings of security within their cultural heritage.

Integrated workshop 6 (Music/physical education) explores the elements of rhythm through music and
movement. Rhythm is a vital and dynamic force in children's lives, and is an integral part of all their activities.
The workshop provides music and movement activities involving beat, accented beats, rhythm patterns,
phrase, tempo and intensity.

The integrated workshops have a twofold benefit, for they not only require lecturers to look more deeply into
branches of the arts other than their own, but also to present a united and integrated approach to students
through a set of working models.
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Module 2 is purely music education and deals with music pedagogy. it provides a sample repertoire of

nursery so n ng games, rhythm rhymes and music activities appropriate to children from
0-8 years. th basic music elements, concepts, sub-concepts and skills are introduced,
ntroduction usic notation and reading skills is begun.
3 is exclus visual art,
Module 4 is phys education ( ment),
Module 5 is devo  to social sc
Unit content
usic, visual art, movement and social studies in relation
d physical surroundings, and of the cultural framework
The role of ¢ en's in the d o nt of
nd the express nd m lative skil li n the
s:
. es, rhythm rhymes nger
for teaching music t .
. rly childhood,
. g theory,and the development, analysis and evaluation
of fundamental motor skills,
d preparation of play environments for young chiidren,
. an A s e area le ng,un ing art and art making.
. art hi e osity,i na ,fanta ve thinking and
pro
. land arnt involving work with ety of art
. oach to e, skills and values rly
EAH 2 | m lem andpr ples s th nches of rts, and at young children's
sensory o ee nts in env ent, is illustr in the 'environmental day',
before which students work in small groups to:
1. n ildren,
o or
0
3. collect objects for art work,
4, design a dance routine to compliment a musical item (nursery rhyme, song, or taped music).
ini productions using what they have gathered to
ed sessed a with the
wa erials are

written report with photographs of the excursion taken
tual fact the students wrote the report using children's
f materials as they were tested. An audio tape was
nursery song accompanied by themselves on their

e used to develop an ss of self, ly and
The music module ¢ the devel ent of
development of music skills and concepts within the
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EAH 3 is divided equally between music and visual art education in six weeks modules. The music module

of this unit am h to music reading basic theory of music. It also deals with
learning th , ph strategies, and co es personal music skills development.
be ts eg a to
mu v
urs e ly Id nd
many attempt to rectify the omission of music from t att  in or

learning an instrument or voice outside the university

EAH 4 lusiv hysical education and social studies. There is not time, nor is it appropriate to include
the unit nt in paper.

EAH S5 is in integ and deals with design and evaluation of in  ated early childhood arts and
humanities  grams. nts will be introduced to diverse community ds and community based arts

and humanities programs and resources.

This unit also contains a module on nutrition, health and safety according to child care requirements.
Emphasis is given in this unit to developing young children's communicative, artistic and aesthetic
awareness. A component of the unit is working with young children to design integrated expressive arts
presentations.

Time plan for units 1 & 2

Week 1:
an introductory lecture on integration of the arts, followed by 'getting acquainted'type workshops.
Week 2:
this week begins a cycle of lectures and workshops, beginning with a music education lecture and
followed by 2 integrated workshops of one hour each eg. music/art, and movement social science.
Week 3 & 4:
consist of discrete workshops of 1.5 hours each, so that each of the four student groups receive
1.5 hours in each arts area over the two weeks.

Week 5:
begins the cycle ag h alecture in followed by a ne n of
integrated €g. mus ement, and a ce.in this way all of

integrated workshops are covered and all five modules run concurrently.

e studies in the expressive arts and humanities within
mester 5 a pathways unit of music is offered as an

cal nent in t hild care n campus,
nits sic as e ves. In s 7 the unit
nd rtoire inar t t be to
as. unit i s an unit -
ly ring
vi r.
is or h

Summary

The philosophy behind the expressive arts and humanities course is integration, but to also understand
each of the arts areas in its own right. The units follow the pattemn set out below:

The principles of integration

Knowledge and .i,kills in the discrete areas of the arts
Integration of theI discrete areas

integration of Art:s principles in other curriculum areas

The integrated curriculum in early childhood.
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Conclusion

ti ch
I to
| de
South African Reconstruction and Development Plan

But can we create artists? | don't think so. We can create the ideal conditions under which
art should flourish, but we can't create artists.......

e vide
th hich
a and

promoted, to make access to the arts democratic. Interestingly, everyone | talked to about
the arts stresses education (Pretorius,1994).
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Appendix
FOUR YEAR DEGREE MUSIC AND VISUAL ARTS PATHWAYS
EARLY CHILDHOOD STUDIES EARLY CHILDHOOD STUDIES
SEMESTER 1 SEMESTER 2 SEMESTER 1 SEMESTER 2
Yr 1 Studies in music 1 (Pathway)  Studies in ic2(P ) At Gen. Studies 1 Art Gen. Studies 2
EAH 1 (In ted co Studies in music 1 Studies in music 2
yr2 Studesinmu way)  Studies in music 4 Art Gen.Studies 3 Art Gen,Studies 4
EAH 2 (Integ unt) EAH3 (Art & mus t) Studies in music 3 Studies in music 4
yr3 Music curric s;tudies 0-8 EAHS (Integrated core unit)  Art curric.unit 1 Music curric. studies 0-8 yrs.
Ed.& Soc.Studies
Yra usic 0-8 years Art curric, unit 2 Art Gen.Studies 5
Planning music 0-8 yrs. Art curic. unit 3

Expressive arts in E.C.
EAH research project.
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Aesthetics and music education

J. D. Williamson
Edith Cowan University

t mes ments issued by the
, the isers i Criticism and
in Arts education in WA and elsewhere, for teachers
onrtant area of the curriculum. | shall endeavour to
esthetics, and set out some of the challenges for

For this I ne 'aesth s’ simply as the philosophy of taste or of the perception of that
which is d iful. This inition from t

f um ols of

t on t. As

, nat from "

loosely referred to as the Oxford logical positivists,
n | am with some whose analyses |'ve found most

e of the implications of usi esthetic language.
Hare, J. Kovesi, A. Montefi
well.
Early in my university undergraduate course | often heard logan that we must teach chiidre
music. Be the only mu d been required to stu university had been Western art

| assumed at was good

But indeed, how might one recognize what Western Art music is good or not, and does it mean that all
other music is bad or poor in an aesthetic sense?

words are most commonly used by critics and listeners to criticize music are 'good' and

utiful’. e are other words such as 'excellent' and 'great’, and 'magnificent' but in this
ion | shall ict this an mainly to d'. What does it mean to say "That is good music"?
estionis a in a non- ,andano hical context.

In this paper, several different uses of the term 'good music' have been identified, each of which | shall
endeavour to explain briefly. They are: (1) an evaluative use in which the primary force of ‘good' is

ry; ra e
as il ch is
us i ' in m
‘good' in ' music'. Then | shall briefly discuss and education, and comment on
selected a s of the W.A. Draft Student Qutcome St they relate to aesthetic education.

Before examining the uses listed above, it is necessary to clarify some of the technical terminology
used in this paper. Words and phrases mentioned shall be in single inverted commas.

Definitions

The use of the term 'definition' will be restricted to matters of linguistic usage. Sometimes | will be
concerned with how a particular word or expression is used by specialists in some limited context. Of
course there are often no clear limits of the uses of many words, 'orange' and 'tangerine' being a non-
aesthetic example when | might wish to refer to a certain colour. Indeed, the definition of 'music’ is itself
ath which could be d at length. In this | shall use the s 'work' o osition' as
equ nts of 'music', which include all n-made orga sounds meet the
requirements of the above definition. This is not to define bird songs as being of no aesthetic interest,
but that is another discussion. For brevity sake usually | shall refer to the composition or work and not
the performance of it when | use 'music', although music criticism is largely concerned with the
performance of music - to which | shall briefly refer later.
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Statements and value judgements

s 'statement’, which may be ed as being any
theory at least, of bringing re to show that it is
that there is a firm sense in which expressions such
udy comprises good music", are true or false, that

person is, in , aining that they are statements. Two types of statements may be
distinguished, c ynthetic.

An analytic statement is one whose "truth of falsity depends on the meaning of one or more of the

it contains". ( efiore, pp.2 .) That is, If s

ic, it is true, n sarily so, g the rules ty c

ch at n

of the way things in the world are; its truth or falsity,

That a statement is analytic and therefore necessarily true or false can be shown without recourse to

e ' ng which is a new-b s a cygnet”,
o ' '. However the state piano is out
d g, and is referred to as a synthetic statement. This
n ual occurrences of the term 'good music'.

Let us consider whether to say of something that it is good is to make an analytic or synthetic
statement.

the s m
din . d
can be ti if Beethoven's y
express is not the cas pression 'good music' is often applied to other
) it an say ‘Beethoven's Fifth ony is music', (B)
f ic, ing ny it is music. (B) is not ous , but there are
ith ion in (A).

Although (A) is not analytic, it can be used to indicate or express approval and commendation. 'Good'
can be used adjectivally with all sorts of situations and objects. If it is the intention of someone to

commend Be ven's Fifth Symph en they can do so by using 'good music'. But in the
English langu one can not use initic nally equivalent expressions 'Beethoven's Fifth
Symphony and 'good music ' or ‘symphony’ and 'good music'.
In support of ing the n that va “An'
can not be d from an This m ma

tive state of No value judgemen as a

ent expre sV usly linking equivalent value terms.

alue judgements are synthetic statements is that
ifficulty arises as to how one might decide whether
not. Two listeners to Paul Desmond's Take Five
ic notwithstanding that they both hear the same
ormance is good or that the music is good, and

s of some seeming
th fg
t e se
' that
kes

"only correct ones". Evaluations are not justified by force of numbers, and to invoke argumentum ad
popularum is to mistake the nature of evaluation.

is good music cannot be settled by examination of the score.
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xXp it as
m hetic
of ngful
X
| shall now examine v uses of 'good'’ in 'good
emories they are: (1) luative use in which the
of 'good' in ' good music' which ra the problems
liking with evaluating; (4) instrum | and intrinsic

e use of 'good' in 'good music'.

An Evaluative Use of '‘Good'

'‘Good' is the most general term of commendation in the Eng la ge. To mend
som g is "to present something rthy of acceptance orr  rd; rect atte to as
wort notice". (SOED). In both and aesthetic discourse, 'good' is used to commend

something. When commending a composition x by saying 'x is good music', the  re usually
some aspects of x music which one offers as reasons for justification for an eva  on. Such
reasons are referred to as criteria. In an evaluative use of 'good' in 'good music', the

ry p ‘descri '
te S secon
th S aluatio

The relationship between the evaluative use of 'good' in 'good music' and the characteristics
one uses to justify an evaluation, is not one of entailment. One may use a range of criteria as
justification of an evaluation.

s
y
n
someone values something, the description or the indication of the description under which a
particular would be evaluated, is not indicated. Often generic th are valued for what they
xample m be 'Music is good', which is quite diffe from saying 'Gershwin's

P in Blueis d.

0o Q

indifferent to things. In instances when we value or detest something, we do so because we
formed or developed the notion of that thing from the appropriate or a particular point of view.

When we evaluate something we can make the following three assertions about our
evaluations:

a. if 'X " say 'y is exactly the same as x except that y is not good:; this is
th ly ce en them', because there is no extra quality or property called
‘good'.

b. if 'x is good' | ¢ 'y is exactly the same as x but y is not good', because in
th tance | cance ns for saying that x is good. ,

c. If | say 'x is good' | must be able to say that any x which has qualities or properties

similar to those of x is also good, because | judge x to be good for having those
qualities or properties (Hare, p.158).

The Naturalistic Fallacy

One of the consequences of the above discoveries that 'good’ behaves in these ways, is to

suspect that there is a set of characteristics which entails a thing being good, and many

persons set out to discover what those characteristics are. The mistaken notion that
entail a thing was identified by G.E. Moore in his 1903
ted in 1966, pp ) e 'naturalistic fallacy'.

What Moore meant by ‘naturalistic fallacy' is the assumption that because some quality or
combination of qualities invariably and necessarily accompanies the quality of goodness, or is
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invariabl
identical

's aim was to
the kind of id
i
t

education

ily accom ed by it, or both, this quality or combination of qualities is
(Prior, 1  p.1).

hat is pleasant is pleasant or that what is good is

that goodness is
ation which he w
ic
b
s

persons who hold such views would want to maintain is that goodness or good is
tical with what music they choose and not identical with it, but this is not possible.

music

logical

Music,
esent one's
ent truth, es

responses.

iti
al

Evaluation and Criteria

While it is
follow that

AMEL 17th Annual Confarence

not only but
of no im nce"

t aesthetic naturalists can clear themselves of

c is gits
s , t the
h ei of a
Western Art Music), is good, is for him/her a
aker s hinvherself of the opportunity
with to it.
to under gic of the so ca  'natura fallacy’, it does not
d' to com music absolves from ju ng in non-

1995
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ev y for instance music x. ding a
co ng are usually some aspect ch one
off us

such as ', brilliant', 'outstanding', or 'beautiful' in the context of a value judgement.

(Williams 71, pp. 33-35)

of

of

ity

ist
their students in developing skills in evaluating

The criteria offered in the justification of a value judgement need not be of any particular kind,

except th lems arise when t e-l
be were criteria 'because au
of
d
a
e
wi to be o udents to clarify why X music that it is good
is n the e a sharing of others'
Liking and Evaluating
Montefiore (pp.66-67) points out that the difference bet liking thing and evaluating
it is (though not always) ult to distinguish. does ean that there is no
difference, nor does it me t unimportant on which side of the border one may be.
itis it
musi not
imila oin
the which I g my liking canb ite in ent of my
eva of it, and | mands m atten An on unlike

| give have been ina
i om liking something.
nextricably mixed. When 'good' is used as an
s normal evaluative suggestion that there are

reasons to be given for th nt that are connected with the nature of whatever it is that
the judgement is about", e, p.67).

A difficulty con ng' ‘u ane ion of liking is of distinguishing such a
use from other of ' ' no in n of its use is t found in a text, one can

rarely conclude that 'good music' is being used in any particular way.
Instrumental and Intrinsic Uses of 'Good'

Instrumental Good

their performances in serving a particular function it is possible to talk about cars which are more

or effic and it is those are (or ot) 9 . instru al
go ss s s as a type of f nal stan In ut  r al goo s,
one indicates that the criteria used in the evaluation are expressed in terms which indicate the
fun nforthe o was designed. ic ary parade ground could be judged to
be  rumentally ; that is, it is suit fo Il

On other an object, might be spoken of as b "good for ....... " because it
suc fully s purpose other than the one for which it designed. For example,
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s ut an being a good erweight, the is being
to  eria of perweights. O  ppets of Orff's a Burana

However to talk of marches, dances and ballet music being instrumentally good because

ysical move are more y made to mu omp r such purposes than
chis not, sti ves us in ating the natu the s well as the function
for which mightuseit. C ly s ble to marc d waltzes as examples
of their cl s as well as to u t or the they serve. Some music is

judged to be 'good for milking' |, its success being judged by the increase in milk production.

e
S

n
reports that Duerksen holds with the view th it

in a . In such a use as this it would that
used similar function. One problem with en's
‘the f music in life and society'.

“The enduring favor accorded a so-called masterwork is, in retrospect, no absolute guide to its

valu ty." ( ns, 1 p. . What | like about this q from
Wat Twe Cen is claim that music has at t two
not
he
nd

Intrinsic Good

ight i to say of a posit  that it has int value or t is intrins vy

One uses of 'intr "is " onging to the in itself, ent, esse |,

proper. ..." (SOED). On this account, to talk of the intrinsic goodness. of music is to commend
are i S
isin t . e
ents e

harmony, melody and rhythm.

compositions.

Itis p le for a to the ression ' music is good' music is
intrins good' a es crit  to justify . 'Intrinsically' u y ates that
just n in th ment 'This music is intrinsically good' are to do
nts w disc . If they are not, its use is at least misleading or
at best pointless.
5 'Good Music' as a Nominative
m sp ula
is us to
re his an

Sometimes the nominative use is indicated by inverted commas around 'good’, perhaps
indicating that an author is aware of the confusion caused by the uses of the word.

period of composition. When 'good music' is used as a nominative, it has no evaluative force.
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Hare (1964) writes:

If the which was primary, comes to be secondary, that
isas the word appeals has become conventional. It is
say exactly when this has happened; it is a process like the coming of

For some of its uses, the fuative in has become secondary, and for other it
would appear that the eval  ve forc di entirely.

might include ' ping'

e', not be used . On

will in . I've he nts s

ic.

Aesthetics and education

op
nd
ue
to
se
constrictions if indeed they wish to commend something.
ion of an hetic appraisal with the object, and not with the
or psycho al state of the p ned. We must be careful to assist

a. to distinguish between o ives or intentions of the composer,
the composition itself a t nto it;

b. to sic and to j their appraisal ents
us they judge X to be good itis
be eautiful' in non-evaluative terms.

c. to develop their use of the English language which facilitates their

cation as th nc an ey

to listen to ati in t for
aesthetic judgements. Points of inc no
facts - if they offer some musical elements as justifying their judgement, it can
be verified whether or no their claims are accurate.

d.
character of value judgements allows teachers and students to differ in their
evaluations, but agree concerning the facts of the music under consideration.

e. a y

u n
e

students, but the teacher's judgement is not
imposed on the students. It may be better to let the students give their
reactions to a piece before the teacher, imbued with rabid enthusiasm, shares
his/her judgement with them.

H.B. Refern in her Questions in Aesthetic Education, (1986) stresses that whatever the

te adapted, "itis e al that ren are d from an early
ta oth that they the es ma choose re presented to
(p
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