
 

1 

 Australian and New Zealand Association for 
Research in Music Education 

 
 
 
 
 
 
 
 

Proceedings of the XXXth Annual Conference 
 

Innovation and Tradition: Music Education 
Research 

 
 

 
 
 
 
 
 
 
 

3 – 5 October 2008 
 

Melbourne, Victoria, Australia 
 

 



 

2 

 All published papers have been subjected to a blind peer-review process before 
being accepted for inclusion in the Conference Proceedings 

 
Publisher Australian and New Zealand Association 

for Research in Music Education 
(ANZARME, Melbourne, Australia 
 

Editor 
 

Dr Jane Southcott 
 

Review Panel 
 

Prof. Pam Burnard 
Prof. Gordon Cox 
Dr Jean Callaghan 
Dr James Cuskelly 
Associate Prof. Peter Dunbar-Hall 
Dr Helen Farrell 
Dr Jill Ferris 
Professor Mark Fonder 
Dr Scott Harrison 
Dr Bernard Holkner 
Dr Neryl Jeanneret 
Dr Anne Lierse 
Dr Sharon Lierse 
Dr Janet McDowell 
Dr Bradley Merrick 
Dr Stephanie Pitts 
Dr Joan Pope 
Assoc. Prof. Robin Stevens  
Dr Peter de Vries 
Assoc. Prof. Robert Walker 
 

Printed by Monash University 
 

Format  
 

CD ROM 
 

ISBN:  
 

978-0-9803116-5-5 

 
 



 

3 

 CONTENTS 
 

Keynote Address: The First Musical Festival of the Empire 1911: 
Tradition as innovative propaganda 
Thérèse Radic, University of Melbourne 
 

1 

The artist as academic: Arts practice as research/as a site of 
knowledge 
Diana Blom, University of Western Sydney 
Dawn Bennett, Curtin University 
David Wright, University of Western Sydney 
 

15 

Aural traditions and their implications for music education 
Roger Buckton, University of Canterbury, New Zealand 
 

26 

A retrospection of the 1960s music education reforms in the USA 
Harry Burke, Monash University 
 

36 

Through the Eyes of Victor McMahon: The Flute Band 
Movement in NSW Public Schools, 1938 to 1954 
Marilyn J. Chaseling, Southern Cross University 
 

46 

A mixed-method approach to research methodology: Fitting 
strategy to subject to achieve authentic practice 
Renée Crawford, Monash University 
 

61 

The integration of information technology in music education in 
Taiwan 
Hung-Pai Chen, RMIT University 
 

76 

An investigation of music instrument learning environments:  
Advanced student experiences and perceptions 
Ryan Daniel, James Cook University 
 

87 

Piano Pedagogy: A preliminary investigation into the benefits 
and current adoption of holistic learning programs for beginner 
students 
Ryan Daniel, James Cook University 
Julia Bowden, James Cook University 
 

101 

Examining personal experiences on pre-service teachers 
engagement with arts education 
Susanne Garvis, University of Queensland 
 

111 

What does quality music education look like? 
Kay Hartwig, Griffith University 

125 



 

4 

 
Considerations for school singing activities: An integrated 
pedagogical model  
Diane Hughes, Macquarie University 
 

132 

Aural Comprehension Instruction within Victorian Secondary 
Music Education  
Robert Jacob, Monash University 
 

141 

Exploring creative music making as a vehicle  
for integrated teaching and learning 
Dawn Joseph and Catherine Harris-Hart, Deakin University 
 

148 

Recognizing and Celebrating Xhosa Traditional Music in South 
Africa 
Dawn Joseph, Deakin University 
Alvin Petersen, University of the North West, Potchefstroom, South 
Africa 
 

161 

Language Through Music: Music Through Language 
Heather Libeau-Dow, University of Canterbury, New Zealand 
 

172 

Improvisation and Styles of Music Teaching 
David Lines, University of Auckland 
 

178 

This task is really boring: Examining the impact of class music 
learning activities upon Year 8 music student values 
Geoffrey M. Lowe, Edith Cowan University 
 

185 

Extending expectancies for class music: A new perspective within 
achievement motivation 
Geoffrey M. Lowe, Edith Cowan University 
 

195 

The Use of Gesture as a Pedagogic Tool in the Singing Studio 
Julia Nafisi, Monash University 
 

203 

My goal is to teach music and they ask me about global 
education. 
Anne Power and Mike Horsley, University of Western Sydney 
 

214 

Innovation and tradition in instrumental music in South 
Australian 
government schools 
Jennifer C. Rosevear, University of Adelaide 
 
 

220 



 

5 

 
“It’s a bit harsh, isn’t it!” Judgemental teaching practice 
corrupts instinctive musicality 
Eve Ruddock, Murdoch University 
 

228 

Updating Music Education in Australia:  Recommendations to 
bridge the divergence between classical and contemporary music 
as a response to issues raised in national and state reports in 2005 
and 2007. 
David Salisbury, James Cook University 
 

241 

Music Education in a digitized world: Embodied knowing and 
understanding in the information society 
Trevor Thwaites, University of Auckland 
 

251 

Preschool children, music and the role of the family 
Aleksandra Vuckovic, RMIT University 
 

259 

Values education and curriculum materials: Why did music miss 
out? 
Amanda Watson, Department of Education and Early Childhood 
Development, Victoria 
David Forrest, RMIT University 
 

269 

Using ICT in the music room: Possible implications for secondary 
music teacher training 
Stuart Wise, University of Canterbury, New Zealand 
 

277 

Refereed Abstracts 
Innovative strategies and traditional constructs: defining the role 
of sound and movement in Music Theatre 
Diane Hughes, Macquarie University 
Pauline Manly, Macquarie University 
 
Ruth Flockart and Dr. Wood: A crucial relationship in the 
development of the Melbourne Methodist Ladies' College music 
program 
Louise Jenkins, Monash University 
 
Innovative Auteur Meets Traditional Professor: Sternberg, sound and 
the seduction of Professor Rath in the classic 1930 film The Blue Angel 
Maree Macmillan, RMIT University 
 
Music, Well-being and Ageing 
Jane Southcott, Monash University 
 

288 



 

6 

  
 

 
 



 

1 

 The First Musical Festival of the Empire 1911: tradition as innovative 
propaganda 

 
Thérèse Radic, University of Melbourne 

 
Keynote Address 

 
This article traces the outlines and implications of a highly successful propaganda exercise 
promoted as part of a larger scheme by Britain to renew ties with its empire as war loomed. It 
made use of the eager collaboration of musical loyalists and an unlikely medium – oratorio.  

 
Background 

 
In 1911 the coronation of the King-Emperor, George V, was used by the government of 
the day as a focus for a larger political and cultural scheme intended to promote empire 
unity.  This scheme included a series of associated events designed to shore up Britain’s 
relationship with its colonies, territories, and dominions and to persuade its citizens that 
they were in fact a united people at home and abroad when this was plainly not the case. 
 
1911 was also the year in which London saw the first Imperial Conference. Previously 
there had been Colonial Conferences – 1887, 1894, 1897, 1902 and 1907 – at which 
representatives of the British colonies and dominions discussed matters of imperial 
concern – primarily defence, but also trade, and communications. The new name implied 
a change of status. The Imperial conferences became the Conferences of Commonwealth 
Prime Ministers only after the Second World War, at which time the British 
Commonwealth of Nations accounted for 30% of the world’s population. Being a 
member nation of the British Empire was no small thing.i 
 
In 1911 Australia’s relationship with Britain was strained by the move to renew the 
Anglo-Japanese Alliance of 1902, effectively passing over control of some of Britain’s’ 
Far East interests.ii It was meant to warn the Russians against expansionism but it 
emboldened the Japanese to confront the Russians in 1904.iii  From the time of the 
Crimean war, there had been intermittent panics in Australia that the Russians were 
coming –  to take our gold stocks and use our ports as naval bases in a fight with Britain,iv 
– but it was the Japanese, not the Russians, that we really distrusted. 
 
Prime Minister Alfred Deakin invited the Great White Fleet – the American navy – to 
visit during its 1908 ‘gunboat diplomacy’ world tour, as a signal of disapproval to 
London and a warning to Tokyo.v In 1911 the Labor government inaugurated the Royal 
Australian Navy, replacing the British presence.vi 
 
As far as Australia was concerned, the mother country certainly had a problem. The move 
to become a Republic in the wake of federation was shelved because of renewed panic, 
this time sourced to the Japanese who had won the war against the Russians. According 
to the conductor of the festival under review,vii it was thought that Australia was obliged 
‘to seek the shelter of the Motherland, without which the “Land of the Golden Fleece” 
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 would soon have become annexed to Japan. This change of view was a great asset 
to the Tour.’viii  

 
In 1911, however, a much more urgent matter was looming – an increasing fear of an 
emerging militaristic Germany and its intentions.ix Counteractive propaganda was a first 
line of defense. The royals were paraded in Indiax, London was encouraged to mount a 
vast Empire Pageant and exhibition, and the colonies were invited to the inter-Empire 
Games.xi 
 

Origins of the tour 
 
In the same year, Britain, Canada, Australia, New Zealand and South Africa joined forces 
to produce an extraordinary peripatetic event known as ‘The First Musical Festival of the 
Empire’. Local choral and orchestral societies worked in conjunction with some 220 
members of the Sheffield Choir,xii a touring group culled from the choral societies of 
northern England to produce a series of integrated choral concerts.xiii 
 
Its instigator and organiser was the entrepreneur Dr Charles Harriss (1862-1929), an 
energetic British-Canadian organist-composer who had the good fortune to marry the rich 
widow of an iron magnate, described as ‘a most charming lady, as gracious as she was 
wealthy,’xiv and who was prepared to indulge what The Musical Times dubbed her 
husband’s  ‘imperial designs’.xv 
 
Harriss believed that music, more particularly choral music, possessed the power to unite 
and that this characteristic could be utilised to strengthen the bonds of an empire 
beginning to unravel. His ultimate aim was ‘to stimulate “music, commerce and 
patriotism” throughout the empire.’xvi 
 
The Festival’s conductor was Dr Henry Coward (1849-1944) of the Sheffield Musical 
Unionxvii, a stony faced abstainer who only came to life in front of a choir. Coward had 
‘exalted ideas on the spiritual and social significance of choral singing’xviii and, their 
paths having crossed on the concert circuit, Harris was quick to recognise a soul-mate for 
all the differences between them. 
 
Henry (later Sir Henry) Coward simultaneously held the posts of chorus master of the 
Sheffield Musical Union, (which he established in 1876 as the Tonic Sol-fa Association); 
the Huddersfield Choral Society (from 1901 till 1932); the Leeds Choral Union (from 
1905), and the Choral and Orchestral Union of Glasgow (from 1908), ‘all of them 
important societies, or, in the case of Leeds and Sheffield, associated with renowned 
festivals.’xix At a time when choirs were venturing abroad as never before, Coward toured 
the Sheffield Union to Germany, first in 1906 and again in 1910, in spite of his dislike for 
Germans generally. He was no ordinary choirmaster and the masters of the colonies were 
made aware of it through Harriss’ pre-publicity. To impress the colonies it was deemed 
necessary to come armed with musical authority.  
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 Coward’s view was that choralism was ‘the most socialistic – using the term in its 
proper anti-Bolshevist sense – of all the amenities of life’.xx It was ‘a most 

democratizing force in its true non-political sense.’xxi It promoted morale and good health 
as post-war experience had revealed, membership of a choir provided an antidote to ‘the 
degenerating tendency of becoming “inertiatcs”’xxii – mere listeners. Choralism was ‘a 
strong bulwark against the baneful influence of atavistic jazz’…. and made choralists 
immune from ‘the debasing effects of the majority of American “Talkies”’xxiii Coward 
thought American films so degraded that they had brought devastation to the prestige of 
the White Races. He honestly believed that Choralism could redeem this situation. xxiv 
 
Harriss’ prior enterprises included the 1903 Cycle of Music Festivals of the Dominion of 
Canada directed by Sir Alexander Mackenzie,xxv a British Canadian Music Festival in 
London in 1906, the Festival of English Cathedral Music in Eastern Canada in 1908 
featuring the English organist Sir Frederick Bridge and the tour to London (UK) of the 
Sheffield Choir under Henry Coward later that year. In 1907 he instigated the Empire 
Day Concerts in London. Two years later he founded the 4500-voice Imperial Choir, 
drawn from a number of London choirs, which formed the basis of the 10,000-voice choir 
heard in the Empire Day concerts of 1911, the coronation year of George V, and again 
during the Peace celebrations of 1919. The 1911 London coronation celebrations also 
included an Empire Pageant, an Empire Exhibition and a series of inter-Empire sporting 
events, the precursor of the Commonwealth Games.xxvi 
 

Enlistment of support 
 
For the two years prior to the Sheffield Choir world tour, Harriss travelled extensively 
through Australia and South Africa to promote and organise the 1911 tour.xxvii He 
undertook everything, from arranging dates, concerts, receptions, and the rental for halls 
and hotels, to making contact not only with local music societies and patrons, but with the 
highest in the land, from Mayors and Corporations to the King’s representatives and the 
press. 
 
He was later reported as saying he was indebted for support to the Earl of Minto and to 
the ex-Governors General of Canada (Earl Grey), Australia  (the Earl of Dudley) – who 
was to act as the Festival’s patron during the Australian leg, - New Zealand (Lord 
Islington), and South Africa (Viscount Gladstone.)xxviii  Such patrons were a 
commonplace in the musical world, but Harriss went much further. He managed to 
persuade the Colonial Office of what he described as ‘the political, racial and musical 
advantages that would accrue from the tour of two hundred choristers carrying the 
message of good will on “wings of song” and reviving their dormant memories of the 
past in the old homeland.’ xxix  This was an innovation with considerable impact. The tour 
was launched under government auspices as a not-for-profit venture. In fact, most of it 
was paid for by the redoubtable Mrs Harriss. 
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 The choir 
 

These were patrons lending their names rather than taking up a cause, however. The grass 
roots work was done by the choir. Its members must have been particularly dedicated 
performers since they had to take time off from work and sacrifice wages. As well as that, 
as Coward recalled, the singers had to ‘pass tests for power, quality and intonation of 
voice, sight reading in tune and time, provide a health certificate if necessary, attend 100 
sectioned and united rehearsals, promise to learn 150 pieces by heart, practice at least 
thirty minutes daily and record the time in a special calendar provided at the end of the 
book of instructions, be prepared to be away from England for twenty six weeks, and to 
sing at six concerts and one matinee when on land. In return for these services second-
class rail, steamboat, and motor carriage would be provided, and good hotel 
accommodation, together with five pounds for laundry. As it was necessary for each to go 
as an amateur, no fees would be paid to anyone except to the principals.’xxx This was not 
meanness on Coward’s or Harris’s part. A paid choir would have had to work on a par 
with professional musicians, join a local union and abide by its rulings. No concessions 
would have been made for advertising or hall costs, reviewers would have set the bar 
rather higher than they did, and rival entrepreneurs would have had to be pacified. 
 
Only amateurs would do and though it was a choral necessity to pay your own way, it 
militated against undertaking a lengthy overseas tour. For the choristers of the colonies, 
who knew something of the problems of financing a harmonic society’s touring, it was an 
eye-opener, not only for the standards that is was to demonstrate, but for its organisation 
and the dedication of its performers. 
 
Philharmonic choral bodies were, by then, the cream-de-la-cream of colonial music 
making. They flourished and proliferated in every major city, fed by small town harmonic 
and church choirs. It was not as if the Sheffield Choir came as a shock to the system – it 
came as part of the system of cultural transportation. Wherever the British went, there 
went their cultural hallmarks, including, possibly at the top of the list, the choirs of the 
Handelian tradition. 
 

Programming 
 
Coward prepared no less than 18 programmes which consisted of ‘complete 
performances of Messiah, Elijah, the Dream of Gerontius and The Kingdom, Sullivan’s 
Golden Legend [the most popular oratorio after Messiah, Creation and Elijah, though 
now all but forgotten], Verdi’s Requiem, Berlioz’s Damnation of Faust, Parry’s Blest 
Pair, Bach’s Sing Ye,  Beethoven’s Choral Symphony, and Charles Harriss’ own work 
Pan, which he conducted. The rest consisted of selections from some of these, and finally 
four miscellaneous collections of shorter works, madrigals, part-songs, and glees.’ xxxi  
Local professional and quasi-professional orchestras were hired, some fourteen in all.xxxii  
 
It was a conservative repertoire, familiar to audiences who had selected the majority of its 
items during Harriss’ pre-tour canvassing. Coward respected this pseudo-democratic 
process, which was reflected not only in the established works in full oratorio mode, but 
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 in the small pieces of the Coronation Empire Concert and the programmes of the 
miscellaneous concerts.  None of it was Australian composed. All of it reflected 

British taste, then inclined to German music but on the way to creating its own 
renaissance. Of the major works given all but the Elgar and Harriss’ Pan had been heard 
here before. The first full Messiah was given in Sydney in 1842, Elijah in Melbourne in 
1857, Beethoven’s 9th at least as early as 1872, the Golden Legend in 1888, Verdi’s 
Requiem in 1900 and possibly much earlier, and The Kingdom in 1908. 
 

The itinerary 
 
On 17 March 1911 the choir and its entourage left Liverpool.  It included two doctors and 
three nurses. They were to be gone for six and a half months. It was to prove a 
demanding and often a storm driven and seasick experience. From the middle of March to 
the end of September that yearxxxiii Coward’s Sheffield Choir toured Canada, giving 
twenty five concerts in all, passed though the United States where it gave twenty nine, 
visited Honolulu and Suva without concertising, sailed on to Australia where it gave 
twenty seven concerts, New Zealand for seventeen, and South Africa for another twenty 
five, xxxiv with Sir Edward Elgar conducting his own works: The Dream of Gerontius at 
Montreal, Indianapolis, Chicago and St Paul, and The Kingdom at Cincinnati.xxxv 
 
Beginning in St John, the choir went on to Montreal, Ottawa, Kingston, Peterborough, 
Toronto, Rochester, Buffalo, St Catherine’s, Hamilton, Brantford, Stratford, London 
Ontario, crossed into the USA (formerly a colony and then still culturally British to a 
large extent) at Detroit, went on to Cleveland, Colombus, Cincinnati, Indianapolis, 
Chicago, Milwaukee, Waterloo, St Paul, Winnipeg, Portage la Prairie, Brandon, Regina, 
Moose Jaw, Saskatoon, Edmonton, Calgary, Vancouver, Victoria, Tacoma, Honolulu, 
Suva, Brisbane, Sydney, Auckland, Wellington, Palmerston North, Christchurch, 
Dunedin, Invercargill, Hobart, Melbourne, Ballarat, Adelaide, Perth, Durban, 
Peitermaritzburg, Pretoria, Johannesburg, Bloemfontein, Kimberley, and Capetown.xxxvi 
 
Coward later listed the orchestras used on tour as the symphony orchestras of Ottawa, 
Toronto, St Paul, Cincinnati, and Johannesburg, the Theodore Thomas Orchestra of 
Chicago, and the Festival Orchestras of Sydney, Melbourne, Adelaide, New Zealand, 
Durban, Diamond Fields and Cape Town. xxxvii In other words special orchestras were 
formed in all but five cities, usually consisting of players recruited from several local 
orchestras, including women who were generally amateur – i.e. unpaid.  
 

Australia 
 
On 10th June, after a rough night at sea, the Sheffield Choir set foot in Australia for the 
first time, coming ashore at Pinkerbah, nine miles from Brisbane. It was a one-day 
stopover but the city was intent on what turned out to be an overwhelming welcome for 
the choristers. Similar events occurred at every landing throughout the Australian leg of 
the tour. A band played them onto the flag-bedecked River Steamer ‘Lucinda’ where 
members of the entertaining committee met them. A table that ran the whole length of the 
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 ship held ‘sumptuous refreshments’, including great bowls of strawberries and 
cream. From the boat they were taken to the Botanical Gardens for an official 

welcome from the Premier of Queensland, the Lord Mayor, the Presidents of the St 
George Society and the Brisbane Musical Union. The Premier assured them that the visit 
was not only ‘hands across the sea’ but ‘hearts across the sea’. A ‘tremendous’ crowd 
listened to Henry Coward’s response: ‘We are not coming to show how things should be 
sung, but as brothers giving of our best and wishing to cement the brotherhood of the 
British lands overseas in the bonds of Reciprocity.’ The entire choir and staff was then 
presented with a souvenir ‘in the shape of a rough opal or topaz.’ xxxviii 
 
They reached Sydney from Brisbane on 12 June where the visitors were astonished at the 
enthusiasm with which they were greeted. The Daily Telegraph devoted no less than 
eight columns to its report the next day. It ended with this: 
 

People may say what they will about the relation existing between the colonies 
and the Mother-country; people may say what they will about political 
relationships of one sort and another but while scenes like that which was enacted 
yesterday afternoon at the Orient Company’s wharf are possible, while strong 
men can feel the chest tighten, the lip quiver- whilst Acting Premiers can take off 
their hats and cheer the sight of a few visitors from afar – as one Acting Premier  - 
let it be said to his great credit – did, with hundreds of less distinguished folk, it is 
impossible for men to argue that sentiment is dead, and that the dream of a grand  
united English-speaking race is gone. For, after all, what was it that brought men 
and women out in their thousands? Was it the prospect of seeing a few people 
who happened to possess better voices than the average? Was it to see a man 
whose reputation is world-wide as the manipulator of a conductor’s baton? Had 
the Sheffield choir not come, today would have dawned exactly as it did. 

 
Australia will maintain the even tenor of her way long after the sweet melodies of 
a great musical combination had passed away. But the warmth of the welcome, 
the open hearted receiving of the men and women from the home into the colony, 
(sic) would last whilst even memory is there. There was, below the veneer, 
something that meant something that showed Dr Harriss to have struck a right 
note when he said that he wanted to forge the bonds of Empire more tightly and 
more firmly than ever before. It would be difficult to say who were the most 
impressed by what happened. The visitors were unable to describe their feelings. 
The intensity and the warmth of it all burst upon them with all the effect of a great 
transformation. They will not forget – and there were tears in the eyes of some of 
those old Sheffield-Australians as they looked and heard, and waved. For an hour 
there was abroad that spirit which does things, which conquers, which makes 
empires. Regarded in the coldest blood, a few words might suffice to tell the 
whole story. But it was a thrilling hour, worth far more than mere superficial 
attention.’ xxxix 
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 During the following week the Sheffield Choir gave several large-scale works with 
Sydney’s Festival Orchestraxl: Handel’s Messiah, Mendelssohn’s Elijah (with the 

SPS choir)xli, Elgar’s Dream of Gernotius, Sullivan’s The Golden Legend, the Beethoven 
Choral Symphony (claimed, probably inaccurately, as the first performance of the work in 
Sydney),xlii Parry’s Blest Pair of Sirens, Harriss’ symphonic choral ode, Pan, and an 
extract from Handel’s Israel in Egypt, ‘Sing ye to the Lord’ as well as two miscellaneous 
and one  Empire concert (the latter with the Sydney Liedertafel and the Madrigal Society 
choirs).xliii It was a series of concerts based as far as possible on the overall template 
determined prior to the tour and was used, at least in part, wherever the standards of 
colonial orchestras permitted.  A free open-air farewell concert given by Harris in return 
for the hospitality shown to his party drew an estimated crowd of 20,000.  This was in 
addition to the concert given the day before the Coronation. A large high platform was 
erected in front of the Sydney GPO for the dignitaries and the Choir. Coward wrote that 
crowds hung out of the windows of the buildings and ‘the enclosure was jammed with 
nearly 40,000 excited people. It was a thrilling sight to see the upturned faces, every one 
expressing loyalty to the Crown in their very look. But this faded into insignificance 
when the huge crowd sang “God Save the King”,  “Advance Australia Fair”, and other 
patriotic songs…but when we sang “Auld Lang Syne”, the crowd and the Choir made the 
welkin ring, and then cheers rent the heavens. It was a scene and demonstration of loyalty 
never to be forgotten.’xliv 
 
A New Zealand tour followed. A brief glimpse of Tasmania prefaced the arrival of 
Harriss and his party in Melbourne where eight concerts were given in the Exhibition 
building from 15 to 22 July.xlv 
 
A ‘one-fits-all’ programme was on sale with an all-purpose cover, a portrait of the King, 
photographs of the soloists, male and female, and suitably heroic depictions of the 
approved composers, honorary Englishmen all: Handel, Beethoven, Berlioz, 
Mendelssohn and Elgar.  The one thing that changed city to city was the advertisements. 
These suggest that the audiences were drawn from the middle class who might be 
tempted by display ads for life-style items – pianos, organs, jewellery, cars (including 
Daimlers), Allan’s music shop, a ladies’ tea room, concert agents, fashion shoes, fine 
china, the Windsor Hotel, then called the Grand, insurance and suburban electricity. Two 
are a little puzzling: Singer sewing machines (treadled by an Edwardian lady in long 
dress and bouffant hair) and the Melbourne branch of a Sheffield metals works which 
invited the Choir to pay a visit and expressed support. 
 
The Sydney programming was replicated with the addition of Berlioz’ Damnation of 
Faust. The Victoria Festival Chorus,xlvi the Melbourne Philharmonic Societyxlvii and the 
Ladies’ Festival Choirxlviii joined the visitors in Elijah with the Festival Orchestra.xlix  
For the Exhibition building reception, the Sheffield Choir wore sprigs of wattle on 
painted ribbons as dictated by the recently founded Wattle Day movement. It seems to 
have been an attempt to graft a newly minted tradition onto a much older one and to 
associate both with empire loyalty and national sentiment. 
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 The Melbourne Philharmonic Society later acknowledged that: ‘The concerts given 
by this celebrated combination…. were an object lesson to all choristers in their 

attack, attention to light and shade, interpretation and general ensemble. Without a doubt 
choral singing will be the better for their visit.’ 
 
But where the choirs, visitors and locals alike, seem to have acquitted themselves well 
enough this was not the case with Melbourne’s Festival Orchestra under 
G.W.L.Marshall-Hall.  Shortly before Harriss and company arrived there had been a split 
within the city’s premier orchestra, Marshall-Hall’s own, over the participation of non-
unionists – the lady amateurs. Under the new title of Festival Orchestra, Harriss and 
Marshall-Hall were obliged to summon non-unionists to accompany the choirs. There 
was little time to rehearse. The result was that the Melbourne festival concert featuring 
the Choral Symphony was a fiasco. Marshall-Hall’s hopes of having his conducting skills 
well reported in London, where he was shortly to have his opera Stella performed, were 
dashed and his reputation greatly diminished. 
 
Two Ballarat concerts ended the Victorian tour before the Sheffield Choir left for 
Adelaide where they gave three concerts on 26, 27 and 28 Julyl with the assistance of an 
orchestra assembled by Dr Harold Davies, the Bach Choir, and the Adelaide Choral 
Society. By 3 August the visitors were in Perth where two concerts were given before 
they sailed for South Africa, li where even greater enthusiasm awaited them and where 
their task was, quite monumentally, to heal ‘the wounds and scars left by the Boer War.’lii 
Their reception away from Johannesburg or English Cape Town was ‘remarkable’.liii 
 
In every Australian port of call there were gubernatorial, civic and private receptions, a 
great many patriotic speeches, and the exchange of gifts as well as outings that included a 
chilly government picnic under the winter flowering wattle trees of the National Park in 
Adelaide. liv Among the gifts was £100 from Harris towards a new fund being raised to 
extend G.W.L. Marshall-Hall’s Albert St Conservatorium building. In the speech that 
accompanied the money Harriss said that he was only too happy to assist his fellow 
composer and that the work of Marshall-Hall was known ‘all over the world’, something 
that might have been news to a good many in his Melbourne audience. lv 
 
Coward later wrote: ‘The delights of travelling (approximately) 33,850 miles, visiting 56 
towns in three continents, and singing 130 concerts before wildly responsive audiences, 
were such that…. whenever two or three of the worldlings (as they named themselves) 
meet, they metaphorically fall on each others necks and revive past raptures’.lvi 
 
On 30 September the appropriately named S.S. Marathon steamed into Plymouth with 
the Sheffield Choir on deck thanking God for bringing them safe home and fervently 
singing, yet again, as they had at every performance, God Save the King.lvii The same 
month, the Melba/Williamson Opera Company opened in Sydney in what was to become 
their famous 1911 Australian tour.  Overnight the Empire Festival was forgotten as 
Australia’s favorite daughter, Nellie Melba, acclaimed as one of the three Empire 
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 sopranos, stepped into the spotlight. lviii  It was never revived, unlike its sporting 
equivalent, the inter-Empire games. 

 
The Argus described the Sheffield Choir visit as ‘an agency for the expression of the 
Imperial idea, it is an educational factor, and it is an advertisement, not only for itself but 
also of the countries through which its passage lies.’lix 
 

Conclusion 
 
Tradition is a powerful motivator – in this case the British choral tradition with its 
religious leanings and texts from the King James bible, its links with the established 
Church of England, its anti-theatre presentation that appealed to the religiously 
conservative, its assumption that oratorio music was good for the soul, and its enshrining 
in Town Halls and Exhibition Buildings whose cruciform plans reveal their cultural 
origins. Tradition linked a musical form, then facing decline, with class, race, nostalgia, 
unity and loyalty. It was a powerful mix. The British Government understood this and 
made use of it as it prepared for war and the disintegration of the empire this tour so 
lauded. 
 
Yet it was only because Harriss had the use of the then new technologies of fast steam 
ships, the telegraph and telephone that he was able to make his elaborate arrangements 
work. His audiences came by train and tram along sealed roads made safe at night by 
electricity. The tour’s success was largely due to these and to the innovative and 
comparatively new form of public relations Harriss utilised. 
 
But the music and the musicians were being used by a higher power and it wasn’t, as they 
may have thought, God, but the British Government and all who sailed in her. 
 
 
                                                
i See: John Kendle, The Colonial and Imperial Conferences, 1887-1911: a study in imperial 
organization (Published for the Royal Commonwealth Society by Longmans, London, 
1967) 
ii Ian Nish ‘The Historical Significance of the Anglo-Japanese Alliance’, Discussion Paper 
No.15/03/443, January 2003, in Studies in the Anglo-Japanese Alliance (1902-1923) pp.40-
47,  published by the Suntory Centre, Suntory and Toyota International Centres for 
Economics and Related Disciplines, London School of Economics and Political Sciences, 
London. 
iii Robert Joseph Gowen, ‘British Legerdemain at the 1911 Imperial Conference: The 
Dominions, Defence Planning, and the Renewal of the Anglo-Japanese Alliance’ in The 
Journal of Modern History, September 1980, pp.385-413, published by the University of 
Chicago Press.  
iv Elana Govor, ‘Australia and the Crimean War’ at 
<http://argo.net.au/andre/AusCrimeanENFIN.htm> accessed 2 Feb 2008. 
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v R.Norris, ‘Deakin, Alfred’, in Australian Dictionary of Biography online at  

<http://www.adb.online.anu.edu.au/biogs/A080275b.htm>accessed 1 March 2008. 
vi Royal Australian Navy online at <http://www.navy.gov.au/The R.A.N._-
_A_Brief_History>  
 
viii Henry Coward, Round the World on Wings of Song (Reciprocity) (J.W.Northend, 
Sheffield, UK, 1933, 2nd edition) p.3. 
ix For a background see Paul A. Papayoanou, ‘Interdependence, Institutions, and the Balance 
of  Power: Britain, Germany and World War I’ in International Security,Vol.20, No.4, 
(Spring 1996), pp.42-76. 
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Asian Studies, Vol.24, No.3, (July 1990) pp.561-578. 
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xiii Argus 29 June 1911. 
xiv Coward, Round the World p.6. 
xv ‘Sir Henry Coward’ by ‘McN’,  The Musical Times Vol. 85, No.1217, July 1944, pp. 217-
218.  
xvi Helmut Kallmann ‘Harris, Charles (Albert Edwin,)’, Grove Music Online ed. L. Macy 
(Accessed 12 June 2007), <http://www.grovemusic.com.ezproxy.lib.unimelb.edu.au> 
xvii Obituary, Musical Times July 1944 Vol.85, No.1217, pp.217-218: ‘Sir Henry Coward’  
1849-1944. He is given as conductor of the Sheffield Musical Union, as associated with the 
Sheffield Festival Chorus for 14 years, as author of a widely used textbook ‘Choral 
Technique and Interpretation’ (London: Novello 1914), and as having been knighted in 
1926.  
xviii ‘Sir Henry Coward’ by ‘McN’, The Musical Times Vol. 85, No.1217, July 1944, pp. 
217-218.  

xix Christopher Fifield, Ibbs and Tillett: The Rise and Fall of a Musical Empire 
(Ashgate, UK, 2005) p.86. 
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The artist as academic: arts practice as research/as a site of 

knowledge 
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With the move towards inclusion of the arts as part of the larger university system, has come 
the problem where creative research output struggles for recognition as ‘legitimate’ research.  
As arts faculties vie for limited funding within an increasingly competitive environment, 
artists working as academics have to rethink the complex relationships and interactions 
between their academic and creative identities. While methodological theory looks to creative 
practices as sources of knowledge, funding authorities and, as a consequence, universities, 
struggle to align research and art. Artists working as academics feel the weight of this 
conflict as they struggle to gain recognition for their creative research. This article discusses 
the views of eight arts practitioners working in academia as to whether or not they view their 
arts practice as research/a site of knowledge; and if they do view it as research, how is it so.  
Each participant expressed different views on this issue, with, in some cases, length of time 
in academia and therefore contact with research requirements, playing a part.  The findings 
have implications for arts practitioners new to academia and for undergraduate curricula, 
suggesting that reflective practice can, and should, be encouraged, thereby developing a 
positive perception of practice as research. The study raises several questions for further 
enquiry.  

 
Introduction 

 
With the move towards inclusion of the arts as part of the larger university system, has 
come the problem where creative research output struggles for recognition as ‘legitimate’ 
research.  Many highly educated arts practitioners have careers as teachers in universities, 
sharing their skills and knowledge of arts practice with undergraduate and graduate 
students. Generally, however, institutions will not, or can not, recognize their 
professional arts practice as research—as a site of knowledge—unless the process and 
thinking behind the practice is documented in a traditional written format. As arts 
facilities vie for limited funding with an increasingly complex environment, artists 
working as academics have to rethink the complex relationship and interactions between 
their academic and creative identities. 
 
Understanding the relationship between arts practice and research is of growing interest 
to research students, universities and funding institutions in Australia and overseas. While 
methodological theory looks to creative practices as sources of knowledge, funding 
authorities and, as a consequence, universities, struggle to align research and art. Artists 
working as academics feel the weight of this conflict as they struggle to gain recognition 
for their creative research. There is a body of literature on arts practice.  Much of this 
research comes from researchers who are not arts practitioners; however, writing by arts 
practitioners is slowly accumulating.  The literature on arts practice as research is in itself 
a paradox.  If artists in academia write about their work they have immediately identified 
two research modes for their arts practice.  If they don’t write about their arts practice, 
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 but are prepared to be interviewed, thereby allowing someone else to write about it, 
they are adopting another approach which is often criticized by arts practitioners 

themselves. 
 
This paper discusses the views of eight arts practitioners working in academia on whether 
or not they view their arts practice as research/a site of knowledge; and if they do view it 
as research, how is it so.  After the methodology of the study has been outlined, the 
findings will be discussed with relevant literature drawn into the discussion. 
 

Methodology 
 
Eight arts practitioner participants were identified from within professional networks, and 
purposeful sampling was employed to locate these informants who were likely to give a 
wealth of information with respect to the study (Patton, 1990). The eight arts 
practitioners, their arts discipline, length of time in academia and post-graduate 
qualification are given in Table 1.  All have an active professional practice and all are 
employed as academics in Australian universities. Firstly, participants were asked to 
situate themselves as artists and as academics, and to situate their research on a 
continuum (Table 2). 
 
Table 1: Participants 

Study 
name 

Time as 
academic 
(in years) 

Arts discipline Post-graduate 
qualification 

Ava 10 Actor  Completing a PhD 
Brian 5-6 Electro-acoustic composer and 

performer  
PhD 

Clare 40 Composer PhD 
Damon 4 Songwriter, popular musician Currently enrolled MA 
Ellen 15 Dancer PhD (literature) 
Fiona 10 Drama teacher, theatre director Currently enrolled PhD 
Gina 14 Ceramicist PhD 
Henry 12 Keyboard performer Currently enrolled PhD 

 
Table 2: Continuum 

The Artist as Academic 
 
Name of participant:     Name of interviewer:   
Date: 
 
1. Mark (with a black pen) where you perceive yourself in the university 
environment as artist and as academic. 
 
2. Mark (with a red pen) to situate your research on the continuum    
 
       Artist--------------------------------------I-------------------------------------Academic 
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Each interview began by building a short profile of the participant seeking 

information on qualifications, academic position, years spent in academia, and a 
description of his/her arts practice. Interviewing commenced with the question: do you 
view your arts practice as a site of knowledge (that is, as research) and if so, how is it so?  
Interviews were recorded and transcribed. Analysis adopted Glaser’s ‘constant 
comparative method’ of analysis, whereby codings were compared ‘over and over again 
with codings and classifications that have already been made’ (Flick, 2002, p. 231). 
Seeking new responses to the topic, aspects of grounded theory were adopted to develop 
‘analytical interpretations of … data to focus further data collection’ (Charmaz, 2000, p. 
509). 
 

Findings 
 
In relation to the continuum, all participants placed their research on the artist side or in 
the middle.  In relation to their role as artist and academic, 3 stayed on the artist side, 3 on 
the academic side, and 2 placed themselves in the middle.  Clare the composer said she 
engaged with both parts of the continuum spectrum, thus choosing the middle, depending 
on the day and task (see Table 3). 
 
Table 3: Continuum placement 

Research – artist side 5 
Research - middle 3 
Research – academic side 0 
Artist & academic – artist side 3 
Artist & academic - middle 2 
Artist & academic - academic 3 

 
All participants agree their arts practice is a site of knowledge.  For two participants, 
Brian, an electroacoustic composer/performer, and Gina, a ceramicist, the artistic 
outcome or artistic object cannot stand alone as research.  It is the development process 
that is research and therefore, their arts practice is a site of knowledge but not research.  
Brian says being an academic, ‘…you need to contribute to the body of knowledge and 
be part of the discourse’.  Not just sitting in a studio and doing stuff and doing 
performances.  ‘I see that as just practice and I don’t see it as research really until it 
becomes more explicit and is shared and is open to other people’. 
 
For Henry, a keyboard performer, the creative outcome is more important than the 
codifying of the process, although both are research.  Commenting on his university’s 
emphasis on the exegetical writing rather than the creative outcome itself, he says ‘…you 
must have the performance, if not have both’.  Four participants say the process is 
research. They all comment on aspects of the unexpected, intuitive, the mysterious, 
serendipitous.  Damon a songwriter, feels it is both a site of knowledge and research.  He 
calls it ‘an intuitive mode of research’ which he is not interested in analyzing because he 
has ‘…a kind of superstition about that almost’; and Fiona, theatre artist, talks of ‘there 
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 [being] a sense that you are entering a world of mysticism when you are talking 
about processes of acting’.  Singer songwriter Paul Simon agrees with Damon’s 

reference to intuition and reminds us that it is difficult to write about one’s arts practice: 
‘The music part of song writing is much more potent and powerful than the lyric part. But 
it’s harder to write about’ (Simon in Flanagan 1986/87, p. xi).  For Keith Richards, songs 
‘arrive at your doorstep and all you do is give them an airing, make it possible for them to 
exist’ (Richards, interviewed by Flanagan 1986/87: p. xiii) while Bono ‘feel[s] like the 
songs are already written’ (Bono, interviewed by Flanagan 1986/87, p. xii). 
 
This sense of the unexpected is also heard when Ava and Fiona, both theatre artists, talk 
of the process as a journey and not clearly articulated – ‘an unfolding or a revelation 
rather than a decisive direction’.  Both talk of the unexpected being part of the process – 
the artistic process is serendipity – associated with speculations – and actors are not sure 
what is going to happen next.  Brian, refers to discoveries made in the process and the 
need to define what we are doing and contribute ‘…to the broader body of knowledge’.  
Both Brian and Fiona talk, in different terms, of working through ‘…arduous skilled 
regimes’ (Fiona), whether they be through sound, voice, movement. 
 
Four participants spoke of the creative process as holistic, with the human being as a site 
of knowledge.  Damon describes as scholarship his life: ‘…history as a scholar of popular 
music, and I mean popular in the absolutely widest sense’. This has taken place through 
playing popular music, collecting recordings and, from 13-14 years of age, song writing. 
In later years he embarked upon journalistic writing and, more recently, academic writing 
about popular music. Through collaboration and discussion with others, Ava describes 
how ‘…a lot of knowledge is drawn upon…it is a site of sophisticated knowledge’ and 
Fiona talks of actors being tested ‘…to [such] a depth that there is a visceral response’.  
Fiona draws on Gadamer’s notion of ‘shared horizons’, saying: ‘we are shifting our 
bodies into understanding another writer and through that empathic link we are taking an 
understanding … and this is the way history is formed’. This thinking also emerged in 
Wright’s (1997) writing about a project in which Western-trained actors were introduced 
to the training methods and performance styles of Peking Opera by Chinese actors and 
musicians who spoke very little English. He found that he was bringing the Peking Opera 
character-types close to his own experience: 
 

I was, I realised, writing my experience as theirs. … While my experience is not 
that of an alien culture it includes enough to allow me to try to feel my way into 
the experience of these others.  Yet, while representing others to others, it is 
remarkable for me to realise that I am finally only talking to and about myself (p. 
13). 

 
Clare, a composer, also talks of the visceral and beyond, drawing on emotion, sensory 
perception, social intelligence, among other aspects, and dealing with a whole range of 
intelligences.  Her whole self is engaged in the process, body and mind, and ‘the heart is 
particularly important’.  And Brian also talks of ‘…senses and approaches to interaction, 
artificial intelligence engines and all sorts of stuff to try to look at how ...to produce 
complex notions and mapping and inter-relationships that allow me to get a strength of 
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 expressivity and a strength of timbral morphology and so on into the sounds that are 
coming out, …[and] the ability to nuance them’. Interviews with pianist Glenn 

Gould reveal the different creative and cognitive issues and decisions involved in 
performing on the piano. He describes the role of the performer as ‘someone who should 
be more concerned with the development of musical and spiritual ideas rather than the 
physical manifestations connected with music making’ (in Angilette, 1992, p. 91). For 
this to occur, Gould first commits a musical score to memory and only later plays it on 
the piano, and he describes his method in detail. 
 
Two participants spoke of arts practice as being about itself, while three talked of their 
arts practice communicating beyond its own medium.  Both Damon and Brian spoke of 
organizing sound through consideration of issues such as structure, timbre and content.   
Clare and Fiona each saw themselves as a ‘…creative mind which is part of a broader 
tradition…’ (Fiona) with each arts practice ‘…leap[ing] out beyond boundaries of your 
discipline (true of every creative thinker) and engag[ing] with other areas’ (Clare), 
including science, philosophy, psychology.   Clare and Ava spoke of themselves as 
storytellers or public intellectuals, within their community which is part of an 
international community of arts practitioners, ‘…thinking through things in the public 
arena’. 
 
Three participants in dance and theatre articulated clearly how working in a university 
environment and the pressure of undertaking written academic enquiry changed their 
views of writing about their research.  Still completing her PhD, Ava was still not sure if 
she would undertake practice-led writing if she wasn’t working in a university.  Fiona felt 
that the pressure to write meant having less time for practice and more for writing, 
forcing a division between practitioners and scholars.  She supports both.   
 
Five participants agreed that writing about one’s arts practice feeds into that arts practice, 
improving its growth, and impacting on teaching.  It is ‘…the stuff that excites artists 
[which] contributes to the evolution of their own thinking as artists’ (Ava).  Artist 
practice is heightened ‘because it has empowered me [Gina] to analyse it, critique it, 
reflect on it’.  For Damon, it is a cycle in which ‘…broad knowledge equals scholarship 
which feeds into your research and certainly …feeds into your teaching as well and 
probably feeds into your song writing as well’.  Ellen, a dancer, talks of ‘tacit knowledge 
that people don’t know they have’ and of the difficulty of getting dancers to understand 
that talking about their arts practice feeds into their arts practice – ‘you make concepts 
when you create an artwork’.  George Odam (2001), a musician heading up a research 
program designed to encourage arts practitioners in a British tertiary conservatoire to 
engage in systematic enquiry through practice-based research into their own arts practice, 
describes this approach as being ‘at the forefront of arts research thinking … plac[ing] the 
artist and her/his own practice at the centre of the enquiry and … usually carried out by 
the artist’ (p. 81). For the artist working in academia, systematic enquiry into his/her arts 
practice stimulates ‘interesting thoughts … concerning the way our society values, 
understands, trusts and respects its artists and teachers’ (p. 82). Bruce Crossman (2005), a 
composer working in academia, offers a way of thinking of the composition process 
through the need for the development of a ‘personal compositional voice’ which, for him, 



 

20 

 includes a broad personalised range of interests unique to the individual: ‘a type of 
cultural DNA’ (no page) that nurtures a composer’s inner voice.   

 
From the participants, several ideas of arts practice as research emerged.  Fiona identified 
four types of research – scientific, theoretical, clinical, and creative research with creative 
research not really understood.  For her, creative research can be legitimized by using 
action research, phenomenology, grounded theory with no one agreed upon paradigm to 
report through.  Ava viewed her thesis, in some ways, as an art work, and herself as 
historian and anthropologist with research throwing up patterns and key issues.  Both 
Gina and Ellen spoke of the time and different mindsets required for creative critique and 
creative practice.  In Ellen’s case, this imposed on her a jump from being a dancer to 
being an academic while Gina sees practice and theory as not separate roles but requiring 
focus and time.  In secondary school curriculum documents, drama is described as a way 
of knowing, but Ava finds this is not fleshed out, and the same gap exists in the tertiary 
sector.  She feels academia considers arts practice ‘…as a kind of knowledge that 
generates feelings rather than knowledge in the broader sense of the word’.  Through her 
own experience and that of her students, Gina, understands that the analysis of creativity 
cannot occur at the same time as the creativity itself.  Postgraduate students ‘…may have 
one month in the studio and then one month writing, or three months. I’ve never seen 
anyone spend the morning in the studio and the afternoon writing’.  However it is through 
this research process struggle that the validity is situated. 
 
Composers Thomas Reiner and Robin Fox, both working in academia, discuss music 
composition at post-graduate level as a site of knowledge drawing on the OECD 
(Organisation for Co-operation and Development) definition of research. According to 
this definition, for composition to qualify as research it i) would have to be ‘of an 
investigative nature, ii) the investigation would have to be systematic, and iii) the 
investigation would have to result in an original contribution to knowledge’ (Reiner and 
Fox, 2003, p. 5). Reiner and Fox find that terminology referring to a submitted portfolio 
of compositions as ‘creative work’ (p. 3) is somewhat degrading, and they argue against 
creative work as a research equivalent instead of ‘a form of proper research in its own 
right’ (p. 7) involving aesthetic knowledge, perception, cognition and appreciation of 
beauty, and originality. If approaches to research funding are any indication, it would 
appear that contemporary academia has difficulties working with these sorts of criteria.  
Blom, Wright and Bennett (2008) have noted that the viewer or reader needs a deep 
knowledge of the arts practice in order to understand and appreciate arts practice as a site 
of knowledge. In several cultures, artists and their arts practice are recognised and valued 
without the need for written publications. In academia, this acknowledgement may 
require understanding of a research process that is quite the reverse of the traditional 
research paradigm. Analyse to create becomes create then analyse. 
 
Sarah Rubidge (2005) identifies different types of creative research: research which 
interrogates or tests pre-formulated questions and/or hypotheses which have been derived 
from artistic practice (practice-based research); research using practice to research 
practice, often without an initial clearly defined question or hypothesis which, may lead 
to a formally defined question or hypothesis (practice-led research); and research in 
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 which artistic practice is a primary, not second, research methodology, that is, 
practice as research.  Of these, only the first can be undertaken by writers other than 

the arts practitioner/creator.  Four participants spoke of the need to empower the artist to 
write about their own creative work rather than have an outsider do this.  The fact that 
those who write about arts practitioners get more ‘points’ than those who undertake the 
arts practice was felt to be unfair and made some practitioners feel their work wasn’t 
legitimate in the university environment. Ava talks of the power relationship set up when 
someone else writes of another’s arts practice - ‘I find it so infuriating when I am on the 
receiving end of it…I feel very uncomfortable when I am one of the perpetrators of it’. 
 
In a group-authored document, PARIP (Practice as Research in Performance), a project at 
the University of Bristol established to investigate issues raised by practice as research in 
performance media (theatre, dance, film, video and television, write that, in the university 
environment, the practitioner-researcher should fit in with what the university expects 
from research. This imposes a set of protocols: 1) the practitioner-researcher must 
necessarily have a set of separable, demonstrable, research findings that are abstractable, 
not simply locked into the experience of performing it; and 2) it has to be such an abstract 
[sic], which is supplied with the piece of practice, which would set out the originality of 
[the] piece, set it in an appropriate context, and make it useful to the wider research 
community (Piccini, undated, p. 12). 
 
Earlier in this paper, arts practitioners’ writings about their own arts practice were 
referenced.  Yet Charles Wilson (2004) warns that artists’ self-representations through 
interviews and writings (and he is talking about composer György Ligeti) can become a 
type of rhetoric, with an image being promoted of ‘the heroically independent creator’ 
(p.8) which is not true.  Researchers who are not writing as arts practitioners, may 
contribute key issues in the discussion of arts practice as a site of knowledge.  In her 
study of an ‘an eminent composer’ plus current and past composition students of that 
composer-teacher, Barrett (2006) drew on Gardner, Csikzentmihalyi, and John-Steiner’s 
‘eminence’ studies of creative practice to discuss twelve distinct observable strategies 
which emerged through analyzing video footage of six one-hour composition tutorials.  
These strategies included, among others, extended thinking, referencing work to and 
beyond the tradition, setting parameters for identity as a composer and provoking 
description and explanation from the student.  This revealed ‘complementary themes’ (p. 
210) in relation to the composer’s teaching approach: 1. composer model (language and 
life-style); 2. enterprise; 3. composer ‘voice’.  In her concluding remarks, Barrett noted 
that while the composer appeared to gain little professionally from the teaching and 
learning relationship, teaching composition assisted him in the ‘reassessment of his “core 
values”’ (p. 214).    Koldon (1991) used the ‘technologies for creating’ model of 
composer, Robert Fritz, which represents the creative process as practices by artists, 
musicians, writers, scientists etc, to examine the creative process of a group of jazz and 
classical composers.  Koldon’s findings included the fact that creators had little or no 
initial concern for the processes their desired end result may take to be achieved and 
creators’ reliance on their own evaluation of their work as opposed to that of others. 
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 Richard Schechner (1988) and Victor Turner (1982) have been crucial in the 
attempt to systematize the performance experience. Turner’s anthropological 

readings of performance: his work on ‘liminality’ in particular - enabled Schechner to 
construct models of teaching and learning that contributed to the development of 
contemporary performance practices. Schechner sought to identify performance in both 
cultural and experiential terms. In doing so he differentiated ‘insiders’ and ‘outsiders’. 
While his work called up drama and performance practices across cultures the experience 
of being inside the performance is crucial to his discussion, as it was the artist-researchers 
that preceded him and set the model for this sort of inquiry: Antonin Artaud and Bertolt 
Brecht. 
 
There are research projects of equivalence across the human sciences. Sociologist Laurel 
Richardson (1997) argues that experiments with textual ‘voice’, ‘frame’ and ‘theater’ can 
be crucial to a researcher seeking to understand and communicate subject matter. She 
believes it has a significant place in the overcoming of troubles ‘with the ethical issues of 
doing research on others’ (p. 3). Similarly, Norman Denzin (2003) identifies a 
‘performance turn in the human disciplines’ (p. ix); hence a need to use understanding of 
the performance process to develop and articulate the ethnographic imagination. Central 
to this is the experience of being within (rather than abstracted from) the performance 
because, as Paul Carter says, ‘creative knowledge cannot be abstracted from the loom that 
produced it’ (p. 1). It is here that the artist-academic can offer insight of a kind not 
available to the non-practitioner. There is even some equivalence here with recent 
research into indigenous cultural understandings. Linda Tuhiwai Smith (1999), for 
example, argues for a reclaiming of research into indigenous cultures by indigenous 
peoples: those within the culture, its language and imagination. Challenges to notation of 
such research suggest some of the problems that face the artist-academic in claiming or 
re-claiming the research that comprises the practice. 
 

Conclusion 
 
While the study found that participants felt the process or outcome is a site of knowledge, 
issues which emerged from the findings reveal several factors that seem to affect whether 
participants felt it was research.  Firstly, the age and type of medium in which the arts 
practice was situated seemed to play a role.  Brian was working with the new medium of 
electroacoustic music.  Despite the curiosity of audience members who comment after a 
performance, ‘how did you do that?’, to which he would reply, ‘it doesn’t matter how I 
did it’, Brian felt that the process needs to be shared with others through writing for the 
activity to be considered research.  Henry, working within the established medium of 
organist and harpsichordist, has an audience which knows, to a greater extent, about 
aspects of the preparation process and this can be discerned in the product, that is, the 
keyboard recital. 
 
Secondly, arts practices have different time dimensions.  The ceramic product is a static 
art work therefore the knowledge is in the process; whereas dance, theatre and music are 
time-based and ephemeral with a continual and increasing awareness of the outcome 
being a site of knowledge and, for many, research too. 
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Thirdly, participants spoke of the different physical aspects of their arts disciplines.  

It was difficult for dancers and actors to keep their bodies ready for large physical motor 
skills required for their arts, plus the time required for practice and for analytical writing.  
These practitioners often choose to focus on one activity.  Musicians, using less large 
motor skills and more small motor skills, are able to juggle arts practice, time and 
analytical writing. 
 
Fourthly, the public arena for the medium seems to have an impact on thinking about 
analyzing the process.  Damon chooses not to analyze and write about his song writing 
process for reasons shared by many commercially successful songwriters. For Ava, 
writing about the acting process informs administrators and policy makers and their 
thinking about sustainable arts practice and the nature of cultural development over time 
in Australia. 
 
Arts practice as a site of knowledge, whether this be considered research or not, is about 
the arts practice itself; it is an intuitive, mysterious, unexpected, serendipitous unfolding 
which is about the human being doing the creating, about storytelling, and an engagement 
with local and international communities. 
 
The role of academia in creating an environment for this way of thinking (and writing) is 
very important with several outcomes.  Firstly, whether fair or unfair, the emphasis on the 
written word as research encourages art practitioners to write about their work (and that 
of others), which feeds their own practice, and in turn, their teaching.  Those new to 
academia and/or to post-graduate study are not as immersed in this thinking. Secondly, 
several different ways of approaching the research of arts practice are being undertaken.  
These include exegetical analysis and writing by the arts practitioner, adoption and 
sometimes adaptation of traditional research paradigms, and writing about the arts 
practice of others. This process of engaging in creative arts practice, analysis, writing, 
feedback into one’s own arts practice and teaching to students, suggests, for example, a 
model of ‘artistic action research’ Whichever approach is taken, there are findings to be 
drawn out which may be unexpected and expected. 
 
Several questions arise from the study – who is the audience for written research based on 
arts practice?  What does the audience gain from this writing?  How do arts practitioners 
feel their own arts practice is original (thereby contributing to knowledge)? 
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Aural traditions and their implications for music education 
 

Roger Buckton, University of Canterbury, New Zealand 
 

In 1863, 83 people from the Pilsen area of Bohemia arrived in New Zealand to settle in the 
Puhoi valley, north of Auckland.  They spoke a dialect of German but their culture also 
reflected their several centuries of life alongside a Czech speaking population.  In the early 
days, isolated by language and geography from the colonial British settlement, these New 
Zealand Bohemians retained aspects of a unique and valued music and dance culture through 
to the present day. 

 
In 1863, 83 people from the Pilsen area of Bohemia arrived in New Zealand to settle in 
the Puhoi valley, north of Auckland.  They spoke a dialect of German but their culture 
also reflected their several centuries of life alongside a Czech speaking population.  In the 
early days, isolated by language and geography from the colonial British settlement, these 
New Zealand Bohemians retained aspects of a unique and valued music and dance culture 
through to the present day.  Even at this time, there are still a few Bohemians who speak 
the original language known locally as the ‘dialect’.  However, unfortunately, most of the 
old musicians who had learned the music and the instruments from parents and relatives 
have recently passed on. 
 
Elsewhere, 19th Century New Zealand was being rapidly populated predominantly by 
peoples of British and Irish origin. Of all the new countries being colonised at the time, 
New Zealand was not favourably endowed with apparent blessings to possible European 
migrants.  The Dublin University Magazine summed up the perception in 1845 by noting 
that New Zealand was ‘the most recent, remotest, and least civilised of our colonies’lx. 
Recruitment agents and inducements of free land were required to meet immigration 
targets. Thus, localities selected by recruiters in the old country influenced societal 
patterns in the new. The south of England was quite strongly favoured but immigration 
came from a wide area – from the Shetlands to the Channel Islands and not excluding 
Ireland. However, regardless of location and particularly because of the need for 
agricultural workers, a majority of people who immigrated to New Zealand in the 19th 
century were from the villages. 
 
At one level it could be said that nineteenth century New Zealand was populated by an 
apparently homogonous group of people of British descent but is also apparent that this 
was a diverse group of people in terms of language, dialect, cultural expectations, religion 
and class. Belich highlighted the plurality of the immigrants when he wrote: 
  

An intriguing feature of mid-nineteenth-century Britain is the sense in which it did 
not exist, Welsh, Scots, English and, of course, Irish were still distinct peoples, 
with different economies and societies as well as cultures.  Each was also highly 
regionalised to the point where, within each country, let alone between them, 
language or dialect made some people incomprehensible to others.  Only 43 per 
cent of North Welsh spoke fluent English in 1858; 54 percent of all Welsh still 
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 spoke their native tongue in 1891.2 The British were more diverse than the 
Polynesians as a whole, let alone the Maori. As with the Maori, religion sometimes 

blurred tribal differences and sometimes reinforced this.  Irish tended to be 
Catholic, Scots Presbyterian, and English Anglican…. As well as region, ethnicity 
and religion, the Pakeha Hawaiki was also fragmented by class…3 

 
Phillips and Hearn wrote: 

 
Over 90 per cent came from the United Kingdom, which shared traditions such as 
Christianity, the English language, a style of government.... yet many of them 
were people who had particular ways of speaking and eating and thinking that had 
been learnt in their local communities. Nineteenth-century Britain and Ireland had 
yet to be fully integrated into one BBC world.  Although most of New Zealand’s 
Scots and Irish spoke English, rather than Gaelic, they did so with marked 
accents.  So nineteenth-century Pakeha New Zealand would have been a more 
diverse society in its culture and habits than it subsequently became.4 

 
This society was perhaps more akin to the multicultural society that we know today. Each 
settler brought a distinct accent, language and set of customs; imported habits, beliefs and 
prejudices were cultural baggage throughout the years of settlement.  In a concert, on 
board ship or in a new settlement, songs, although enjoyed as musical items, devoid of 
their original context and familiarity may well not have been accepted. However, these 
old customs apparently did not last long. “It was less that these local traditions got left on 
the dock in Britain than that, having come here, they did not survive far into the second 
generation in the New World.” 5 Given that New Zealand was the last new country to be 
settled, that World War I, a revolution in communications and sound technology were 
just a few years away, it is hardly surprising that a popular national folk song tradition 
never really developed. 
  
The significant point of difference between the Bohemians of Puhoi and the immigrant 
population elsewhere was that with some exceptions there developed an homogeneity, 
which with the passing of the first generation would rapidly standardise differences of 
language, dialect and local culture.  The result was a rapid loss of many of the traditions 
of village life including the aural song culture.  This process has continued to the present 
day with the traditional nursery rhymes a fast-disappearing reminder of a centuries-old 
tradition. This is not to suggest that the process was confined to New Zealand and the 
new countries for even in the ‘old country’, the influence of improved communications, 
industrialisation and the growth of cities was causing profound changes in village 
culture.9 However, in New Zealand, the traumatic upheaval of mass migration 
prematurely devastated the old cultures. 
 
The early 19th century was perhaps the last period in which European people received a 
music education through a village culture, comparable to customs of other ethnicities 
today.  Rhyme, song and dance were inextricably bound into the customs and life of the 
village.  In the introduction to his book on folk songs from Adderbury, near Oxford, 
Michael Pickering wrote that ‘a basic premise of this study is that there is no existence of 
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 the ‘text’, in the song and singing traditions...which is separate or separable from 
the ‘context’ in which it was located.’6 

 
Flora Thompson in Lark Rise to Candleford described her village childhood compared 
with life in the 1930’s: 

 
Songs and singers all have gone, and in their places the wireless blares out variety 
and swing music, or informs the company in cultured tones of what is happening 
in China or Spain. Children no longer listen outside.  There are very few who 
could listen, for the thirty or forty which throve there in those days have dwindled 
to about half a dozen, and these, happily, have books, wireless, and a good fire in 
their homes.7 

 
Village children learned their music through the process, which John Sloboda (1994) was 
to describe as ‘enculturation’. This, he stated, was: 

 
typified by a lack of self-conscious effort and a lack of explicit instruction.  
Young children do not aspire to improve their ability to pick up songs, although 
they do improve.  Adults do not instruct young children in the art of song 
memorisation, yet children seem to be able to memorise songs.8 

 
Music is apparently learned effortlessly. Fred Rauner, one of my Bohemian interviewees, 
after years of watching his accordionist father play, described his own first experience 
with the accordion: “I got it down and I played just the same as if I’d been playing all my 
life and I never thought about what I was doing. It just came naturally.” 9 In contrast, 
Sloboda contrasts enculturation with ‘training’ in which a section of the population 
deliberately seeks excellence in a particular skill in which timetabling, method books, 
teacher expertise and typically musical literacy are essential elements. 
 
Upward social mobility was another factor causing the loss of the previous aural culture. 
Immigrants have not travelled halfway round the world merely to replicate conditions of 
crowded living in a hovel of a cottage where the only respite for a man was to get out to 
the local pub and enjoy a beer and one of the local songs. Such people wanted better 
living conditions – more like the squire who owned a piano and whose daughters took 
piano lessons. Village music and dance gave way to the popularity of the piano and other 
features of colonial music making.  The piano became the home entertainment centre of 
many homes, only to be replaced in turn by radio, television, home theatres and music 
technology in later years. 
 
It could be argued that, as enthusiastic conspirators, it the first New Zealand music 
teachers in promulgating training on classical instruments such as the piano, and music 
education practices such as the ability to read music, albeit unwittingly, were agents of 
social change that resulted in the loss of the old aural cultures.  It is only natural that 
music teachers should be enthusiastic about what they regard as worthy and good in the 
noble art of music and a measure of societal approval surely comes from a pupil who 
achieves a perceived degree of excellence in a particular area.  It is not that they do not 
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 value the folk music repertoire.  Many will remember tunes such as Annie Laurie, 
painstakingly learned from some piano method book.  Unfortunately, however, 

these books of lovely folk songs, which had meant so much in the aural culture, lost their 
very essence when applied as educational exercises. 
 
Similarly school music education practices have plundered the old cultures.  For example, 
the ‘Kodály Method’ had its roots in Hungarian village music culture, it is evident that 
nowadays, it is the method which is known and taught, not village culture.  Nevertheless 
the Kodály Method does encompass the development of an aural song culture, which 
forms the basis for later music reading experiences.  Similarly the Suzuki method allows 
for the development of a home-based, aural sub-culture that subsequently lays the 
foundations for instruments learned ‘by ear’ and only when this has been accomplished, 
is music reading introduced. 
 
However, it is the primary school classroom which can offer one of most interesting 
parallels for study.  Surely the classroom offer opportunities to develop many of those 
aspects of village life which enabled people to work and play together in a cohesive 
social situation.  In the New Zealand primary school classroom with the exception of the 
private schools, it is still the generalist classroom teacher who is responsible for the music 
curriculum. 
 
Christchurch is a base for ‘musical parenting’, a movement which aims to assist parents 
to develop their children’s musicality.  It is surely encouraging that parents appreciate 
their own inadequacies in areas such as song repertoire, and are concerned enough about 
the situation to remedy the situation. 
 
With a school day that still finishes at 3pm and the inclusion of many more areas in the 
curriculum, one of the most recent words to be introduced in education politics is 
‘marginalise’.  It’s not that music is thought of as less important, it’s just that there is less 
time for it with so many other new areas of the curriculum requiring attention. An 
overfull curriculum translates at the pre-service teacher education level to a situation, say 
in Auckland, in which students receive a mere seven hours music education instruction in 
total.10 The lack of trained teachers in many cases is forcing principals towards music 
specialisation almost by default because although music has been marginalised, there is 
still an expectation by parents that music opportunities will be available. 
 
Music specialisation is, however, not general policy because fundamentally, there are still 
many who believe in the value of a classroom programme in which music is an integral 
part: an activity which can occur at any time of the day and therefore can only be taken 
by the class teacher.  Fundamentally, surely this view of music in the classroom has more 
in common with music in the village than the western art music model that typically 
comes with the employment of a music specialist. 
 
So what are the characteristics of this enculturation-type music making from the village 
that can be applied to the primary school classroom?  Some of these could be: 
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 1. social occasions and events in the calendar eg a visitor, a birthday, an 
anniversary, the seasons, will spark off the need for music and perhaps dance; 

2. opportunities for learning are taken as they arise in real life situations and across the 
curriculum; 

3. the method of learning may be as much through self-tuition and peer learning as from 
an acknowledged expert; 

4. the approach to the music is essentially holistic, the ordering of music experiences 
may be more random than skillfully devised sequences of most instruction books; 

5. music making, such as singing, playing and dancing, is seen as an enjoyable and 
natural activity without any feeling of  compulsion; and, 

6. improvisation and learning to play by ear are the usual pattern rather than music 
reading as a necessary basis. 

 
An advantage of this model is that it is entirely congruent with a multicultural approach 
since traditional music practices of societies such as Maori and aboriginal are other 
instances of enculturation. The model also allows for quite natural integration with the 
other performing and visual arts and indeed any other area of the curriculum. 
 
Most of these ideas are not new.  We all know excellent teachers who already run a 
classroom in which music is integrated in many areas.  My point is that we music 
educators tend to follow our own well-honed value system in deciding what should or 
should not be in the primary school curriculum.  This started as soon as the first music 
teachers arrived in New Zealand and Australia and has been followed ever since. 
 
Our attitudes, too, have extended to believing that ‘enculturation’ as a means of music 
education requires comparatively little skills-based teacher education when put alongside 
the demanding requirements of the traditional Western Art Music. (WAM) The result is 
that teacher education in music frequently follows some watered-down WAM model 
which fails to satisfy anyway. 
 
The irony is that, in my view, music specialisation and adequate teacher training are just 
as appropriate for enculturation situations because there is great skill in being able to use 
music in traditional ways. Music has been called the ‘glue’ of a society.  It is up to music 
educators to ensure that it retains its stickability. 
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 A retrospection of the 1960s music education reforms in the USA 
 

Harry Burke, Monash University 
 
This paper discusses the difficulties music educators encountered in introducing new 
curriculum initiatives in the USA during the 1960s. Many of the problems classroom music 
teachers face in Victorian state schools today are similar to what occurred in the USA during 
this period. Cold War tensions with the USSR, social and racial unrest and falling educational 
standards in America ushered in what Goodlad termed the schooling decade. If the USA was 
to maintain its position in the world, education outcomes would need to improve. A new 
curriculum was quickly developed by people from outside of school education in English, 
mathematics and science, with little consideration given to music. A small number of music 
educators attempted to modernize the outdated 1930s music curriculum with innovative 
programs in creative music education. As Cuban and Goodlad noted, it is difficult to insist on 
teachers adopting new curriculum theories. Unfortunately, many classroom music teachers 
continued with their old programs that failed to influence significant people in education to 
support music during economic recession of the 1970s. Although the outlook for classroom 
music improved with the introduction of the USA National Standards in 1994, there were still 
concerns. A similar situation to the USA has occurred in Victoria with the introduction of a 
standards based curriculum. Many classroom music teachers have found it difficult to 
introduce new initiatives like creative music education. Unfortunately, today there are 
declining numbers of students involved in classroom music programs in both countries. 

 
Introduction 

 
Classroom music teachers in Victorian state schools today are challenged by a number of 
concerns that are similar to ones experienced by music teachers in the USA during the 
1960s-1970s. In the USA, music teachers were faced with economic difficulties as well 
as global and social tensions. During the late 1950s influential business people and 
politicians noted concerns with the teaching of English, mathematics and science subjects 
in secondary schools.1 It was argued that if the USA was to maintain its position in the 
world, education outcomes would need to improve.2 Politicians and bureaucrats 
maintained that the concerns of progressive education had demonstrated that teachers 
could no longer be trusted to design and develop effective curriculums.3 Consequently, a 
new academic curriculum was designed and developed by people from outside of school 
education in the early 1960s with little input from music educators.4 The introduction of 
this curriculum presented a number of challenges for music education, as many music 
teachers were still teaching a curriculum that had changed little since the 1930.5 Although 
a number of important music seminars were held and different rationales developed for 
music education they did not endure, with the result that today many schools in the USA 
no longer have effective classroom music programs.6 In Victoria, the introduction of 
Standards-based education in 1995 and the radical Victorian Essential Learning 
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 Standards (VELS) in 2006 were also established with little consultation with music 
teachers. As in the USA, the VELS curriculum with its emphasis on teaching 

students higher-level thinking skills in the academic subjects has effected the teaching of 
classroom music in many state schools. The 2005 National Review of School Music 
Education report noted that, “many Australian students miss out on effective music 
education because of the lack of equity of access; lack of quality of provision; and, the 
poor status of music in many schools”,7 similar to what had occurred in the USA during 
the 1970s. 
 

Progressive education and music 
 
Barrow and Woods pointed out that the design, development and implementation of a 
curriculum in a school is a complex task.8 Goodlad remarked that, “Curriculum has been 
and is a field of shifting emphases, often excesses-from societal needs, to the whole child, 
to subject disciplines and back around the clock again”.9 Two curriculum models were 
prominent in USA education last century, each effecting the teaching of music education 
in different ways. The progressive education movement commenced around the turn of 
the twentieth century and was influenced by the work of Rousseau, Pestalozzi and 
Froebel in Europe, and Dewey in America.10 The introduction of progressive education 
was seen as a way to encourage, “social progress, social betterment, and social reform” in 
society.11 The progressive curriculum was important for the development of music 
education in the USA.12 To help broaden the music curriculum from just singing and rote 
learning activities that Lowell Mason had introduced in 1838,13 rhythmic activities, 
singing games, folk dancing, marches and the use of instruments were added to music 
education in the primary school, and appreciation and music theory in the secondary 
school.14 Unfortunately, many of the activities were not beneficial for the future 
development of music education. Mark commented, “Too often, though, superficial 
showmanship and mass activity dominated the objectives of the program. Such objectives 
produced excellent performances, but did little to increase the musicality and musical 
appreciation of individual musicians”.15 Geahigan remarked, “Activities were introduced 
into the curriculum simply because they were enjoyed, whether or not they made any 
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 genuine contribution to children’s capacity to produce, perform, or respond to 
art”.16 McCarthy and Goble argued that this resulted in music education becoming 

associated with functional and external values which had little to do with music education 
per se.17 Criticism over progressive education began to mount in the late 1950s. Cohen 
argued that by the 1950s progressive education was intellectually impoverished.18 
Goodlad noted remarks such as, “schools are neglecting the fundamentals”, and, “the 
schools repress creativity and individuality”.19 Ravitch argued that by the 1950s 
progressive education, “judged every subject by its everyday utility, substituting radio 
repair for physics, business English for the classics, and consumer arithmetic for 
algebra”.20 There was also the concern of the large number of subjects in the secondary 
school curriculum.21 Geahigan noted Spencer’s comment that, as the Arts were associated 
with leisure time, they should therefore occupy only a small part of the school 
curriculum.22 By the late 1950s, music held a tentative position in schools. 
 

The academic curriculum 
 
The success of the USSR space probe Sputnik in 1957 indicated to America that there 
was an urgent need to develop a more demanding curriculum that supported the teaching 
of English, mathematics and science subjects.23 Goodlad remarked, that Sputnik 
“convinced us that our schools were not rigorous enough”.24 Ravitch added that, “Sputnik 
had happened not because of what the Russians had done but because what American 
schools had failed to do”.25 Kliebard noted that it was the schools that were asked once 
more to address the concerns of society.26 After the difficulties of progressive education, 
it was argued that professional educators could not be trusted to develop a suitable 
curriculum for the country.27 A slogan of the day was, “Education is too important to be 
left to the educators”.28 Goodlad described the period, 1957-1967 as the “schooling 
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 decade”.29.The passing of the 1958 National Defense Education Act instigated 
procedures for the introduction of the academic curriculum.30 

 
Instead of curriculum experts developing curricular, subject experts at a number of 
centres established for that purpose developed them instead.31 A more central view of 
curriculum control started to take place away from local school areas, even though the 
American Constitution did not allow this.32 Cuban pointed out that the curriculum 
reforms of the 1960s were, “aimed at revolutionizing teaching and learning in math, 
science, and social studies”.33 Difficulties in clearly stating what the goals and objectives 
of the reforms were resulted in various boards of education and teachers developing 
different strategies throughout the country.34 Goodlad remarked that, “instead of having 
one set of clearly defined aims for America's schools, we have many. Consequently, each 
curriculum project is free to formulate objectives for its own particular segment of the 
curriculum”.35 As many parents were unfamiliar with the concepts contained in the 
curriculum, it was difficult for them to comprehend it.36 Another concern was that many 
primary school teachers did not have a background in science and mathematics and 
therefore found the new curriculum difficult to teach. Goodlad made the remark that 
during the schooling decade there was, “little impact on the day-to-day life in our 
schools”.37 The new curriculum soon became ineffectual when teacher retraining was 
reduced during the unrest in the country in the late 1960s. Teachers soon reverted to their 
old methods of teaching in the classroom.38 By the end of the 1970s, little had changed.39 
Cuban outlined a number of reasons why this might have happened; personal cost in time 
and energy to become familiar with a different curriculum, planning how to implement 
the changes, continually handling unexpected events that arise, and interacting with 
students.40 Goodlad commented that, “The danger now is that we are becoming 
disillusioned with education, without realizing that we are only beginning to try it”.41 
 

 
Music education and the academic curriculum  
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 Geahigan,42 Goodlad43 and Mark44 commented that, by concentrating on the 
academic subjects, the new curriculum created a disparity as the arts and music 

received little funding or policy development. Goodlad remarked, “Should this situation 
continue, it will result in an imbalance of the curriculum and disproportionate allocation 
of human and material resources”.45 Further to this, he stated, “If this country is to move 
beyond its present adolescence in the performing arts, ingenious plans for fostering the 
graphic and plastic arts, music, dance, and drama in the regular schooling of all children 
and youth must be forthcoming”.46 With the demand by the federal government for a 
more challenging approach to education, a progressive 1930s music curriculum was no 
longer satisfactory.47 Keene remarked, “The argument that music could promote 
democratic living, health, profitable leisure, and improve human relations now seemed 
counterproductive and could only relegate the study of music to the curricular 
sidelines”.48 McCarthy and Goble commented that music education, “needed a stronger 
theoretical foundation, a more academically creditable (and perhaps more respectable) 
basis upon which to explain its importance in the school curriculum”.49 Urquhart-Jones 
pointed out that, “The need to formulate a philosophy of music education which would 
have contemporary relevance became urgent”.50 Abeles, Hoffer, and Klotman remarked, 
“Too often school programs that were essentially performance-oriented did little to 
increase the knowledge of music and the musicality of the individual student”.51 
Leonhard and House52 added that many performance-based programs only concentrated 
on students who had talent in performance which was unsatisfactory for the majority of 
school students. Leonhard argued, “the primary goal should be to develop musical 
literacy in all students by using performance, listening, improvisation and composing as 
the means to that goal”.53 Burmeister commented on the small number of students in the 
secondary school music programs, the low level of competence of teachers in primary 
school music education and the lack of music knowledge of students.54 Choate noted the 
difficult times for Arts education during the 1960s. He commented, “Our times then, 
generally present great complexities, anxieties, confusion of aims and purposes, financial 
complications, uncertainties, and at times unanswerable questions”.55 
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 Rationales for music education  
 

Aesthetic music education 
A number of attempts were made with varying degrees of success to develop and 
introduce a rationale for music education during the schooling decade. Urquhart-Jones 
pointed out that, “The need to formulate a philosophy of music education which would 
have contemporary relevance became urgent”.56 Leonhard and House promoted the need 
for a new approach to music education, aesthetic arts education.57 Mueller defined 
aesthetics as, “the discipline, or system of thought, which is concerned with music (or any 
other art) in its interaction with social life”.58 Reimer commented that aesthetic arts 
philosophy was, “an attempt to win for the arts the support, money, school program time, 
staffing, and prestige.”59 He argued that an aesthetic music curriculum should include, 
listening, performing, improvising and composition.60 Aesthetic arts education however 
was difficult to define and explain.61 Unfortunately, aesthetic music education was 
introduced to schools across the country with very little discussion or examination.62 
Jorgensen pointed out that although the aesthetic values of music may appeal to 
musicians, few politicians and educational administrators could understand the concept.63 
McCarthy and Goble argued that although the philosophy gave music education a 
specific voice it was unable to adapt to the changing educational circumstances during the 
1970s.64 Aesthetic Arts education also raised the problem of integrated arts and the place 
of music education in such a curriculum model.65 It was hoped that the comprehensive 
musicianship movement would be more helpful. 
 
The comprehensive musicianship movement 
The comprehensive musicianship movement was another important but short-lived 
development in music education during the 1960s-1970s. Two important symposiums on 
music education were held in the 1960s. Members of President Kennedy’s Panel on 
Educational Research and Development committee66 noted there was little music 
education in the new academic curriculum and recommended that there should be a 
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 review of the K-12 music curriculum.67 In 1963, Yale University received a grant 
from the U.S. Office of Education.68 The Yale Symposium was one of the first to 

discuss the concerns of classroom music. Due to the emphasis on performance based 
music skills in the USA, there had been little awareness or interest in classroom music for 
many years.69 Leonhard noted that in many primary schools, “children sing, dance, play 
singing games, paint to music, and listen casually to recordings with no purpose in view 
beyond that of immediate satisfaction or pleasure”.70 Reimer, a participant at the Seminar 
pointed out that the Yale Report stated that, “music used in schools was of appalling 
quality; constricted in scope; condescending to children; corrupted by tasteless 
arrangements, artificial and demeaning to both music and children”.71 The Yale Seminar 
however had only a minor impact on school music education. Mark and Gary argued that 
the value of the seminar was in its contribution to changing the philosophy of music 
education away from performance based music programs. Thomas pointed out, “In many 
ways the Yale seminar was an ideological battleground. Great musical minds grappled in 
unfamiliar territory, Music Education”.72 A more significant event for classroom music 
education was the Tanglewood Symposium.73 
 
Labuta and Smith described the Tanglewood Symposium, held in 1967 as, “Perhaps the 
most important music education meeting of this period”.74 Abeles, Hoffer, and Klotman 
commented that Tanglewood was, “the profession’s attempt to make its programs more 
current and more relative to the issues of the day”.75 Choate the Director argued that the 
Symposium was necessary because, “it is obvious that the entire music profession as well 
as other arts are now facing urgent problems”.76 Several reports were prepared on topics 
that were discussed during the symposium. The Nature and Nurture of Creativity Report 
noted the need for greater synthesis of courses in music education similar to what had 
occurred in science.77 Once more little attention was paid to the discussions and decisions 
made at the symposium. 
 
A small number of music educators however did incorporate many of the ideas discussed 
at the Yale and Tanglewood seminars. During the late 1950s, the Ford Foundation 
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 approved several grants to place young composers in schools.78 The Young 
Composers Project commenced in 1959.79 It was expected that the scheme would 

help to improve the level of classroom music throughout the country by educating 
students in contemporary music.80 Unfortunately, many classroom music teachers were ill 
prepared to teach contemporary music or did not appreciate it.81 In 1962, the Young 
Composers Project became a major project of the Ford Foundation and in 1963 the 
project became the Contemporary Music Program for Creativity in Music Education 
(CMP).82 During 1964, three pilot projects involving primary and junior high school 
students were undertaken in Baltimore, San Diego, and Farmingdale New York.83 The 
authors of the pilot projects noted that, “the ability of children is often underestimated, 
and that they are challenged by experiences which include creating and performing in 
conjunction with listening”.84 Urquhart-Jones described the CMP as, “One of the most 
extensive undertakings ever directed toward the reformation of music education”.85 The 
CMP however never became a major factor in classroom music education in America. 
 
In the late 1960s, another comprehensive music program was introduced, the 
Manhattanville Music Curriculum Program (MMCP). An exploratory study in 1965 
revealed six recurring factors that included; the relationship of skill and cognitive growth, 
the teacher as a facilitator, and the need for the student to accept responsibility for their 
learning.86 The MMCP incorporated Bruner’s discovery learning and his spiral 
curriculum.87 Teachers were expected to be well organized, be good musicians, as well as 
good teachers.88 The aims of the program were to, “develop a music curriculum and 
related materials for a sequential music learning program for the primary grades through 
high school”.89 Thomas, the Director of MMCP stressed the importance of creative 
music.90 He pointed out that the student, “seldom has the opportunity to use music for his 
own expressive needs, while he is expected to appreciate the expressive works of 
others”.91 Pogonowski made the comment that, “The creative thinking process was the 
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 essence of the MMCP”.92 There were a number of difficulties however. Traditional 
music teachers felt uncomfortable teaching a curriculum that was not based on 

developing performance skills.93 The cost of soundproofing, purchasing recording and 
listening equipment made it expensive for a number of schools. Many teachers, parents 
and administrators were also not familiar with the freer approach to music making in the 
MMCP compared to traditional music programs.94 Walker argued that the MMCP 
concentrated too much on contemporary music of the twentieth century and that other 
periods of music would have been just as satisfactory.95 By the late 1970s, the program 
had begun to decline due to the introduction of more curriculum reforms. Grashell 
pointed out that comprehensive musicianship was never embraced by the music 
profession.96 

Accountability and music education 
 

Falling scholastic aptitude test results placed emphasis once more on academic subjects 
in the curriculum in the late 1970s.97 The rise of the accountability movement and the 
perceived benefits of the basic subjects again effected music education.  Once more, 
music education needed to adjust its aims and objectives. Fowler remarked, “Where 
educational priorities favor a compulsive curriculum of reading, math, and science, music 
and the other arts are eliminated or consigned to the periphery”.98 He advocated a more 
pragmatic approach highlighting the need to convince supervisors of education of the 
need for music education in their schools.99 Fowler argued that, “If we want music to be 
basic, we have to teach it as a basic. We will have to strike a better balance between skill 
development and the acquisition of knowledge”.100 By the end of the 1970s, there had 
been little development in classroom music education. Boardman pointed out that 
between the publication of the first Basic Concepts of Music Education in 1958,101 and 
the publication of the 1991 Basic Concepts in Music Education II,102 little advancements 
had occurred. She commented, 
  

The depressing similarity between the concerns expressed in 1958 and those 
expressed in 1991 force us to recognize that, for the most part, we are no further 
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 toward our goal of helping all students become knowledgeable enough in the arts 
for that knowledge to make a difference in their lives than we were thirty years 
ago.103 

 
Kratus pointed out that music education needs to take into consideration what is 
happening in society in general. He argued, “For music education to remain relevant and 
provide value, it too must change with the times”.104 Boardman hoped that there would 
not be similar concerns for music education in 2021.105 
 

Conclusion 
 

 Since the 1960s, it has been difficult for music education in the USA to adapt to 
changing educational and social circumstances. The inability to develop innovative and 
stimulating classroom music programs for the majority of students in primary and 
secondary schools since the introduction of the academic curriculum in the 1960s has 
meant that by the end of the 1980s there has been a large reduction in the number of 
students involved in some form of music education in the USA. Similar events also 
occurred in Victoria with the introduction of standards-based education in 1995 and the 
VELS curriculum in 2006. These curriculum changes were also established in Victorian 
state schools with little consultation or consideration for classroom music education with 
the result that there has been a reduction in the number of students participating in 
classroom music in many state schools. Unlike what has occurred in America since the 
1960s, it is hoped that Victoria will be able to develop effective policies for music 
education in the near future. 
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 Through the Eyes of Victor McMahon: 
The Flute Band Movement in NSW Public Schools, 1938 to 1954 

 
Marilyn J. Chaseling, Southern Cross University, Australia 

 
The decision of the NSW Department of Education in 1939 not to systematically retain its archives has 
resulted in major gaps after this date in the historical record of state schooling in NSW. So inadequate 
are these records that not even the Department’s Music Branch is afforded a reference in the official 
archives housed at the State Record Authority.  
 
A chance conversation at the 2007 AARME conference revealed the existence of a private collection of 
documents of the late Barbara Mettam, former Assistant Supervisor of Music, then Supervisor of Music 
and later Inspector of Schools (Music) at the Music Branch. Tucked within this collection is a faded 
folder entitled 'Instrumental Music, V McMahon'. This file contains the Annual Reports of Victor 
McMahon in his role as Supervisor of School (Flute) Bands from 1938 until his resignation in 1954. 
 
This paper traces the development of school flute bands in NSW public schools during the period of 
McMahon as reported by him in his Annual Reports. It determines the positive outcomes that can be 
achieved for music when an empowered advocate and an inspiring teacher work together to effect 
change. 

 
 

Missing NSW Department of Education Records 
 
Various writers have described historical research as a systematic process where data 
related to past occurrences is located, described, analysed, synthesised, evaluated and 
interpreted in relation to the topic under investigation.1 Locating primary data related to 
music in NSW state schools became an unexpected challenge for the writer when it 
became apparent that, after 1939, the NSW Department of Education had not 
systematically retained its archives. As a result, no historical files relating to school music 
after 1939 are available in either the Department of Education or in the NSW State 
Archives. Therefore, in an attempt to gain some understanding of what had occurred in 
relation to school music in NSW in the post 1939 years, the writer worked through a 
variety of primary and secondary data sources related to NSW public schooling. One 
name that surfaced was Victor McMahon.  
 

Data from the Internet 
 

A subsequent internet search using the phrase 'Victor McMahon' revealed a speech in the 
NSW Parliament referring to a 1939 public school concert that featured a flute band of 
300 children under the direction of McMahon.2 The search also led to documents 
concerned with various Australian flautists who had been taught flute at some stage by 
McMahon. These included notable figures such as Don Burrows, Margaret Crawford, 
Linda Vogt, Geoffrey Collins,3 Peter Richardson4 and Jane Rutter.5  
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Transcripts of interviews with Burrows not only showed Burrow’s repeated 

gratitude and indebtedness to McMahon but also provided some details of McMahon’s 
work in NSW schools. For example, when Burrows was interviewed in 1999 for the ABC 
television program, Australian Story, he spoke extensively about his introduction to the 
flute and the positive influence which McMahon had been on his career: 

 
I’m always you know, so grateful for the fact, that at Bondi Beach Public 
School all those years ago, when I was just into third class, when I was about 
eight, and the late Victor McMahon came to the school. And I can see him as 
vividly now, standing up there in the lunch shed with his old wooden 
Radcliffe flute. Then he said "I’m going to hand it all around the room all 
have a go lads one at a time". And suddenly there was not a soul there just 
me. I nailed that note and Victor’s reaction. It’s a very special thing. It’s a 
very kind of personal thing, it’s one note you know, big deal; but it was a 
very auspicious beginning for me into true musicianship. 
 
It was a very short step with the acquiring of that little B flat school flute to 
playing before audiences… I think the full circle was reached in 1972 because 
I had to play that little B flat school flute in Carnegie Hall in New York at the 
Newport Jazz Festival. As I was playing it I thought, boy you know from that 
little one note effort that first day to this. I’m very lucky. And that’s why, the 
visit to the school by Victor McMahon, has always meant a lot to me. And I 
think in my heart it’s the feeling that maybe I’m feeling like that to some of 
these children in these country school rooms and that, and it’s a beautiful 
feeling to think you might be that important to anybody. 
 

In a subsequent interview, Burrows recounted aspects of McMahon’s approach to 
introducing school flutes at Bondi Beach Public School in Sydney. McMahon visited the 
school, demonstrated the flutes and invited volunteers to form a flute band. Participants 
were required to acquire their own flute that they could secure under a hire purchase 
arrangement: 
 

When I went to school at Bondi Beach in the thirties there was no class 
music. Then, an amazing experience changed all that. When I was eight-and-
a-half years old, a remarkable man called Victor McMahon came to speak at 
the school assembly. He said that every child should have a musical option in 
school if they wished. He called for volunteers who would be interested in 
forming a school band (and of course a teacher to take the band. Ron Gaul 
was the teacher who volunteered). The students met with Victor McMahon, 
who played to us on his flute. I can hear and see it as if it was yesterday. This 
was electrifying. He asked if anyone was interested in learning the flute. For 

                                                                                                                                            
4  "Richardson, Peter Alfred (1933-1973)," Australian Dictionary of Biography Online edition, 

http://www.adb.online.anu.edu.au/biogs/A160100b.htm. 
5  "Talking Heads with Peter Thompson: Jane Rutter," ABC, 
      http://www.abc.net.au/talkingheads/txt/s1635922.htm. 
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 18 shillings and sixpence, paid off at sixpence per week, we could purchase 
an instrument and learn. He introduced the Bb school flute to us. This opened 
up a whole world for me. My parents paid off my flute and encouraged me 
like mad.6 
 

 
Don Burrows and Victor McMahon7 
 
During a recent interview for the ABC television program, Talking Heads, Burrows 
provided more details about that first encounter and his early years learning flute under 
the direction of McMahon. 

 
I could tell you what he [Victor McMahon] had on [at that first day at Bondi 
Public School]. It was a cold day, he didn't even take his hat and overcoat off 
and he stood and played for us. Boy, I tell you, he played The Wind In The 
Trees, and he played the ... Carnival Of Venice and Variations. I've never 
forgotten it. It was just - woof. It hit me. Whoa, how can you get that good? 
How's he do that? 
 
Victor McMahon started the music in the schools and where we used to 
rehearse was on a Saturday morning at Palings Concert Hall, after which I 
would go downstairs into the shop at Palings cos I discovered my friends 
from the beach used to meet in there to jam. … So I'd play all the marching 
songs with Victor McMahon's band and then I'd go down and have a jam with 
the guys. And by then I was about ten.8 

 
 
 

                                                
6  "Music in Action: Grabbed by His Ears." 
7  "Talking Heads with Peter Thompson: Don Burrows," ABC, 

http://www.abc.net.au/tv/talkingheads/txt/s2383877.htm. 
8  ibid. 
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 Other Data Sources 
 

The journal Flute Australia, and its successor Flute Australasia, was also a source of 
information on McMahon. For example, in 1996 and 2003, John Steel recounted how, as 
a young child at Mosman Primary School, McMahon had introduced him to the flute.9 An 
article, published in 2000, described McMahon’s early years as a flautist.10 
 
There was no doubt that McMahon appointment to the Department of Education, and his 
early success with school flutes, was a noteworthy event at the time. This is evidenced by 
the fact that it was included in the Annual Report on Education to Parliament. 
 

The establishment of Flute Bands was another important development in 
connection with school music. Mr. V. McMahon, Professor of Flutes at the 
Conservatorium, was appointed specially for the purpose of organising and 
supervising the bands, and his efforts are meeting with most encouraging 
success. There were thirty bands in operation at the end of the year, and 
others were in the course of formation. Arrangements have also been made 
for teachers to be given instruction in flute playing. 11 

 
Two Serendipitous Discoveries 

 
It was chance conversation at the 2007 AARME conference that revealed the existence in 
the garage of a Sydney home of papers of the late Barbara Mettam. To then find reports 
by Victor McMahon tucked within these papers, was even more fortuitous. Both these 
finds provided an opportunity to fill some gaps in the historical record of music in NSW 
state schooling. 
 
McMahon’s Annual Reports cover the years from his appointment in February 1, 1938, 
until his resignation on January 29, 1954.12 Missing from the collection are the reports for 
the years 1942, 1947, 1950 and 1953. Complementing the collection are two further 
documents. The first, written in April 1946, is McMahon's vision for school instrumental 
music in the post-war years. In the second document, written at the end of his term with 
the Department, McMahon reflected on his experience of instrumental music in NSW 
state schools.13 All the documents in the collection used foolscap paper and appear to be 
originals. While the majority are typed neatly in old typescript, some are hand written in 
copperplate script using pencil, or blue or black ink. The remainder of this paper will 

                                                
9 John Steel, "Learning to Play the Flute," Flute Australia Autumn/Winter (1996).; John Steel, "The 

Victor McMahon Public Schools' Flute Scheme," Flute Australiasia Summer (2003). 
10  Biographical information about McMahon the flautist can be found in Victor McMahon and Sophie 

Gill, "In Retrospect: An Australian Perspective," Flute Australasia Summer/Summer (2000). 
11  Report (Together with Appendices) of the Minister of Public Instruction for 1938, (Sydney: Thomas 

Henry Tennant, Government Printer, 1938-39-40), 14. 
12  Victor McMahon, "General Survey of Appointment and Extension of Position,"  (Private collection: 

circa 1954).; "Victor N McMahon - Department of Education Staff Card,"  (Sydney: State Record 
Authority of New South Wales, n.d.). 

13  McMahon, "General Survey of Appointment and Extension of Position." 
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 examine instrumental music in NSW state schools during McMahon's period with 
the Department as reported by McMahon, himself. 

 
McMahon's Reports 

 
Considerations Leading to Appointment 
In 1937, the then NSW Director of Education, George Ross Thomas,14 initiated 
discussions with McMahon about the possibility of introducing a simple and inexpensive 
musical instrument into NSW schools. Thomas had seen fife-bands successfully used in 
South Australian schools. At the time McMahon was a flute teacher at the NSW 
Conservatorium of Music and a member of the Prince Edward Theatre Orchestra.15  
 
McMahon considered then rejected various instruments. He rejected the South Australian 
diatonic keyless fife, used in association with Tonic sol-fa, because of its musical 
limitations. He rejected violins because they had previously been abandoned in NSW 
schools due to their cost. He rejected mouth organs and harmonicas because he felt they 
had limited educational value. He overlooked recorders because, as he later said, they 
were virtually unknown at the time.16 
 
The instrument McMahon settled on was along the lines of Ross Thomas’ fife-band 
experience—a modification of the keyless fife, i.e. a chromatic keyed fife that would use 
standard staff notation and therefore had the potential to be played with other standard 
instruments. He named the instrument the ‘school flute’.17 
 

                                                
14  State Records give George Ross Thomas’ surname as 'Ross Thomas', although in contemporary 

publications he is sometimes referred to as “Thomas”. His period as Director of Education is given as 
from August 2, 1930 to September 21, 1940 "Future Director of Education," Education XI, no. 7 (1930, 
May): 223.. Accordingly to his eulogy, Ross Thomas left office in 1939, hence he probably went on 
leave prior to his actual retirement State Records Authority of New South Wales, "Archives 
Investigator: Person Detail: John Gordon McKenzie,"  
http://investigator.records.nsw.gov.au/Details/Person_Detail.asp?Id=239. 

15  McMahon, "General Survey of Appointment and Extension of Position," 1. 
16  Ibid. 
17  Ibid. 
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B flat School Flute and Larger E flat School Flute Designed by Victor Mc Mahon18 
 
Appointment and Designation 
After developing a draft plan for the introduction of school flutes, McMahon applied for, 
and was successful, in his application for a position with the Department. However, 
shortages in the Education budget, due to the effects of the world-wide depression, meant 
that it was February 1, 1938, before McMahon was appointed as Supervisor of School 
Bands. He combined this half-time position with his other half-time position as flute 
teacher at the Sydney Conservatorium of Music.19 
 
Alerting Schools to the Opportunity 
Against a background of a state recovering from depression, a worsening international 
situation and growing criticism that NSW schooling was falling behind that in other 
countries,20 McMahon's role required him to establish flute bands in a schooling system 
which, up to this point, had no instrumental music program and no flutes. 
 
To create interest in flute bands, McMahon began by giving talks and demonstrations to 
Parents and Citizen Associations. As well, the Director of Education and he addressed a 
meeting of interested headmasters and teachers to elicit recruits for a teachers' class.21 On 
February 28, 1938, using 100 old-style fifes borrowed from the Sydney music firms of 
Palings and Nicholsons, McMahon began afternoon classes at Fort Street Primary School 
with 100 teachers in attendance.22 
 
May, the promised month for the arrival of McMahon's school flutes, came and went. It 
must surely have been frustrating to have some teachers ready and able to start their 

                                                
18  In the possession of the author. 
19  Ibid. 
20  M. MacKinnon, "New Education Conference: To the Editor of the Herald," Sydney Morning Herald 

1937, July 14, 11. Note the in these Imperial days, other states were not the basis of comparison. 
21  Victor McMahon, "Supervisor's Report on School Flute Bands No. 1 from Appointment to Position Feb 

1938 to April 31st, 1939,"  (1939, April 31 (sic)). See also "A Pitiful Paradox," Education: 144. 
22  Ibid. 
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 school bands, but unable to commence because of the lack of instruments. While 
waiting for the flutes, McMahon busied himself writing School Band Primer No. 1 

for B flat and E flat Flutes and organising with Palings for its publication. At the same 
time, he prepared a series of teaching charts to assist his teachers commence teaching 
their bands. He also began work on a drum primer,23 presumably envisioning a future 
where schools had their own drum and school flute bands, reminiscent of the traditional 
drum and fife bands (of Scotland, and of the American Revolution amongst other sites). 
 
In August and September of 1938, in anticipation of the arrival of flutes, Palings lent 
more old style fifes to McMahon, but this time for the use by students. McMahon then 
visited the schools of some of the flute teachers he was training and gave talks and 
demonstrations to arouse the boys' interest. 24 
 
It was late October/November 1938 before McMahon's February order of 500 metal 
flutes finally arrived. In the meantime, impatient at the delay, Nicholsons had an 
inexpensive inferior quality metal flute made locally. When satisfactory wooden flutes 
also became available, but at half the price of his order, McMahon was faced with an 
ethical dilemma.25 He explained: 
 

I ... feel responsible in part for their distribution, but point out the fact that the 
reason for their lack of favour, were due to late supply and the independent 
action of their agents in competing with an inferior instrument."26 

 
As boys had to purchase their own instrument if they wished to learn the flute, music 
firms allowed flutes to be acquired through a hire-purchase arrangement, with the 
headmaster or a teacher taking responsibility for collecting the weekly payments.27 For 
example, the young Don Burrows paid eighteen shillings and six pence for his flute, paid 
off at sixpence a week.28 
 
By the end of 1938, flute bands of between 20 and 50 boys had been established in some 
30 Sydney schools.29 The following year, 20 additional bands were formed, with an 
average membership of more than 25 boys. As well, five bands commenced in country 
schools. This same year, McMahon selected 200 of the best Sydney flautists to form a 
Special Sydney School Flute Band that, thanks to the generous support of Palings, 
rehearsed each Saturday morning at Palings' Concert Hall. 
 

                                                
23  Ibid. 
24 Ibid. 
25  In his 1939 Annual Report, McMahon reported that flutes ranged widely in price from a discount rate 

for schools and Parents and Citizen Associations of 18 shillings for B flat flutes, to a high of 27 
shillings for B flat flutes and 75 shillings for the larger E flat flutes. 

26  McMahon, "Supervisor's Report on School Flute Bands No. 1 from Appointment to Position Feb 1938 
to April 31st, 1939." 

27  Ibid. 
28  "Music in Action: Grabbed by His Ears." 
29  ———, "Supervisor's Report on School Flute Bands No. 1 from Appointment to Position Feb 1938 to 

April 31st, 1939.". 
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 By the end of 1940, the number of Sydney flute bands had increased to 56 while 17 
country schools also had their own band. A highlight of the year occurred in April, 

when McMahon organised a Flute Band Festival at the Conservatorium and adjoining 
outer Domain at which all Sydney bands attended. At this event, the 1,500 boy flautists 
had the opportunity to play tunes together from the Primer. As well, the Special Band 
performed, as did other selected groups. Next the bands marched down Macquarie Street 
to the Domain itself where they participated in a marching contest and demonstrations. 
Beyond providing inspiration to young flautists, such public performances would have 
raised the profile of flute bands with both the general public and the various senior 
leaders who attended, including Ross Thomas (the retiring Director of Education), the 
Supervisor of Music and the Police Superintendent.30 
 
The year, 1941, was the pre-eminent year for flute bands in NSW with bands in more 
than 70 Sydney schools and over 30 country schools.31 As well, McMahon reported a 
higher standard of playing than in previous years in all but two schools. The Special 
Band, which by now averaged 100 players, continued to practise at Palings' Concert Hall 
and, during the year, made various public and radio broadcasts. 
 
The major issue facing flute bands in 1941 was when the flute teacher departed a school 
and no replacement teacher was available; some teachers left to join the Armed Forces, 
others were transferred to another school. At the end of this year, in addition to his other 
responsibilities, McMahon temporarily took on the directorship of four school bands—
hoping a replacement director could soon be found.32 
 
Signs began to appear in McMahon's 1943 report that the flute band movement had 
begun to decline, but also that interest in a new musical instrument—the recorder—was 
emerging.33 McMahon explained: 
 

Instrumental music in the schools during the year 1943 may be described as 
having been maintained in a state of balance, the decline and failure of some 
of the primary schools' flute bands having been offset by progress and 
development of recorder classes, and mixed instrumental ensembles in super-
primary schools. Failure of the supply of new school flutes and the 
impossibility of replacing many band teachers were the only causes of 
decline.34 

 
As in previous years, the Special Band—now referred to as the Combined Flute Band—
continued its Saturday morning practices even though it had decreased in size to 
approximately 80 players. The Band's major performance for the year was at the 
Thousand voice Choral Concert, on November 15, 16 and 17, at the Sydney Town Hall.35 
                                                
30  Victor McMahon, "Supervisor of School Flute Bands. General Report for 1940," (Private collection, 

1941, July). 
31  ———, "School Bands. Supervisor's Report for 1941," (Private collection, 1942, February). 
32 Ibid. 
33  McMahon's 1942 Annual Report is not available. 
34  Victor McMahon, "Supervisor's Report for the Year 1943," (Private collection, 1944, circa). 
35 Ibid. 
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In December, in recognition that instrumental music in schools had extended 

beyond school flutes, McMahon's position was redesignated as Supervisor of Schools 
Bands and increased from half-time to full-time. As a consequence, McMahon resigned 
from his half-time position at the Conservatorium.36 
 
As a result of the ongoing dual challenges of flute teachers who were not replaced and the 
difficulties in procuring and repairing instruments, the number of school flute bands 
decreased in 1944 and 1945 to approximately 40 bands in Sydney and 20 bands in the 
country schools. Once again, it was McMahon himself who took on the responsibility for 
many directorless Sydney bands.37 
 
Despite, or perhaps because of, the challenges of an increasing number of bands which 
had no teacher to conduct them, in 1944 the Combined Flute Band became two bands—
the less experienced players attended on a Saturday at 9.30am, while the more advanced 
players rehearsed at 10.30am. The total number of boy and, for the first time, girl school 
flautists in attendance was 100. As well as performing in various concerts during both 
1944 and 1945, the Combined Flute Bands made a series of folk dance disc recordings 
for use in the state's schools.38 
 
The end of the Second World War triggered positive happenings for the school flute 
movement in NSW. In November, Palings finally received a supply from England of 
long-awaited school flutes. The 300 flutes immediately sold out. As well, the shortage of 
flute teachers was relieved to some degree when some excellent teachers returned from 
the Armed Services and recently trained teachers were appointed to schools.39 The 
following year, eight new bands were established in Sydney and twenty in the country.40 
 
Two years later (1948), a further five flute bands were formed in Sydney, one of which 
comprised a record number of 140 boys. This resulted in a total of 42 flute bands in 
Sydney schools. McMahon was aware of 28 flute bands in the country schools, although 
he expected the number to be higher as many schools did not necessarily inform the 
Supervisor of their activities. It therefore appeared that finally the school flute movement 
in NSW schools was on the rise. 
 
Notwithstanding this, McMahon reported a decline in the standard of some flute bands. 
He attributed this downturn to an increasing reluctance of teachers to engage in a task 
which they looked upon as difficult and for which they often received neither 
consideration nor compensation. McMahon's disillusionment showed through in this 
copperplate hand written report where he lamented: 
 
                                                
36  "Victor N McMahon - Department of Education Staff Card.", Victor McMahon, "Supervisor of School 

Bands. Annual Report, 1944,"  (Barbara Mettam Archives - Private Collection, 1945, circa). 
37 McMahon, "Supervisor of School Bands. Annual Report, 1944.", 1945 report 
38  Ibid. 
39  {McMahon, 1946, circa #1265} 
40 Victor McMahon, "Supervisor of School Bands. Annual Report for 1946," (Private collection, 1947, 
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 Very often band lessons have to be given entirely outside school hours and 
under difficult circumstances. Relief from playground or other extra duties is 
sometimes looked upon with disfavour by members of the staff. The teacher 
taking the band is often the young and "willing horse" who finds himself 
saddled with numerous extra duties such as the choir, sport, bank etc. 
 
Some headmasters cannot or will not grant a practice during school hours, 
though generally little complaint can be made against the attitude of 
headmasters. 
 
Less than 50% of teachers trained for flute band work are entirely willing and 
desirous of continuing. Some continue half-heartedly in a sense of duty or 
dogged spirit of "seeing a thing through". Many are discouraged by results, 
brought about through badly organised methods or a half-hearted or diffident 
approach, or again by lack of appreciation and sufficient motivation. Some 
are too dependent on the 'revivalist' visits from the Supervisor 
[McMcMahon]. 
... 
The expressed attitudes of some headmasters may be summarised: "I would 
like a band, but have no teacher on the staff capable of taking it; I am not 
prepared to ask a teacher to attend lessons; the only potential teachers already 
have many extra duties or are attending University courses"; "I cannot give a 
period for practice during school hours as I have a class myself and there is 
no-one to relieve the teacher": "There is no room suitable for practice during 
school periods, and the noise is too disturbing to other classes": "There is no 
guarantee that the teacher will not be moved at any time and that a successor 
will be found"; "This is the job of an expert, not of an ordinary school-
teachers" (quite fallacious). 
 
Most damaging and usual of all headmasters negative attitudes is one of half-
hearted support or complete indifference. This is most common where a 
headmaster transfers to a school with a previously formed band. For any band 
to be a success in any department, the principal's support must be positive, 
directive and stimulating. [McMahon's underlining].41 

 

                                                
41  ———, "1948 Annual Report of the Supervisor of School Bands,"  (Private collection, 1949, February 

22). 
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A School Flute Band in Sydney circa 1950. Note there is one girl in the band—the 
tallest flautist42 
 
Still, the combined flute band continued its rehearsal each Saturday morning at Palings 
during Terms 1 and 3, although McMahon gives no explanation for why the band was in 
recess for Term 2—probably for the only time since its establishment a decade before. 
Possibly McMahon was exhausted from his additional role as the Director and Producer 
of the 'Cavalcade of Education' pageant and other associated events that were held in 
April to celebrate the centenary of public education in NSW.43 The following year, 
Saturday morning rehearsals continued throughout the three school terms.44 
 
Further indications of a decline in the flute band movement can be found in McMahon's 
report of 1949, a handwritten, tightly penned, less legible document than either his 1948 
or (later) 1951 reports. Here, McMahon attributed the decline in the school flute 
movement to factors which he had previously described—that is, suppliers that could not 
meet the demand for instruments and hence now some schools were commencing 
recorder bands over flute bands, directorless bands due to the transfer of teachers, and a 
growing unwillingness of some teachers to take responsibility for a band.45 
 
In April 1950, a total of 42 flute bands came together for a combined band festival as 
they had on previous occasions. This provided the opportunity for massed band playing, a 
demonstration by the Combined Schools Flute Band and solo performances by four 
young professional musicians whose musical training had began in McMahon's school 
flute bands. The Police Military Band and a Police Boys' Club Band also gave marching 
and drumming demonstrations.46 
                                                
42  McMahon, Victor, and Ken Hall. "Music in Our Schools. 1950. 
43  Ibid, "Centenary Celebrations," The Education Gazette XLII, no. 4 (1948, April): 113-114. 
44  Victor McMahon, "Instrumental Music [1949 Circa]," (Barbara Mettam Archives - Private Collection, 

1950, circa). 
45 Ibid. 
46 Ibid. 
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The section on flute bands in McMahon's 1951 report reads almost like a eulogy for 

the instrument. Here McMahon pensively reflected on its achievements and challenges 
since its introduction to schools in 1938. McMahon concluded: 
 

The flute is generally regarded as having a particular appeal to boys, but in 
some girls schools [McMahon's deletion] where it has been introduced to 
them girls often do better than the boys.  
 
Compared with the recorders the flute band offers as compensation for its 
greater difficulty, its fine usefulness for 'outside' work (especially marching), 
a greater sense of achievement in those who play it well, where it is well done 
and its more immediate leading of talented boys to standard wood-wind 
instruments.  
 
After some years of experience the Supervisor has come to the conclusion 
that the school flute is too difficult an instrument for many teachers and 
pupils under present conditions and that the recorder is more suitable for 
general purposes. This by no means does not mean that the flute should be 
discarded in favour of the recorder but that it should be issued for the more 
competent teachers and selected pupils. 
 
Efforts should be made to improve the instrument. The original aim of 
combining the school flute with concert flutes, clarinets and saxophones in 
boys' Secondary schools has been baulked by the economic factors. 
 
When music specialist teachers in music have been appointed to all secondary 
schools and some consideration has been given to music & sound-proofed 
rooms, only the 'cost' considerations remain for the realization of such 
bands.47 

 
Despite the problems, in the following year there were still 40 flute bands in Sydney 
schools and an unknown number in the country. However, due to Government import 
quotas and increases in sales tax, the problem of the supply of instruments came to a 
climax in the second half of 1952. No new flutes were available for sale in Sydney and 
each music firm had orders for up to 300 flutes that they could not supply.48 
 
McMahon resigned from the Department on January 29, 1954. Although satisfied that 
good work was being done with instrumental music in NSW schools, he was 
disillusioned about the prospects for him to bring about further developments.49 Despite 

                                                
47  ———, "Instrumental Music. 1951 Report," (Barbara Mettam Archives - Private Collection, 1951, 

circa). 
48 ———, "Report of School Bands and Instrumental Music in Schools, 1952," (Barbara Mettam Archives 

- Private Collection, 1952, circa). 
49 McMahon, "General Survey of Appointment and Extension of Position." 
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 his departure, the school flute band movement continued in NSW schools until at 
least the 1960s. 

 
Conclusion 

 
Credit for visioning an instrumental music program in NSW public schools must be given 
to George Ross Thomas, NSW Director of Education, who saw fife-bands used in South 
Australian schools and wanted NSW children to have similar opportunities. Firstly, at an 
unlikely time when NSW was recovering from the depths of economic depression, Ross 
Thomas initiated discussions with the professional flautist, Victor McMahon, about the 
possibility of fife-bands. Second, when McMahon proposed a different instrument—a 
made-to-order chromatic fife that he still had to design—Ross Thomas recognised the 
potential of both McMahon and his ‘school flute’ and established a half-time position for 
McMahon as Director of School Bands. Third, from his influential position as Director of 
Education and until he left office in 1939, Ross Thomas advocated to principals and 
teachers for the establishment of school flute bands. It is clear that the school flute 
program would not have begun at that time in NSW, or perhaps ever, without the 
foresight and determination of the empowered advocate, George Ross Thomas. 
 
The work of McMahon from 1938 to 1954 in establishing school flute bands in NSW 
schools can be seen as a case study of pioneering work. To begin with, he researched, 
proposed, designed, then negotiated the production of the instrument he saw as offering 
the greatest musical potential for NSW school children. Further, McMahon worked 
tirelessly to establish school flute bands despite being initially being faced with the 
multiple challenges of no previous culture of instrumental instruments, no school flutes, 
no primers, no students and no teachers trained to teach flute. 
 
Despite these challenges, McMahon single-handedly developed the school flute band 
movement between 1938 and 1941 such that by its peak year of 1941 there were over 70 
flute bands in Sydney schools and more than 30 in country schools. After that year, the 
number of bands in Sydney schools decreased to approximately 40, although the number 
of country bands remained constant. 
 
Five difficulties led to the decline in the flute band movement, none that were of 
McMahon's making. First, the wartime and post-war import restrictions meant that the 
supply of new instruments could never equal the demand. Hence, many instruments were 
less than satisfactory. Second, when the band teacher left a school—to join the Armed 
Forces, or due to retirement or transfer—often no replacement teacher was available. 
Third, often practice times in schools were outside class time and in unsatisfactory 
accommodation. Fourth (in 1948), there was a growing disinclination of teachers to 
engage in a task they considered difficult and for which they were not often compensated 
or rewarded. Finally, the task became even more onerous in schools where the 
headmaster was not supportive. 
 
The evidence suggests that Victor McMahon was a excellent flautist and an inspirational, 
hard working and innovative teacher who had outstanding problem-solving, 
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 organisational and leadership skills, and who was committed to passing on his love 
of music to students who might not otherwise have had the opportunity to 

experience the pleasures that music can bring. Why else would some of his former 
students, such as Don Burrows, still speak of him so appreciatively and repeatedly some 
70 years after their encounters. For example, in his October 2008 interview on the ABC 
television program Talking Heads, Burrows recalled emotionally the first time he 
produced a note on his little school flute: 
 

It must have been 40 years later, I had to do it. I had to go back, and I went 
back to the school, it was an end-of-year celebration of some sort, and I had 
the [original] little flute hidden in my coat. By now I was a pro, you know. ... 
And I went, when there was no one in that spot I went and I did that note 
again. Oh! I tell you, my eyes filled with tears. It was the same sound, I still 
carry that sound. I can still hear that C-sharp.50 
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A mixed-method approach to research methodology: Fitting strategy to subject to 
achieve authentic practice 

 
Renée Crawford, Monash University 

 
This article discusses the research methodology of a recent ethnographic study that 
considered the effectiveness of current Victorian government secondary school music 
teaching and learning practises when engaged with technology.  This research will explain 
why various methodological decisions were made and provide a brief description of specific 
data collection and results analysis procedures.  This study, like many others, is evidence that 
the researcher has accounted for any issues that may arise and considered various scenarios 
and possibilities.  It is difficult to define much contemporary research by a specific 
methodological title or category.  Similar to the requirements for the study described here, 
various methodologies are necessary to achieve authentic practice, resulting in a mixed-
method approach.  This seems very appropriate given the diverse nature of contemporary 
research. 

 
Introduction 

 
As a general principle, all research is oriented towards the extension of knowledge and 
the solution of problems.  While these two aspects may overlap, one is generally 
emphasised.  Discussing educational research, Wiersma explains: 
 

It might be said that the overall function of educational research is to improve the 
educational process through the refinement and extension of knowledge.  The 
refinement of existing knowledge or the acquisition of new knowledge is 
essentially an intermediate step toward the improvement of the educational 
process (2000:23-24). 

 
More specifically, education research in Australia covers a range of issues and requires a 
requisite range of methodologies and techniques.  There is a continuing argument that a 
closer link needs to be made between research and practice.  Ernst (1994) concurs that, in 
broad terms, research will address such questions about learning processes, the 
effectiveness of current teaching practice, the relationship between practising 
industries/vocations and schools, the cultural context and expectations of education 
programs, and their historical precedents. 
 
The main research question for this study was to determine how the concept of authentic 
learning aligns with the use of technology in music education in contemporary Victorian 
government secondary schools.  It was identified how technology was being utilised in 
current teaching and learning music practice and discerned whether such practice was the 
most appropriate given the expectations and requirements of contemporary society.  
There are three aims to this inquiry: 
 
1. To investigate the utilisation of digital technology within school music education; 
2. To investigate teacher and pedagogical efficacy in the music classroom when 

technology is employed; and, 
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3. To investigate students’ perceptions of the use of digital technology in the music 
classroom. 

 
Further, these aims were explored with the undercurrent of three themes or contentions: 
Valued knowledge, authentic learning and non-linear/multidimensional learning.  With 
planning, it was realised that an ethnographic study resonated with the diversity of 
methodological procedures required by the intentions of this research project.  Firstly, to 
understand this mixed-method approach, qualitative and quantitative research must be 
briefly discussed. 
 

Qualitative and quantitative research 
 
Qualitative research describes phenomena in words while quantitative research describes 
phenomena in numbers.  This is primarily a qualitative study with minimal quantitative 
research used for contextualising data through the use of a survey.  Qualitative research1 
has its origins in descriptive analysis and follows a naturalist paradigm where meanings 
derived from the research are specific to that particular setting and its condition.  
“Qualitative research is based on the notion of context sensitivity, the belief that the 
particular physical and social environment has a great bearing on human behaviour” 
(Wiersma, 2000:12).  The approach emphasises a holistic interpretation of the natural 
setting or real world setting.  Such methodology techniques as interviews and 
observations are dominant in the naturalistic or interpretative paradigm (Golafshani, 
2003).  It has been determined that qualitative research gained considerable credibility 
and popularity among education researchers in the early to mid 1990s: “Qualitative 
research is viewed as a legitimate and important means of illuminating the teaching and 
learning process and a distinguishing feature of Australian research as it is now 
practiced” (Ernst, 1994:47). 
 
While research methodologies are part of a hierarchical classification system, at times 
they do not fit uniquely into a specific category.  Wiersma elaborates: 

 
Classification systems for educational research are valuable to the extent they are 
useful for distinguishing among different types of research, and thus enhancing 
our understanding of the nature of educational research (2000:17). 

 
Much survey research is considered quantitative, however various procedures commonly 
associated with surveys (i.e. interviewing) can be included in an ethnographic or 
historical study.  So each classification system should be considered in terms of its own 
definitions and set of criteria (Wiersma, 2000). 
 

Ethnographic research 
 
The most appropriate methodological system in this qualitative study has been identified 
as ethnographic, also termed field research or qualitative research.  This is increasingly 
                                                
1 Qualitative research is broadly defined as “any kind of research that produces findings not arrived at by 

means of statistical procedures or other means of quantification” (Strauss & Corbin, 1990:17). 
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being found in education (Wiersma, 2000). Such research is conducted in a natural setting 
with emphasis on understanding the phenomenon under study, from the perspective of 
those being studied.  A thorough and comprehensive analytical description of a specific 
cultural situation is referred to as an ethnography (Wiersma, 2000).  Ethnographic 
research is the process of providing scientific descriptions of educational systems, 
processes and phenomena within their specific contexts.  This type of research relies 
heavily on description, observation and qualitative judgements or interpretations of 
whatever phenomena are being studied and attempts to present a holistic description of 
current phenomena which requires much fieldwork, as will be explained (Wiersma, 
2000).  In this research, it is a case study that allows for a more holistic view of teaching 
and learning in context and provides a way to take into account important social and 
cultural phenomena. 

 
Within this qualitative study, various tasks will make up a case study2.  Case studies are 
used quite extensively in qualitative research, especially when a holistic, in-depth 
investigation is needed (Tellis, 1997b).  The case study will draw upon a range of 
techniques such as conducting a survey, semi-structured interviews, gathering student 
journals and a researcher’s journal.  While the foundations of the survey constructed will 
remain as a qualitative inquiry, it does by nature draw upon quantitative techniques.  This 
will become particularly useful when collating and analysing data.  As explained 
previously, a research classification system may not remain in its purest form, and 
therefore should be considered by its own definitions and criteria.  In turn, this highlights 
the necessity and advantageous diversity of a mixed-method approach.  The following 
description of the case study will discuss its fundamentals and relevancy to this research 
study. 

 
The case study 

 
A case study3 tends to focus on a couple of issues that are fundamental to understanding 
the system being examined.  While this method has been used extensively in sociological 
studies, it is increasingly being used for investigations in instruction (Tellis, 1997b).  
Merriam elaborates: 
 

The qualitative case study can be defined as an intensive, holistic description and 
analysis of a single entity, phenomena or social unit.  Case studies are 
particularistic, descriptive and heuristic and rely heavily on inductive reasoning in 
handling multiple data sources (1998:16). 

 
Case studies are considered multi-perspective analyses.  Essentially, this places emphasis 
on a holistic point of view by not just considering the voice and perspective of the 
                                                
2 Case study research is marked throughout its history by periods of intense use and periods of disuse.  The 

earliest use of this research methodology can be traced back to Europe, predominantly France.  In the 
United States this research methodology was mainly associated with the Department of Sociology at the 
University of Chicago.  The Chicago School contributed greatly to the field during the early 1900s until 
1935 and is currently a source of much of the literature (Tellis, 1997a).   

3 Case studies have been well recognised in music education research for some time, Janet Emig’s (1971) 
The Composing Process of Twelfth Graders is an early landmark example (Showler, 2000).   
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participants or subjects at that given situation, but also the relevant groups of subjects and 
the interaction between them (Tellis, 1997b).  Its extensive use in sociological studies is 
often because it allows a voice to the powerless and voiceless.  This can be applied to 
education when requiring an understanding of both teaching and learning practice.  Often 
it is argued that decisions are made for the advantages of students, but how often is their 
voice actually heard?  Southcott makes an interesting point about the concept of unheard 
voices in historical research in music education that sets a precedent for this case study 
and many others in education research:  
 

A major challenge in historical research is the search for the other voice–the voice 
of the deliverers and recipients of music education.  In research into the early 
history of music in state-supported schooling it has been particularly hard to find 
the contemporary voice of the child.  The other voice is most significant in the 
discussion of what the actual place of music was (1997:37). 

 
While in historical research the unheard voice is important in the reconstruction of the 
past, student journals and semi-structured interviews are designed in this ethnographic 
case study to investigate the current attitude by recipients of technology in music 
education. 
 
Orum, Feagin and Sjoberg explain there are four fundamental lessons that can be 
conveyed by the case study:  
 
1. It permits the grounding of observations and concepts about social actions and social 

structures in natural settings studied at close hand. 
2. It provides information from a number of sources and over a period of time, thus 

permitting a more holistic study of complex social networks and of complexes of 
social action and social meanings. 

3. It can furnish the dimensions of time and history to the study of social life, thereby 
enabling the investigator to examine continuity and change in lifeworld patterns. 

4. It encourages and facilitates, in practice, theoretical innovation and generalization 
(1991:6). 

  
Once the possible enormity of data was realised for this study, the decision was made that 
only one school will be focused on shifting the original study design to that of a single 
case study. Therefore while the initial findings of the study were used to contextualise 
this research through a survey, the case itself was conducted in a single school, thus 
allowing for deep data collection. 
 

Single case study design 
 
While this qualitative study is situated within ethnography, preconceived ideas were 
formulated due to prior knowledge and experience in the subject area.  The theory being 
that the use of technology in the contemporary practice of music teaching and learning 
should align with authentic learning and thus be a reflection of current society and its 
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values.  This single case study would be referred to as a ‘critical case’ as described by 
Yin (2003): 
 

One rationale for a single case is when it represents the critical case in testing a 
theory.  The theory has specified a clear set of propositions as well as the 
circumstances within which the propositions are believed to be true.  To confirm, 
challenge, or extend the theory, a single case may meet all of the conditions for 
testing a theory.  The single case can then be used to determine whether a theory’s 
propositions are correct or whether some alternative set of explanations might be 
more relevant.  The single case study can represent a significant contribution to 
knowledge and theory building (40).   

 
Further, choosing to conduct this critical case in a school with limited resources and not 
particularly favourable circumstances would test the limits of such a theory. 
 
The parameters of this critical case study were set by the researcher with the school music 
teacher’s consent.  The researcher played an active role by designing two specific units of 
work that utilised technology at some stage over a five week period.  One unit of work 
was designed for years seven and eight and another for years nine and ten.4  While 
designing these units and throughout the duration of this research, the researcher 
documented her thoughts, designs and theories in a reflective journal.  The researcher’s 
journal is drawn upon as a source of data as a direct response to various issues faced at 
certain times of this research which are relevant to the findings of this study. 
 

Validity and reliability 
 
Regardless of the form of the research design or the subject, consideration must be given 
to ascertain validity and reliability.  Validity implies the ability to be verified.  It involves 
two concepts simultaneously; these are internal validity and external validity.  “Internal 
validity is the extent to which results can be interpreted accurately, and external validity 
is the extent to which results can be generalized to populations, situations, and 
conditions” (Wiersma, 2000:4).  The use of multiple sources of evidence such as surveys, 
interviews and documents was suggested by Yin (1994) to establish validity.  For the 
purpose of this study the writer has employed a survey, semi-structured teacher 
interviews, student journals and the researcher’s journal to construct validity.  Public 
school documents regarding curriculum, school policies and expectations were also 
utilised.  Yin (1994) explained that external validity could be achieved from theoretical 
relationships and in turn generalisations could be made.  This will be undertaken in this 
study.  It will also be possible to compare data collected with information from previous 
research by the writer (Crawford, 2005) and others (Jacobs, 2000). “Reliability of 
research concerns the replicability and consistency of the methods, conditions, and result” 
(Wiersma, 2000:9).  Reliability will be maintained as a development of the formal case 
study protocol. 
 
                                                
4 In Victoria, Australia the following school years correspond to the following ages of students: Year 7= 

Ages 12-13, Year 8= Ages 13-14, Year 9= Ages 14-15, Year 10= Ages 15-16.     



 

 66 

Triangulated research strategy 
 
Case study methodology is also known as a triangulated research strategy.  Snow and 
Anderson asserted that triangulation can occur with a number of sources such as data, 
investigators, theories, and methodologies (cited in Orum, Feagin & Sjoberg, 1991).  The 
protocols that are used to ensure accuracy and alternative explanations are referred to as 
triangulation (Stake, 1995).  Triangulation itself arises from the requirement to confirm 
the validity process.  As previously mentioned this can be achieved by using multiple 
sources of data.  The importance of case studies, which can be problematic at times, is to 
establish meaning rather than location.  Denzin (1984) identified four types of 
triangulation: 
 
1. Data source triangulation: when the researcher looks for data to remain the same in 

different contexts. 
2. Investigator triangulation: when several investigators examine the same 

phenomenon. 
3. Theory triangulation: when investigators with different viewpoints interpret the 

same results. 
4. Methodology triangulation: when one approach is followed by another to increase 

confidence in the interpretation. 
 
For the purpose of this study, data source triangulation was primarily used.  
 

Formal case study design 
 
Based on research design models from Wiersma (2000), sourcing both the ethnographic 
research process and the qualitative research design, the following is a basic skeleton 
structure of the formal case study design:  
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Figure 1A. Case study formal design 
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Yin’s (1994) rationales for case studies as applied to this study: 
 
1. To explain complex causal links in real-life interventions. 
2. To describe the real-life context in which the intervention has occurred. 
3. To describe the intervention itself. 
4. To explore those situations in which the interventions being evaluated has no clear 

set of outcomes. 
 
As a theme for this study concerns the multidimensional nature of engagement with 
digital technology and music, it is important to identify the complexity of causal links and 
real-life phenomena.  This includes the context in which the phenomenon is being 
studied. As time does not permit, only the survey component of the case study data 
collection will be discussed briefly as well as the analysis procedure. 
 

Data collection 
 
Survey of digital technology in the music classroom 
The most widely used research type in educational studies is survey research.  Its design 
allows for studies of a varying scope.  Two of the most common general types of survey 
designs are ex post facto5 studies and status quo studies.  Ex post facto studies are studies 
of variables6 that are conducted in natural or nonexperimental settings and determine the 
relationships and effects occurring in and between variables.  Such survey studies may 
focus on incidence, distribution and relationships of educational, psychological and 
sociological variables (Wiersma, 2000).  Studies involving relationships between 
variables are often referred to as correlational studies.  Status quo studies or status 
surveys are by nature somewhat limiting as they are designed to describe the existing 
state of affairs or status quo of some variables, situations or contexts (Wiersma, 2000).  
Surveys are used to measure any number of variables such as attitudes, opinions or 
achievements in natural settings.  No variables deliberately manipulated by the researcher 
and are studied as they exist in a given situation, which is usually in a natural setting.    
 
The most appropriate survey type for this study was ex post facto.  The survey provided a 
current snap shot of the technology available in government secondary schools and the 
way in which it was being used for the purpose of teaching and learning.  This 
contextualised and clarified such issues as technical support for teachers and students, 
resources and foreseeable needs in technology, financial concerns and professional 
development for teachers.   
 
It was decided that, three metropolitan regions7 should provide an adequate representative 
sample, as surveying all nine regions would be beyond the scope of this study.  The 
                                                
5 Ex post facto means, “from a thing done afterwards,” and when ex post facto research is done, variables 
are studied in retrospect in search of possible relationships and effects (Wiersma, 2000:158).   
6 A variable is a characteristic that is subject to change; for example, it takes on different values or 
conditions for different individuals and in different situations.   
7 As the state of Victoria, Australia is a fairly large state, the Department of Education and Training have 
developed regions, depending on their location, with which various government schools and settings can be 
identified within.  Government schools and settings include primary and secondary school, P-12 colleges, 
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following indicate statistically how many government secondary schools are found in 
each of the regions being investigated: 
 

Eastern Metropolitan Region: 50 government secondary schools 
Southern Metropolitan Region: 47 government secondary schools 
Northern Metropolitan Region: 41 government secondary schools 
Total: 138 government secondary schools 

 
To ensure quality responses the questions or hypotheses associated with the research 
study should be identified explicitly.  This will not only facilitate the construction of the 
survey, but also avoid both the inclusion of useless questions and the omission of 
necessary information.  There are generally two types of items or questions that can be 
generated for surveys.  The first type is referred to as selected-response or forced-choice 
questions for which the respondent selects from two or more options.  The second type is 
open-ended questions where the respondent constructs a response. 
   

Selected-response items enhance consistency of response across respondents; data 
tabulation generally is less straightforward and less time-consuming than for 
open-ended items.  Selected-response items have a disadvantage of possible 
“boxing in” the respondent on the breadth of the response, but if the selected-
response items produce the required data, this is not a problem (Wiersma, 
2000:170). 

 
While selected-response questions are favourable to ensure accurate and consistent 
information, this study required some questions to be answered without any preconceived 
ideas or probing in order for a true depiction of personal opinion to be explored.  Open-
ended questions are therefore used to allow the participant more freedom of response, 
because certain feelings, attitudes, opinions or information may be revealed that would 
not be forthcoming with selected-response questions.  The questions asked in this 
research probe such information as follows: 
General information: the type and amount of computers, digital technology and music 
technology are found in the school. 
E.g. How many computers are located in the music classroom/s at your school? 
Contextual information: provides a clearer understanding of the setting and environment.  
This develops background information on the circumstances regarding the technology 
itself and the teaching practice. 
E.g. Do you use synthesisers for teaching/instruction during class time? 
 
1. For general music?    Yes……….    1          No……….    2 
2. For elective music?    Yes……….    1          No……….    2  
3. Why and in what way?  

                                                                                                                                            
special development schools, special facilities/teaching units, english language centres and statewide 
service centres.  The Department of Education and Training nine regions include: Barwon South West 
Region, Central Highlands Wimmera Region, Eastern Metropolitan Region, Gippsland Region, Goulburn 
North Eastern Region, Loddon Campaspe Mallee Region, Northern Metropolitan Region, Southern 
Metropolitan Region and Western Metropolitan Region.   
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Specific information (selected-response): ways the technology used. 
E.g. To what extent do you assign tasks or encourage students’ involvement in the 
following activities using technology? 
 

Activity Not 
at  
All 

Small  
Extent 

Moderate 
 Extent 

Large  
extent 

NA 

1. Edit MIDI files supplied by teacher 1 2 3 4 5 
2. Download MIDI files from the Internet 1 2 3 4 5 
3. Edit MIDI files from the Internet 1 2 3 4 5 
4. Transcription of music using sequencing 

or notation software  
1 2 3 4 5 

5. Transposition of an existing melody 
using computer software 

1 2 3 4 5 

6. Composing a melody 1 2 3 4 5 
7. Composing 2, 3 or 4 part pieces using a 

sequencer or software 
1 2 3 4 5 

8. Composing pop music using a sequencer 
or software 

1 2 3 4 5 

9. Input into a sequencer an arrangement of 
a piece from sheet music 

1 2 3 4 5 

10. Hard-disk audio recording (e.g. using 
Cubase Audio or Logic Audio) 

1 2 3 4 5 

11. Sampling or manipulating sampled 
sounds 

1 2 3 4 5 

12. The operation of a mixing desk 1 2 3 4 5 
13. The operation of a multi-track recording 

device 
1 2 3 4 5 

14. Using effects devices  1 2 3 4 5 
 

Specific information (open-ended): explores attitudes and opinions about technology and 
its use for teaching and learning.   To provide a clearer understanding of current teaching 
and learning practice. 
E.g. Do you think that the use of computers and digital technologies makes school music 
more authentic for students? 
The validity of survey research is dependent on the research response rate and the quality 
of responses. Wiersma explains: 

 
Response rate is the percentage of respondents returning the questionnaire, and 
the quality of response depends on the completeness of data.  The problem with 
nonresponse is that it introduces the possibility of bias, since the respondents 
might not be representative of the group intended to be surveyed (2000:175). 

 
Although this study only requires a survey response rate that generates indicative results, 
to increase response rate and validity the following considerations were made: 
 
1. It is concise: taking only approximately 20-30 minutes to complete. 
2. Well-constructed: questions unfold in a logical sequence, are clear and 

unambiguous. 
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3. Well-presented: the format is neat and easy to read. 
4. Response rate bias: while only one region is required for the possible development 

of a case study, three regions are being survey as a precaution.  
5. Triangulation of data: the three regions not only provide a platform for comparison, 

but will assist in the omission of any inconsistencies in the data. 
 
The construction of the questions for the interviews and student journals were treated in a 
very similar way.  Unfortunately, time does not permit me to discuss these here in detail, 
so I will continue on to the analysis. 
 

Analysis 
 
The surveys are analysed by collating numbers and working out percentages to indicate 
the levels of resources found in the schools of the areas nominated.  The results of the 
qualitative questions on the survey, the interviews and student journal responses are 
analysed using Interpretative Phenomenological Analysis (IPA).  IPA is a relatively 
recent qualitative approach developed by Jonathan A. Smith8 (A senior lecturer in 
Psychology at the School of Psychology in London) that “attempts to understand how 
participants make sense of their experiences but it recognises that this involves a process 
of interpretation by the researcher” (Smith, 2005).  IPA is currently being used widely by 
researchers in health, clinical and social psychology, particularly in the United Kingdom.  
Researchers from the Faculty of Education at Monash University in Victoria, Australia 
have begun employing IPA, especially in the area of music education research where 
various studies have been successfully completed.  Much educational research is 
qualitative by nature and consonant with its theoretical commitment, IPA also employs 
qualitative methodology.  In the context of this study, IPA is used to explore how 
teachers and students make sense of technology and its use for the purpose of teaching 
and learning.  Such analysis deals with the affective as well as the cognitive.  Smith and 
Osborn explain the aim of IPA in detail: 

 
The aim of interpretative phenomenological analysis (IPA) is to explore in detail 
how participants are making sense of their personal and social world, and the 
main currency for an IPA study is the meanings particular experiences, events, 
states hold for participants. The approach is phenomenological…in that it 
involves detailed examination of the participant’s lifeworld; it attempts to explore 
personal experience and is concerned with an individual’s personal perception or 
account of an object or event, as opposed to an attempt to produce an objective 
statement of the object or event itself (2003:51). 

 
A two stage interpretation process is involved: 
 
1. The participants are trying to make sense of their world. 
2. The researcher is trying to make sense of the participants trying to make sense of 

their world (Smith & Osborn, 2003). 
                                                
8 Jonathan A Smith, BA (Contab), MSc (Sussex), DPhil. (Oxon) is a Senior Lecturer in Psychology at the 

School of Psychology, Birkbeck College in London (Smith, 2005). 
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Currently, most of the data collection for IPA research has used semi-structured 
interviews (IPA Website, 2005).  Thus enabling the participant to provide a fuller account 
than would be possible with a standard quantitative instrument and allow the researcher 
considerable flexibility in probing interesting areas that may possibly emerge.  Interviews 
are recorded and transcribed, and then subject to detailed qualitative analysis – attempting 
to elicit key themes in the participants dialogue (IPA Website, 2005).  The student 
journals are also analysed using IPA. 
 
It should be recognised that there is no single, definitive way to conduct IPA, as is 
generally the case with qualitative research.  Variations may be found in the sources for 
data collection and within the analysis process itself to accommodate for the data being 
analysed.  This is appropriate given the ethnographic nature of this study, identified 
previously.  Data analysis in qualitative research can occur either straight after the 
collection of data has been completed or concurrent to the data collection process.  This 
allows for developing or revising hypotheses or objectives and to consider unanticipated 
results. 

The analysis of the data itself as used in IPA, is a data reduction method that occurs as a 
running dialogue that contains a separate column for the researcher’s thoughts that should 
include identifiable patterns and themes in the data.  Each data collection section 
identified themes and analysed connections using the following coding system: 
 
• Perception Codes: semi-structured interviews and student journals 
• Setting/Context Codes: survey 
• Process Codes: comparison across data collection sections. 
 
Any number of possible codes may be used, and the coding categories become specific to 
the research study.  As an important part of this study is to investigate how students and 
teachers perceive technology and its use in the music classroom, the coding system, or 
themes as they are described in IPA, captured these perceptions.  Each of the themes or 
codes established and connected in each respective section then can be compared and 
finally, an overall evaluation can be made.  Due to the enormity of data, responses are 
judiciously chosen as exemplars of the results received. 
 

Conclusion 
 
The methodology for this qualitative case study is identified as ethnographic.  Various 
phases of the research process also utilise techniques from other methodologies such as 
the historical method to provide contextual information and survey research method as a 
data procedure.  The analysis is conducted using Interpretative Phenomenological 
Analysis.  In qualitative research, data analysis is a process of categorisation, description 
and synthesis.  For the description and interpretation of the phenomenon under the study, 
the necessity of data reduction was realised.  Coding systems or the identification of 
themes is the process of organising data to obtain data reduction.  Patterns of themes or a 
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coding system has been developed through the organisation of the data.  A proper holistic 
evaluation of this study could only occur once the data reduction had been completed. 
 
It was imperative that each of the separate data collection procedures thoroughly 
considered validity and reliability.  Therefore, each data collection method included one 
or more triangulation strategies to confirm authenticity.  Overall, each of the data 
collection sections of this qualitative research case study is governed by three points of 
reference forming triangulation.  The triangulation process that the overall case study 
structure is based on is presented in the following figure: 
 
Figure 2. The Overall Triangulation Process for the Case Study 
 
 
 
 
 
 
 
 
 
 
 
 
 
From the data collection and the IPA of results, the researcher explored how the concept 
of authentic learning aligns with the use of technology in music education in 
contemporary Victorian government schools.  The study identified what is considered 
valued knowledge in contemporary school music education in this instance.  A 
thoroughly planned research methodology not only permitted this study credibility, but 
resulted in some very interesting and rewarding insights. One of the greatest lessons 
learnt from this study was, that in some cases, depending on the research conducted, there 
may be the requirement of a variety of methodological approaches.  In many ways, the 
diverse nature of contemporary research requires such unrestricted thinking.   It becomes 
a research methodology where you fit the strategy to the subject to achieve authenticity.  
In my case, it was a mixed-method approach that could be primarily placed within an 
ethnographic paradigm  
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The integration of information technology in music education in Taiwan 
 

Hung-Pai Chen, RMIT University, Australia 
 
 

 
This research is concerned with the integration of Information Technology (IT) in music 
teacher education programs and primary school music education in Taiwan. The purpose of 
the study is to trace the historical development of IT integration in music education in 
Taiwan, and then construct a conceptual framework for IT integration. 
 
The paper will present an outline of the context of the study and an overview of the related 
literature. The context includes background details on Taiwan, information on the school 
system, and the changes in the provision of teacher education programs. The literature will be 
discussed under the themes of IT integration development, IT integration in education, IT 
application in music education, and music teacher education/training. The paper will 
conclude with a statement on the findings to date and the future direction of the research. 

 
Introduction 

 
According to the Economist Intelligence Unit (EIU) (2008), Taiwan was ranked second in 
the world and first in Asia in the IT industry competitiveness index. The fast development 
of Information Technology (IT) also influences many aspects of education in Taiwan. 
With the many advantages of IT, education systems widely adopt it to assist teaching and 
learning. The Taiwanese government has been promoting a series of projects to 
encourage teachers to integrate IT into their teaching. 
 
Chen (2004) insisted that there are few music teachers whose currently apply IT in their 
teaching in Taiwan. As a result, the aims of this study are to investigate the development 
of IT integration in music education in Taiwan, and to develop a number of IT integration 
models for the practical application in the music classroom. This research will focus on 
the primary stage music teacher education and school music education in Taiwan. 
 
In the paper I will present an outline of the context of the study. Firstly, background 
regarding to educational systems and education reform in Taiwan will be introduced. This 
will be cantred on by the four main themes of the literature. After that a brief discussion 
and the future direction of this study will be presented. 
 

Context 
 
Background 
Taiwan is a country located in East Asia, between Japan, China and The Philippines. The 
main source of inhabitants is from different districts of South East China many hundreds 
of years ago. Taiwan has been colonized by Portugal, The Netherlands, and Japan. In the 
period before the domination by Japan, Christian missionaries also came to Taiwan and 
brought with them Western music. Thus, the music elements in Taiwan comprehensively 
comprise the Chinese traditional music, Western music and Taiwanese aboriginal music. 
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Music education in Taiwan has been significantly influenced by Japan in the early years 
of the twenty century. School music education in Taiwan can be traced from the late 
1890s with the start of the Japanese domination. After Japan’s domination finished in 
1945, the Taiwanese government started to build the new education systems based on the 
Japanese structure and practice while integrating aspects of western music and education. 
Western music has disseminated in Taiwan and influenced school education. 
 
In the last decade, education in Taiwan has undergone great change. With the reforms in 
education, a number of new education policies related to curriculum guidelines, IT 
education, and teacher education were published. 
 
In order to response to the social expectations and national development, in the education 
reform of 2001, new curriculum guidelines took over previous curriculum standards. 
These guidelines integrated music, visual art, drama, and other forms of arts into the Arts 
and Humanities Area (Taiwan Ministry of Education, 2001a) for well-rounded arts 
learning. This study will focus on the music in the primary stage school education (grade 
one to grade six). 
 
For Information Technology education, the Taiwan Ministry of Education launched a 
series of projects for IT education infrastructure, the blueprint and whitepaper of IT 
education in order to increase the education quality via IT (Taiwan Ministry of 
Education, 2008a). In addition, there are some important innovations for the teacher 
education systems. There were nine teacher’s colleges in Taiwan providing primary 
school teachers in the early years before the education reform. The music education 
department in the teacher’s colleges trained a great number of music teachers for primary 
schools. In 1994, the new Teacher Education Law (Taiwan Ministry of Education, 1994) 
was published. After that, other universities graduated students who undertook education 
courses and received both an education certificate and a teacher license which allowed 
them to teach in schools. This revolution opened up teacher education and provided more 
diverse sources of teachers. As a result, in order to meet the needs of the current situation 
as well as future developments, the nine teacher’s colleges changed their status to 
University of Education, general University, or combined with another university. Now 
days, these universities still chiefly offer primary school teacher (Taiwan Ministry of 
Education, 2006), and the music departments within there instructions play an important 
role in music teacher education. 
 
Furthermore, the government also encourages in-service teachers to continue their 
professional development. Teacher training programs like workshops, lectures, 
exhibitions and demonstrations have been held regularly. Many music teachers also 
returned to university to undertake further postgraduate study. This research study will 
involve pre-service music teacher education programs, in-service music teacher training, 
and postgraduate music teacher education to gather the details regarding IT integration in 
music teacher education. 
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Literature 
 

Over the course of the research program, it is intended to collect extensive references 
concerned with four main fields: IT integration development, IT integration in education, 
IT application in music education, and music teacher education/training. These fields will 
provide the foundation for the study. 
 
1. IT integration development 
The processes of combining IT and education can be defined as IT integration. According 
to Tomei (2007), “integrating IT into classroom addresses the multiple perspectives of 
teaching and learning with technology and promoting research efforts, positions and 
practices advancing the state-of-the-art application of technology in formal education, 
corporate training, higher education, professional development and proprietary 
education” (p. vii). This research will seek to gain information about IT integration 
developments particularly in Taiwan and other Chinese cultural areas such as Hong 
Kong, Singapore, and mainland China. The main sources of information will be 
government policy documents and legislation. 
 
In the last decade, the Taiwan Ministry of Education launched a series of projects: 
Content for Information Technology Education Infrastructure (1997), Expand Domestic 
Demand Program (1999), Blueprint of Information Technology Education for Primary 
and Middle School (2001b), Information Technology Seed Schools Project (2002), and 
Taiwan MOE’s Whitepaper ICT in K-12 Education (2008b). These projects include 
hardware, software and funding promotion (Han, 2001; Ho, 2001a, 2002). 
 
The Hong Kong government has offered significant funding to support IT education. In 
1998, the Five-Year IT Strategies Project in Hong Kong offered a large amount of 
funding to support IT infrastructure and education training in IT (Tang, 2005; Wing, 
2001; Yip, 2005). In 2004, the Empowering Learning and Teaching with IT project was 
published and continued to lead IT education in Hong Kong (Hong Kong Education 
Bureau, 2004). Yip (2005) identified some significant IT integration models for Hong 
Kong which is relevant to my research. 
 
In Singapore, the IT 2000 project in 1991 scheduled the initiative development in IT 
application (Choo, 1997). After that, Singapore One (1996), IT Master Plan in Education 
(1997), Second IT Master Plan in Education (2002), ICT in Education Priorities (2006), 
and the current Third IT Master Plan in Education (2008) projects also state various 
strategies for national IT education development (Ang, Zhou, & Jiang, 2003; Ho, 2001b; 
Lai, Wu, & Ho, 2001; Singapore Ministry of Education, 1997, 2002, 2008). 
 
Zhou (2002) reported that IT education started in 1978 in China. The IT education was 
focused specifically on IT technical learning at that time. After the mid-1980s, the trend 
turned to IT assisted education. The National Primary and Secondary School IT 
Education Conference (2000) was an important milestone for IT education in China (Li, 
2003). The official legislation: Primary and Secondary School IT Curriculum Guideline 
(China Ministry of Education, 2000) was been published and released at the conference. 
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Although there are some problems of the digital divide between the urban and rural areas 
in China (Wang, 2007), IT education in China is continuing to develop rapidly nowadays. 
 
2. IT integration in education 
There was been a significant amount of researcher undertaken the researches related to IT 
integration in education. Roblyer (2006) stated that “Educational technology is a 
combination of the processes and tools in addressing educational needs and problems, 
with an emphasis on applying the most current tools: computers and their related 
technologies” (p. 9). Hence, “educational technology is viewed to have two components 
as processes that are simply the learning activities necessary to attain a learning objective 
and resources to enhance learning” (Isman, Yaratan, & Caner, 2007, � 1). Some 
researchers have focused on the relationship between learning theory and IT integration 
(such as, Beaver & Moore, 2004; Heinich, Molenda, & Rusell, 2002). Jonassen (2000), 
Moersch (1995), and Wan and Li (2000) classified many categories in a taxonomy of the 
levels of IT application. Moersch’s Seven Levels for IT Integration (1995) has been 
adopted as one of the training materials for IT integration in Taiwan. For partial IT 
applications, Dick (2005) built a range of technology integration ideas in his template. 
Moreover, Hsieh and Chen (2005) identified concerns regarding IT integration which 
include the “necessity of the teaching scene, available apparatus, the timing for 
incorporating technology, and promoting teaching effects”. The above researchers in this 
section discussed that being able to support the fundamental theory to build the models 
for IT integration in music education. 
 
3. IT application in music education 
The application of IT in music education can be traced back to the mid-1950s. Webster 
(2002) mentioned that: 
 

Several forces converged to make some of the very first computer to the 
development of the phonograph; tape recorder, sound reproduction devices, 
and computer hardware, high-level programming languages began to be 
created to help run the mainframe systems. Music educators began to 
experiment with principles of electronic music. (p. 4) 
 

IT applications in music became more and more widely adopted as the time has passed. 
Some books to instruct the IT integration have been published to guide music educator in 
this adoption of IT in their classroom (Berz, 1994; Cain, 2004; Pontiff, 2003; Richmond, 
2002; Savage, 2005; Stevens, 1994). Berz (1994) and Richmond (2002) offered many 
practical usages of IT in education; Cain (2004) and Stevens (1994) classified the IT 
integration as software applications and hardware applications. In this decade, writers 
have considered the use of IT in music composition (Chen, 2006; Cheung, 2005; 
Jennings, 2003; Reese & Hickey, 1999; Wiggins, 2002), accompaniment (Brittin, 2001) 
and other applications (Bauer, Reese, & McAllister, 2003). These sources have provided 
supporting theories to aid in the development of IT integration models. 
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4. Music teacher education/training 
The literature concerned with music teacher education is divided into four categories: 
investigation, teacher education program building, evaluation and analysis, and reports. 
This section has the largest amount of research directly related to my research. This 
category includes surveys of needs, curriculum limitations, pedagogies, and differences in 
music teacher education program (Gruenhagen, 2008; Hammel, 1999; Hancock, 2002; 
Meltzer, 2001; Royse, Akosua Addo, Klinger, Dunbar-Hall, & Campbell, 1999; Siebert, 
2008; Sinclair, 2004). The studies on music teacher education program building were 
focused on new plan creation and evaluation (Dumisa, 1996; Nord, 1998; Ohlenbusch, 
2001; Patrick, 2007; Smith, 1994). Interestingly, IT also can be integrated into this field 
to complement teacher education programs (Nord, 1998). Researchers (such as, Bauer & 
Daugherty, 2001; Cutietta, 2007; Liske, 1999) investigated the evaluation and analysis of 
music teacher education programs. The reports were intended to describe the 
characteristics of different music teacher education systems (Colwell, 2006; Hammel, 
2003; Karakelle, 2006; Manford, 1983; Masafumi, 2004; Wiggins, 2007). Furthermore, 
researchers who have particularly focused on music teacher education in Taiwan (Chang, 
1991; Chen, 2000; Chiang, 1998; Yu, 2007) will be referred. 
 

Discussion 
 

According to the literature overview, the integration of IT plays a positive part in 
education at all levels. The findings also refer to the effective uses for IT integration and 
intensive applications in education, as well as the potential for its use in music education. 
The Taiwanese government has recently initiated a number of projects and provided 
funding to promote IT integration in education. The government expects IT to be a great 
benefit to education in Taiwan. 
 
In fact, some researchers have already addressed the partial strategies for IT integration. 
There are still not many music teachers who complement their teaching with IT. Chen 
and Hsieh (2006) identified that in Taiwan, a number of IT systems have been applied to 
various applications like ear training, music theory learning, instrument playing, and 
musical creativity. However, this research presents some different sporadic approaches 
for music education. If a range of some comprehensive IT integration models can be 
introduced to pre-service and in-service music teachers, the instruction with IT will be 
more effective. 
 
The next stage of this research is to gather more details to clarify the past development 
and present situation of IT integration in music education in Taiwan. I will interview the 
official document builders and some expert professors whose are concerned with IT 
integration in music education and music teacher education in universities. These 
interviews will be conducted via a semi-structure questionnaire. Also the IT integration 
courses in the universities mentioned before will be investigated to understand the current 
conditions in this field. 
 
One of the most important purposes of this research study is to construct various IT 
integration models in music education. In order to achieve this target, the expert 
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professors also will be asked about integration strategies to assist and enable the model 
building. In addition, a number of primary school music teachers who completed their 
masters research in IT integration area will be interviewed. It is anticipated that they will 
contribute their academic knowledge and practical experience of model building and IT 
integration. As a result, a range of research methods like grounded theory, historical 
research, survey and interview approaches will be adopted in this qualitative study. 
 

Conclusion 
 

It is my intention in this research to produce a conceptual framework for the integration 
of IT in music education. This will be developed via the literature review, surveys, and 
interviews. There is a good deal of literature that has been considered in this preliminary 
stage and the survey and interview will be conducted in the near future. This information 
will hopefully provide details and insights that will enable me to build the models for IT 
integration in music education in Taiwan. Some potential new knowledge and possible 
applications might influence the government policy developers, teacher education 
institutions, and primary school music teaching. The anticipated outcomes of this 
research study are to make a contribution of IT integration in music education and 
enhance the positive effects on music teaching and learning in Taiwan. 
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Advanced student experiences and perceptions 
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By the time a student has reached an advanced level on a music instrument, it is typically 
the case that they will have had a range of experiences of the music lesson over a number 
of years, be this in the one to one, master class or group lesson formats. Given the lesson 
plays such a significant role in the shaping of each student’s success or otherwise at 
performance on an instrument, these experiences are arguably as critical as the student’s 
own practice and study. Therefore, the music lesson continues to attract attention, be this 
in terms of systematic research (e.g. Rostvall & West 2003, Daniel 2004, 2008), advice 
and direction for the teacher (e.g. Colwell & Goolsby 2002, Baker-Jordan 2003) or most 
recently in terms of the establishment of a code of ethics for what is often referred to as 
“studio music teaching” (Australian Society for Music Education 2008). At the same 
time, and despite the various anecdotal claims supporting the superiority of one to one 
teaching, the educational evidence to support the preference for this format over others is 
yet to be presented. In order to explore this issue further, this paper investigates the 
experiences and perceptions of a sample of advanced music students chosen to attend an 
intensive Winterschool as part of an international music festival in regional Australia. 
The findings identify a number of issues of relevance to not only the higher education 
sector, but to all teachers engaged in the provision of music instrument lessons. 

 
Introduction 

 
The music instrument lesson is a cornerstone of the music education sector 
internationally. With regards to western heritage music, this typically occurs as a one 
to one lesson, resembling the master-apprentice model that was common in the 18th 
and 19th century European tradition (Daniel 2008, Koopman, Smit, de Vugt, Deneer & 
den Ouden 2007). In recent years, the lesson has received increasing focus, be this in 
relation to performance confidence (Liertz 2002, Gill, Murphy and Rickard 2006), 
new models of teaching (Bowman 2001, Daniel 2004, Lebler 2007), relationships 
between lessons and practice (Barry and Hallam 2002, Koopman et al 2007), 
relationships between performance and teaching (Lanskey 2001, Fredrickson 2007), 
or in terms of interactions and methods of instruction within lessons (e.g. Mills 2002, 
Nerland 2002). 
 
In addition, it is certainly the case that in recent times, there has been an increasing 
amount of research which questions and challenges existing models of learning, and 
in particular the master-apprenticeship nature of one to one teaching (e.g. Bowman 
2001, Daniel 2004, McWilliam, Carey, Draper & Lebler 2006, Westerlund 2006, 
Koopman et al 2007, Gaunt 2008). While this recent research has identified issues of 
concern with this approach, e.g. teacher directed rather than student centred learning, 
it remains the primary method of instruction in the majority of higher education 
institutions globally (e.g. Anderson and Ellis 2001, Koopman et al 2007, Gaunt 
2008). 
 
At the same time as an increasing level of concern in relation to existing methods of 
practice, there is evidence of strong efforts to further enhance music instrument 
teaching methods in the Australian context. For example, the Australian Society of 
Music Education recently developed a code of ethics and guidelines for the studio 
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music teacher (Australian Society for Music Education 2008). State bodies that 
represent and create professional development opportunities for many music 
instrument teachers beyond the school or university environment also exist, such as 
the Music Teachers Association of Queensland, although these bodies are neither 
accredited nor regulated. Given these various issues, in combination with the argued 
need to revisit higher education teaching and learning approaches in general (e.g. 
Lambert, Parker and Neary 2007), it is timely to further examine and challenge 
existing perceptions and practices. 
 

Exploring environments for learning a music instrument 
 
In the ‘classical’ or western heritage tradition, the literature reveals that the one to one 
lesson in the private studio dominates the learning and teaching of a music instrument, 
whether this be at pre-tertiary or at tertiary level (e.g. Daniel 2004, Gaunt 2008). What 
is of interest however is the lack of published research (Kennell 2002) that actively 
and systematically explores and/or tests this method, or indeed any other learning 
environments employed by teachers to encourage students to develop skills on a 
music instrument. This is particularly the case at tertiary level, with Gaunt (2008) in 
fact arguing that in relation to the music instrument lesson, “anecdotal evidence is 
plentiful, [yet] there is little research underpinning its practices” (p. 215). That is, in 
relation to advanced students typically studying at a university or conservatorium, 
there is minimal published research that systematically and comprehensively explores 
the nature of, or learning processes and outcomes inherent to, modes other than one to 
one teaching, such as the master class, small group lessons, partner lessons, or a 
student working with two teachers. Further, while there is published research that 
explores for example one to one and group learning at the beginner level (Daniel 
2008), there is no published study to date that comprehensively analyses, compares 
and/or summarises the learning opportunities for advanced students in one to one, 
small group and large group learning situations. This does appear to be changing 
however, with the addition of reports of alternative learning models, such as Bowman 
(2001) who describes a scenario where a vocal student worked with two teachers “in a 
totally open and supportive manner … uncovering insights complementary with but 
different from those of the other” (p. 4). On this occasion, Bowman (2001) describes 
how this particular student in fact gained the highest final recital grade of that year. 
 
 Hence while the literature reveals a number of research studies that explore facets of 
the one to one teaching environment, there is a demonstrated lack of research that 
fully investigates and/or tests a range of different learning environments for advanced 
students. Given the arguments raised by a number of authors about the need for the 
contemporary tertiary music school to respond to global, cultural, educational and 
economic changes (e.g. Liertz 2002, McWilliam et al 2006, Lebler 2007), it is timely 
to explore further existing frameworks for the development of skills on a music 
instrument. Given the complexities associated with this sector and the number of 
participants involved, a pilot study would potentially yield interesting insights into the 
area and provide base line data for further research and investigation. 
 

Exploring learning methods: advanced students at a Winterschool 
 
The researcher was fortunate to have access to a sample of advanced tertiary level 
music students, who were selected to attend a chamber music Winterschool over a 10-
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day period in regional Australia. This sample had arguably experienced many years of 
learning a music instrument; therefore it was considered a timely opportunity to 
explore their experiences and perceptions.  Given the researcher’s direct access to this 
group – as a consequence of being the Director for this Winterschool - it was deemed 
most effective to interview this sample of students given they were to be based in the 
one practice/rehearsal environment for a 10-day period, thereby enabling the 
opportunity to have interviews with as many individuals as possible. Subsequently, 
ethics approval was granted to interview the students and a list of questions was 
developed. 
 
In the event, it became highly problematic to arrange any interviews, as the students 
were intent on attending as many masterclasses, workshops and concerts as there were 
available. Following an initial approach to the students, many of them commented on 
how busy they were and how difficult it would be to find a mutually convenient 
interview time. At the same time, it may have been the case that some students felt 
uncomfortable participating in an interview given the researcher’s role as Director of 
the Winterschool. In the event, several did offer to complete a short questionnaire if it 
were made available. As a consequence, a short questionnaire was developed and the 
relevant paperwork prepared and presented to the cohort of 20 students, the majority 
of whom were studying in a major metropolitan city in Australia. Each agreed to 
either complete and return it prior to departure or post the questionnaire to the 
researcher’s work address. A copy of the questionnaire is provided as Appendix A. 
 
By the end of the Winterschool, a total of fourteen students had completed and 
returned the questionnaire. Shortly after, one additional questionnaire was received in 
the post, thus representing a total of fifteen responses (75% response rate). In terms of 
the data collation and analysis approach adopted, the total set of responses for each 
question were initially grouped, after which each set of responses was examined in 
order to determine consistencies, differences, and any other interesting information to 
emerge. 
 

Results 
 
Of the fifteen respondents, nine were male and six were female. Three respondents 
were under twenty years of age, eleven were between the ages of twenty and twenty-
five years and one was over thirty years of age. Six respondents studied violin, two 
studied viola, four studied piano, two studied cello and one student studied clarinet. 
All of the respondents had recently completed or were in the process of completing 
tertiary studies. The total time the students had spent learning an instrument ranged 
from six to 16.5 years, with an average total time spent in study with teacher input of 
12.1 years. The number of teachers each respondent had studied with ranged from two 
to ten teachers, with an average of 4.3 teachers per student. The time spent with any 
one teacher ranged from six months to ten years, with an average time spent with any 
one teacher of 2.8 years. Table 1 below overviews the influences on students’ teacher 
choice, including an analysis of the influences of their first teacher, final teacher and 
the data relevant to the full sample of 68 teacher choices. 
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Table 1: Influences on teacher choice 
Reason presented for choosing a teacher First teacher 

choice 
Final 
teacher 
choice 

Overall 

Allocated a teacher at learning institution 27% 
(4 responses) 

40% 
(6 responses) 

48% 
(33 
responses) 

Student agreed with/liked teaching approach 
offered or knew of performance reputation 

0% 53% 
(8 responses) 

18% 
(12 
responses) 

Ease of Access: Allocated/taught by parent or 
family friend, teacher lived close by or chosen 
from advertisement 

53% 
(8 responses) 

0% 15% 
(10 
responses) 

Recommended by a friend/teacher/word of mouth 20% 
(3 responses) 

0% 10% 
(7 responses) 

Recommended by previous music teacher 0% 6% 
(1 response) 

9% 
(6 responses) 

 
As Table 1 above evidences in the overall “teacher choice” column, almost half (48%) 
of the respondents’ teachers were in place as a result of an allocation by a particular 
learning institution (school, university etc). An additional 15% of reasons offered for 
the choice of a teacher were non-musical ones, with convenience/practicality (a 
teacher lived close by or was a relative or close friend) cited as the distinguishing 
factor. These two factors (teacher allocation and ease of access) accounted for 80% of 
first teacher choices, with the final 20% made up of recommendations by others 
(friends, non-music teachers etc). While these three factors accounted for all of the 
first teacher choices, they accounted for only 40% of final teacher choices, indicating 
that other factors were of higher significance as students progressed in their 
instrumental study. Over half (53%) of respondents based their final choice of teacher 
on the compatibility of their perceived learning style and the perceived teaching style 
of the new teacher. The data therefore propose that as students reach the final stage(s) 
of their learning, they become more aware of the importance of finding the most 
appropriate teacher for their needs and goals. In relation to the students’ reasons for 
moving on from their teachers, Table 2 presents a summary of the data presented, 
including the influences on leaving the first teacher, final teacher and the full sample 
of reasons for moving on from particular teachers. 
 
Of the 67 reasons presented in total, it is an interesting spread of results that is often 
driven by logistics or natural progression, with 55% of responses overall falling 
within this broad area. There is however a reasonable representation of instances 
where students are seeking a more suitable or advanced teacher, albeit driven by their 
perceptions and not necessarily based on evidence. While there are highlighted 
occurrences, the relative infrequency of changing teachers for pedagogical or learning 
reasons may be a consequence of students’ passivity in the learning process, although 
further research would need to be undertaken to broaden the sample and fully test this 
assumption. Table 3 below summarizes the students’ experiences of various music 
instrument learning environments, with column 1 ordered from top down in terms of 
the most frequent environment to the least. Advantages and disadvantages are 
summarised and presented in relation to each learning environment. Italicised 
comments or figures e.g. (2) relate to comments presented by students who had not 
experienced the environment but who were encouraged to present their perceptions of 
the same. 
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Table 2: Influences on students’ decisions to move from teacher to teacher 
Reason Given for Leaving a Teacher Reason for 

leaving first 
teacher 

Reason for 
change to 
final teacher 
or no further 
teacher 

Overall 

Teacher left teaching institution (resigned, 
retired, passed away, relocated, unable to 
keep student due to limited availability) 

19% 
(3 responses) 

21% 
(3 responses) 

30% 
(20 responses) 

Student moved from the teaching 
institution (e.g. school to school, school to 
university, completed studies, moved 
town or altered travel arrangements) 

38% 
(6 responses) 

36% 
(5 responses) 

25% 
(17 responses) 

Still studying with this teacher 0% n/a 18% 
(12 responses) 

Unhappy with progress/teaching method 
with current teacher – moved to a ‘better’ 
teacher 

38% 
(6 responses) 

21% 
(3 responses) 

16% 
(11 responses) 

A need to move to a different teacher – a 
more advanced one or one who 
specialised in a different instrument (often 
recommended by current teacher) 

6% 
(1 response) 

21% 
(3 responses) 

11% 
(7 responses) 

 
As can be expected and as is evidenced in the literature, the one to one lesson 
dominates learning experiences, regardless of instrument type or level of learning. 
The dominant types of learning are in fact typical of current higher education music 
degrees or courses, with a focus on individual lessons, performance classes and large 
ensemble (e.g. choir or orchestra). The infrequent experience of small group learning 
environments (partner lessons, one student – two teachers, 3-5 students) is indicative 
of a lack of practice in these areas in the current environment. What is particularly 
interesting is the ability of these students to present critical insights into the benefits 
and disadvantages of various learning environments. Certainly, the one to one lesson 
is not sacrosanct and issues of concern are presented by this cohort of learners 
regarding the potential for minimal productivity and/or a high-pressure environment. 
In terms of the students’ perceptions of their most valuable learning experiences, 
Table 4 summarizes the responses below, with the left hand column ordered top down 
in terms of the most frequent response. 
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Table 3: Students’ experiences and perceptions of various music instrument learning environments 
Type of Learning Environment and 

frequency of experience 
Perceptions of key advantages of environment Perceptions of key disadvantages of environment 

One to one lesson 
(private lesson) 
 
Never   A few     Moderately   Quite      Very 
               times       often          often      often 
                                                                  15 
 

You are the sole focus of the teacher (6) 
Focussed attention to detail (6) 
Can create a relationship with teacher; mentoring (4) 
Teacher able to focus on individual weaknesses (3) 
Technical, instrumental development 

Tougher, critical, intense environment (5) 
Less peer driven incentive to work hard (2)  
No context (2), only one opinion offered (1) 
Teacher too attached, can’t change teachers (2), slow 
progress relationship is stressed (2) 
Be prepared or teacher’s time wasted (2) 
Tends to focus on soloist ideals 

Large ensemble 
(e.g. choir, orchestra, band) 
 
Never   A few     Moderately     Quite      Very 
              times        often             often      often 
                 1                1                  2           11 
 

Great training for ensemble players (7) 
Increase knowledge of repertoire/parts (4) 
Learning from others (including different conductors) and 
teamwork (4) 
Enjoyable, especially if you are leading (2) 
Thinking in many layers 
Rhythm 
Ability to learn different parts 
Learn a lot stylistically 

Individual flaws can be overlooked (4) in hands of bad 
conductor (3) 
A lesson can lack good progress (3) 
Others’ bad playing inhibits your own (2) 
Can fake everything and go unnoticed (2) 
Banal, cliché, mediocre performance and comments 
Sometimes a lack of flexibility in the group 
Boring if you’re not leading 

Chamber music lesson 
(group and teacher) 
 
Never   A few    Moderately    Quite      Very 
            times        often             often       often 
                2              3                  7            3  
 

Great for ensemble technique (6) 
Forming a cohesive whole as a group (5) 
Learn phrase/balance as an ensemble (4) 
Working with others (3) 
Tutor can offer musical ideas as they may not play certain 
instruments as opposed to technical ones (2) 

Less useful if teacher doesn’t have good grasp of all 
instruments (7) 
Harsh criticism could hinder playing 
It can often be disrupted by the other students, all must be 
prepared (2) 
Focus is not on individual playing (1) 
Teacher’s ideas conflict with own teacher 

Performance class 
(10+ students in a workshop setting) 
 
Never     A few     Moderately    Quite     Very 
               times        often            often     often 
      2          2                3                 5             3 
 

Gaining performance experience, confidence under pressure 
(6) 
Learning from others (5) 
Motivation to work harder seeing other students perform 
Performance opportunities (2) 
Compare your techniques with others (2) 
Enjoyable, relaxed environment (1) (1) 

Long and boring watching everyone (3) 
Can be led off track from performances, not specialised, 
too many opinions (3) 
Nerves (2) 
Less time spent on individual playing 
Student must be prepared or it can be very embarrassing 
Peers are too scared to be critical 
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Table 3: Advanced students’ experiences of various music instrument learning environments (continued) 
Type of Learning Environment and 
frequency of experience 

Perceptions of key advantages of environment Perceptions of key disadvantages of environment 

Master class 
(student(s), teacher, audience) 
 
Never     A few     Moderately     Quite     Very 
               times        often             often     often 
    1            5               3                   4            2 
 

Much to learn from others (that you might no 
otherwise be involved with) (7) 
Practice performing in front of others (7) 
Technical awareness (3) 
Good pressure environment/motivation (2) 
Very little unless it resembles a 1-1 lesson 
Input general, for all playing purposes 

Can be soul-destroying in hands of wrong person leading, focus on 
‘master’ ego (4) 
Nerves, Pressure (4) 
Not specific enough if one is inexperienced 
Hard to make significant changes in the time 
May be a lot of talking 
Not hands on 

Small group lesson 
(3-5 students of the same instrument in private 
lesson) 
 
Never     A few     Moderately    Quite     Very 
                times        often           often      often 
     5            7                                 1              1 
 

Sharing ideas, peer feedback (3) (1) 
Motivation, more social (2) 
Competition (1) (2) 
Technical awareness 
Some practice at ensemble playing 
Someone to compare yourself to 
Good for young, not-so-good players 

Very little attention on individual playing (5) 
Others don’t take it seriously, cover less material (4) 
Other person could hold you back (3) (1) 
Criticised by your peers and teacher (1) (1) 
Less attention to musical character  
Distraction 

Partner lesson 
(two students with one teacher) 
 
Never     A few     Moderately    Quite     Very 
                times        often            often     often 
  5              9                                     1 
 

Share technical ideas, learn from others (6) 
More fun: duets, sight reading, improvisation (4) 
Competition (1) (2) 
Good environment to learn art of teaching 
Someone to compare yourself to 
Cheap intro to teacher before committing  

Less focus and time on individuals (5) (1) 
Other person could hold you back/you don’t get as far, cover less 
material (3) (1) 
You can be criticised by peers and teacher 
Nerves having to play in front of others 
Competition 

One to two lesson 
(private lesson with two teachers) 
Never     A few     Moderately     Quite     Very 
               times        often             often     often 
12              2              1 
 

Share technical ideas, opinions (3) (6) 
Learning from each others’ flaws 
The other teacher picks up topics the other teacher 
misses 

Confusion if teachers disagree (4) (5) 
Too much information at once 
Too much pressure (1) (1) 

Other experiences In an ensemble - Good way to learn some of the 
professional rehearsal etiquette.  
Choir - good for instrumentalists 
Gigs - Money 

Gigs - Bad playing when you could be practising 
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Table 4: Students’ perceptions of most beneficial learning experiences 

Summary of Responses Justification for Response(s) 
One to one lessons with good 
teachers (7) 

This is not possible to do successfully if only teaching in a group 
situation (2) 
Exciting and Inspiring (2) 
You can discuss a particular issue in depth (2) 
You need to work so you are not embarrassed in front of the 
teacher when you don’t improve (2) 
Forms the majority of my knowledge 
Allows the most development 
A good teacher can tailor their teaching style to suit the 
individual 

Masterclasses (5) Gives you new musical ideas to think about (2) 
More intensity, motivation to improve your playing (2) 
Gets you out of your comfort zone 
Gives you experience of playing in front of others  

A combination of experiences is 
important (4) 

Inspiring, enjoyable, creative, expansive education 
Make the most of everything and take something away from 
every situation 

Performance practice (4) Learn to control nerves 
A good stimulus to work hard 

Orchestral or Chamber Group 
work, but only as an addition to 
one-on-one lessons (4) 

So much to learn – share musical ideas (2) 
Gives me more confidence (2) 
Music experiences don’t become stagnant and monotonous 
Learn how to play and blend with other musicians 

Viewing professional musicians 
perform (3) 

You always learn better when you are excited by what you are 
doing and seeing 
Witnessing inspiring performances encourages me to want to 
improve my playing 

Singing, aural, theory, ear 
development (2) 

No responses presented 

Learning practise techniques, 
building confidence and sound 
development (2) 

Can be applied to anything no matter the repertoire or ensemble 
Develop a good sound and move around instrument with ease 

Changing teachers Gives you new musical ideas to think about 
Learn to listen to your own 
playing 

You are your own best critic 

Setting of goals and timeframes Creates a necessity to work 
Developing aesthetics - technical 
issues do not interest me at all 

Developing my own ‘system’ to be an original musician, so I 
don’t become another replica (like those who don’t question)  

Group lesson Puts pressure on you/motivates you to learn and play better 
Increased confidence to play in front of peers 

 
Given the dominance of experience within the one to one environment, it is not 
surprising that students focus on the one to one situation as being valuable learning, 
albeit it is noted that students refer to “good” one to one teachers. This proposes that 
some students have experienced one to one leaning environments that were not highly 
valued on reflection. What is also very interesting however is the fact that students 
propose a number of benefits that emerge outside this environment, including 
performance practice, peer/other feedback, plus more holistic and/or rounded study 
options e.g. aural/oral and aesthetic skills. The fact that students present a number of 
significant benefits beyond the one to one environment proposes that decisions 
relevant to learning environments for the music instrument need further reflection. 
Finally, students were asked to reflect on what they believe is an ideal world program 
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of study and the role of the music instrument lesson in their future. These responses 
are summarized in Table 5 below. 
 
Table 5: Students’ views on ideal learning program and role of lessons in future 

“Ideal world” program of study for learning a 
music instrument 

Views on role of lessons in future learning 

• Exposure to different learning environments – a 
comprehensive program with variety (7) 

• Some ensemble experience necessary in 
combination with one-on-one lessons. Solo 
repertoire is not enough (5) 

• Individual Focus as the foundation: create a 
program to suit the individual’s needs (4) 

• Find strengths in the student to compensate for 
weaknesses – be honest (2) 

• Ease and enjoyment, Praise (2) 
• A variety of teachers (2) 
• Listen and observe as much as play themselves 
• Start with an excellent teacher (not a poor 

quality teacher just because you are young) 
• Perform as often as possible 
• Suzuki method and reading music skills 
• A balance of one-on-one and group teaching 
• Private lessons and masterclasses with 

professionals 
• It makes little difference what system is used, 

only that students are free to depart from it 
(everything in music is arbitrary as it is an art 
form) 

• Never stop – will continue to learn and 
observe in order to keep developing, lessons 
would become less frequent (8) 

• Hope to continue with lessons from different 
teachers over time (3) 

• Will stop regular lessons when I get a job (2) 
• Will stop regular lessons when I finish my 

degree (2) 
• Won’t stop until I feel I’ve learnt all I can 

from a number of teachers and can take 
absolute control 

• Lessons stopped being lessons a long time 
ago and have transfigured into a mentoring 
relationship emphasising self-expression. 

• All musical experiences will become lessons 
in the future 

• When I feel confident and can play with 
absolute self-criticism that helps me play 
better 

• Will continue unless/until I choose another 
job path 

 

 
What is fascinating from the responses to the ideal world scenario is the fact that 
students refer to a broad, varied and rounded education. There is, naturally, reference 
to the “solo” or one to one focus, however it is clear that there is much more required 
than an explicit or dominant focus on this style of learning. Is this in fact true of 
current practice? Are students provided with a rounded, varied and broad learning 
program? In relation to the role of lessons, it is not surprising that many view them as 
necessary, given the immediate feedback style and individual attention inherent to the 
one to one lesson. 

 
Conclusions and directions 

 
While a small sample and therefore the presentation of definitive statements is 
problematic, this research offers further insights into the current situation for learning 
a music instrument in the western art music or heritage tradition at the advanced level. 
It is potentially a significant pilot study that, with further sampling and investigation, 
would yield a range of significant findings relevant to the sector. The findings are 
certainly of value to researchers in the sector, as they reveal the fact that the one to 
one lesson continues to dominate practice, however, not without some clear issues of 
concern. Given these students are arguably at the final stage of their formal learning, 
it is very interesting that many offer reflective insights relevant to the need for a broad 
and varied learning program. There is clear evidence that learning a music instrument, 
while clearly dependent on teacher direction, is achieved across a range of 
environments and through different activities. Given the arguably limited scope of 
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activities available within the closed one to one environment, this research proposes 
that teachers consider a range of inputs that students argue as required for an ideal 
learning program. Further evidence through additional research of the considerable 
cohort of music students in this category would add weight to these views and give 
even clearer direction for the discipline. 
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Appendix A: Questionnaire – reflections on environments for learning a music 
instrument 
Please complete every section 
A: Some personal details 
1) Gender: male  female   
2) Age: less than 20   20-25  25-30   30+  
3) Major (principal) instrument: ________________________________________ 
4) Current University/School year level:  _______________________________ 
5) If not studying, what is your primary occupation at present? 
____________________________________________________________________ 

B: About teachers 
1) How many teachers have you had since you started? ___________ 
2) What were the main influences on your choice of teachers? (example provided in 
italics) 
Teacher Main influence(s) on choosing this teacher No. years 

with this 
teacher 

Main influence(s) on 
moving on to another 
teacher 

First teacher Parents and the teacher lived down the road 2 Moved town 
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C: About learning environments 
1) Describe and reflect on the types of learning environments you have experienced over the 
years (even if you haven’t experienced an environment, it would be useful to have your views 
on what you think the advantages/disadvantages of each might be): 
 

Type of 
learning 
environment 

How often have you experienced this learning environment 
since you started? 

What do you think 
are the key 
advantages of this 
type of learning 
environment? 

What do you think are 
the key disadvantages of 
this type of learning 
environment? 

One to one 
lesson  
(private 
lesson) 

 
 X           X              X              X           X 
Never       A few        Moderately        Quite          Very 
                  times             often              often           often 

  

One to two 
lesson 
(private lesson 
with two 
teachers) 

 
  X           X              X              X           X 
Never       A few        Moderately        Quite          Very 
                  times             often              often           often 

  

Partner 
lesson 
(two students 
with one 
teacher) 
 

 
  X           X              X              X           X 
Never       A few        Moderately        Quite          Very 
                  times             often              often           often 

  

Small group 
lesson 
(3-5 students 
of the same 
instrument in 
private lesson) 

 
  X           X              X              X           X 
Never       A few        Moderately        Quite          Very 
                  times             often              often           often 

  

Master class 
(student(s), 
teacher, 
audience) 
 

 
  X           X              X              X           X 
Never       A few        Moderately        Quite          Very 
                  times             often              often           often 

  

Chamber 
music lesson 
(group and 
teacher) 
 

 
  X           X              X              X           X 
Never       A few        Moderately        Quite          Very 
                  times             often              often           often 

  

Performance 
class 
(10+ students 
in a workshop 
setting) 
 

 
  X           X              X              X           X 
Never       A few        Moderately        Quite          Very 
                  times             often              often           often 

  

Large 
ensemble 
(e.g. choir, 
orchestra, 
band) 
 

 
  X           X              X              X           X 
Never       A few        Moderately        Quite          Very 
                  times             often              often           often 

  

Other? 
 
 
 

 
  X           X              X              X           X 
Never       A few        Moderately        Quite          Very 
                  times             often              often           often 
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D: Overall Reflections 
 
1) Looking back over the years, what have been your most beneficial 
learning experiences in terms of the development of your music 
instrument skills? 
_______________________________________________________
______________ 
_______________________________________________________
______________ 
_______________________________________________________
______________ 
2) Why do you think they have been most beneficial?  
_______________________________________________________
______________ 
_______________________________________________________
______________ 
_______________________________________________________
______________ 
3) In an ideal world, how would you design a program of study for 
somebody learning a music instrument? How would they learn best 
and in what learning environments? 
_______________________________________________________
______________ 
_______________________________________________________
______________ 
_______________________________________________________
______________ 
4) If you are still having lessons on your instrument, when do you 
think you will stop and why? 
_______________________________________________________
______________ 
_______________________________________________________
______________ 
_______________________________________________________
______________ 
 
Thank you for completing this questionnaire 
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Piano Pedagogy: A preliminary investigation into the benefits and current adoption 
of holistic learning programs for beginner students 

 
Ryan Daniel, James Cook University, Australia 

Julia Bowden, James Cook University, Australia 
 

Teaching the beginner piano student can be an exciting yet daunting process.  A teacher must 
decide what skills and techniques the student should develop and how these will be taught.  
There are countless method books available for teaching the beginner student, yet despite this 
abundance, there is little written that encourages or provides for a holistic learning program. 
Most method books focus on one aspect of the learning (e.g. technique or aural skills) or 
require the teacher to supplement the learning with additional activities.  In order to 
investigate the design and implementation of beginner piano student learning programs, a 
sample of thirteen piano teachers in a regional city was interviewed.  Each teacher was asked 
to describe a typical lesson for their beginner students, the musical skills they found 
important, and whether they used a method book to assist the learning.  The results 
demonstrate that all of the teachers use a method book for their beginner students, and while 
many attempt to provide a holistic program of learning, it is often tokenistic in nature.  The 
skills that teachers believe a beginner student should learn and the structure of their lessons 
predominantly revolves around the development of technique and note reading skills. 

 
Introduction 

 
The private piano lesson is a feature of western society and the teacher has an important 
role, particularly in relation to the beginner student.  While a beginner student’s learning 
is very much dependent on the skills of the teacher, this is not the only requirement, 
indeed the combination of factors that make up the process of learning are complex.  That 
is, efficient and successful learning requires productive practice, family support, effective 
curriculum, good pedagogy and inspiration.  All of these factors together propose that the 
beginner piano lesson is indeed a challenge for the teacher and the student.  Teachers are 
also often faced with time constraints in both preparation and lesson time, as well as the 
added pressure of whether to enter their students in external exams and competitions e.g. 
eisteddfodau.  Given the various challenges, is it possible to create a lesson environment 
that is both holistic in nature and that encourages broad minded and creative musicians?  
Or is this a concept that authors suggest and teachers aspire to but never realistically 
achieve? 
 

Research Aims 
 
This paper aims to investigate the use and benefits of holistic programs for beginner 
students.  Specifically, the aims for the study are: 

 
1. To investigate the literature for existing methods for beginner students; and 
2. To explore the extent to which piano teachers use existing methods or design 

their own. 
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An overview of the literature 
 
There have been many books and articles written on the teaching of the piano, given it 
has been a part of western society for several centuries (Hildebrandt, 1988).  Textbooks, 
journal articles, practical method books and biographies of the great pianists and teachers 
have been written to assist both the teacher and the student.  Many texts are constructed 
around one aspect of the learning process, such as technique (e.g. Cooke, 2001; Fink, 
1992; Fraser, 2003; Harrison, 1982’ Jost, 1974; Taylor, 1979).  Others authors choose to 
focus on and discuss current method books for beginner students, and which aim to 
encourage a wider approach to learning and delivery (Bastien, 1995; Bigler, 1998; Camp, 
1981; Green, 2001; Uszler, Gordon & Smith, 2000). 
 
The music lesson is arguably receiving an increasing focus in the literature and in terms 
of scrutiny.  For example, for many years, the one-on-one lesson was considered by many 
as the only effective way to teach (Daniel, 2008).  Now, the concept of a lesson has 
expanded to include partner lessons, group lessons, master classes and electronic 
keyboard lessons (Baker-Jordan, 2003).  Methods of teaching and lesson content are also 
considered seriously by teachers and efforts are made to provide inspiration for students’ 
learning (Uszler et al.,, 2000).  In the 21st century, there is also recognition of the need to 
further enhance practice, often achieved through representative organizations such as 
Music Teacher Associations or via conferences and workshops. 
 
It is arguable that piano teachers today aim to provide a more holistic learning experience 
than one that focuses on one aspect, for example, technique. Chappell (1999) comments 
on this issue and argues that lessons for beginner students are too readily conducted using 
method books, which are dominated by technique and note-reading development rather 
than holism or creativity.  Indeed in order to allow for a holistic approach, Chappell 
(1999) claims that teachers are often forced away from method books and they have to 
design their own curriculum.  In terms of the concept of holistic learning, many authors 
(e.g. Baker-Jordan, 2003; Camp, 1981; Chappell, 1999; Lockwood, 2001; Lyke, Enoch & 
Haydon, 1996; Pingel, 2003; Rostvall & West, 2001) argue that a student should be 
taught numerous musical aspects simultaneously to increase their understanding and 
musicality.  The number and variety of these musical aspects is however debatable.  For 
example, Lyke, Enoch & Haydon (1996) discuss the importance of an approach that 
combines aural, theory and playing skills, claiming that all “musicianship subjects should 
be started as soon as possible to help students think musically and positively” (p. 25).  
Baker-Jordan (2003) argues that teachers should “coach musicality and encourage 
imagination” (p. 84); she also supports the learning of other aspects such as 
improvisation, harmonisation, transposition and reading chord charts.   
 
It is interesting to consider the strategies that are espoused relevant to the design of a 
learning program for the beginner piano student.  In order to enable the reader to 
overview the various views on and approaches to the design of such programs, Table 1 
presents a summary of published literature of relevance.  The table profiles the areas of 
focus with accompanying comment(s), and rates each text overall using a five-point scale 
in terms of the extent to which they promote and/or encourage a holistic learning 
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program.  In the table, “creative” refers to such areas as improvisation, harmonisation and 
any imaginative/aesthetic activities. 
 

Methodology 
 
As revealed by an analysis of the relevant literature, few authors present a curriculum that 
creates a holistic learning environment for beginner piano students.  Of those that do, 
there is a lack of consensus regarding the most beneficial type of program, hence further 
data gathering is necessary.  While various options were considered in relation to 
obtaining further insights, a decision was made to conduct live interviews with a sample 
of current teachers. While the live interview would be more time consuming than an 
online questionnaire or survey, it was felt this would potentially provide rich data 
relevant to the research and a number of teachers were in the researchers’ location. 
 
A list of teachers was sourced through the researchers’ local branch of the Music 
Teachers Association of Queensland (MTAQ).  As at April 2007, there were 29 piano 
teachers (27 females and 2 males) listed on the MTAQ website (www.mtaq.org.au), 
although it was not known whether they all taught beginner students.  There were another 
four female teachers based in the city and not on the MTAQ list that the researchers knew 
personally hence these were considered as potential interviewees. 
   
It was decided that the interview would be divided into three broad sections: the first 
would profile the teacher, the second explore lesson/curriculum design, and the third 
consider external examinations and teacher professional development.  The first section 
would seek to identify how long the teacher had been teaching for, their influences and 
teaching style.  In section two, questions would relate to the methods and programs that 
were adopted for beginner student lessons.  In the final section, questions were designed 
to explore the role of external exams (e.g. AMEB, Trinity, ANZCA) as well as teachers’ 
professional development strategies. 
 
Following ethics approval, initial contact seeking interviews was very successful and a 
total of thirteen participants agreed to participate in the research.  Of these, nine agreed to 
participate in a live interview while four felt they would provide better data if they were 
afforded the opportunity to write their responses, hence it was deemed appropriate to 
include rather than exclude these teachers1. Each participant was subsequently given a 
pseudonym to ensure anonymity.  The only male participant of the thirteen was given a 
female pseudonym to further ensure his anonymity. 
 
 

Results 
 
Appendix 1 provides a summary of all interviewees’ responses to the questions2.  What 
emerges from an analysis of these responses is the following broad principles: 
 
                                                
1 The same questions were presented to these teachers who agreed to write their responses to each 
2  Some participants gave more than one response for each question. 



 

 104 

• Piano teaching is a flexible profession, with the majority of interviewees currently 
working part time, while it is also a lifelong profession for some; 

• The enjoyment of music and previous teachers are significant motivators and 
influences for teachers in their current practice; 

• The general nature of the environment is argued as either relaxed or strict, hence 
proposing that teachers aim to either instill enjoyment or discipline; 

• Teachers are aware of their own development and change in approach over time; 
• Teachers develop a program of study that is based primarily on a method book, 

however set out to adjust this to the student’s aptitude and development and also 
supplement the method books to aim for a more holistic learning environment; 

 
• Lesson structures are driven by the quality and amount of work presented by the 

student(s); 
• Proficiency in technical facility and literacy are regarded as a high priority, with 

other student-led areas such as critical listening, improvisation and other creative 
skills receiving significantly less focus; and, 

• The relevance and value of external exams varies while there is a general consensus 
that professional development is important for teachers. 

 
In summary, one of the strongest findings is the fact that the majority of these 

teachers acknowledge previous teaching as having a major influence on their current 
practice. An additional key finding is that the data presented does not provide strong 
evidence of either holistic program structures, nor do they discount the intent of various 
teachers to supplement method books with a range of additional and/or diverse learning 
activities. It is clear that the lesson environment is a complex space influenced by a range 
of factors, be these teacher or student driven. This preliminary study certainly opens up a 
number of areas that are very suitable for further research and investigation. 
 

Directions and Implications 
 
As identified both in the literature and in terms of the data gathered, the contemporary 
piano teacher has a range of method books at their disposal, each with its own set of 
differences.  What is common to these however is a basic focus on technique and music 
literacy, with other creative areas receiving significantly less attention.  As a 
consequence, there appears to be a direct link between the content of method books and 
the structure of lessons presented by piano teachers. That is, this preliminary study further 
confirms the fact that many teachers focus primarily on the teaching of technique and 
literacy. At the same time, the piano teachers interviewed were open to the concept of 
holistic learning or at least set out to broaden the learning environment beyond merely 
technical exercises, with the majority including additional material.  Several include 
different elements in their lesson, although the integration of multiple creative elements 
in one lesson was not mentioned.  That is, further research is needed to ascertain the 
extent to which the teachers that do aim for holistic learning teach elements in isolation, 
or integrate the elements to increase musical understanding and form a well-rounded 
program. 
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Given that the majority of students that learn piano will not necessarily become concert 
pianists or even go on to tertiary study, teachers are arguably educating future audiences 
and people with a love of music.  Should the primary goal of a music teacher therefore be 
to encourage and support the forming of creative musicians who seek a lifelong love of 
music?  Is this a better strategy than preparing excellent technicians aimed at high-level 
concert performance? Would either approach necessarily guarantee a successful learning 
experience and a life-long love of music? The concept of holistic learning programs for 
the beginner piano student is a relatively new area of systematic research, therefore, there 
is considerable opportunity for further research in this area.  For instance, it would be 
very useful to broaden the data sample to gain additional insights into the specific details 
of the nature and design of beginner piano student learning programs, or to create and 
trial new programs of learning that seek to establish a different approach to developing 
musical skills. 
 
In general, as teachers, perhaps we could ask ourselves more questions.  What skills do 
we want to teach? What is most important? How much can we fit into a 30-minute 
lesson?  Is 30 minutes enough?  How can we effectively integrate the relevant musical 
elements taught to the student?  These questions are just some of the many that are 
relevant to the music lesson, a learning environment that is as important to western 
society as it is complex and challenging for those involved. 
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Table 1: Overview of approaches to learning and teaching of the beginner piano student 
Author Year Areas encompassed in text/approach Comments Rating 

Technique Aural Theory History Creative 
Jost 
 
 

1974 Yes No No No No • Focuses heavily on technique 
• Written as a beginner guide, but the subject matter is 

complex 

* 

Taylor 
 
 

1979 Yes Yes Yes Yes 
 

No 
 

• Focuses on technique of the whole body 
• Mentions the importance of aural, theory and history, but 

only for advanced students 

*** 

Camp 
 
 

1981
, 
1982 

Yes Yes Yes Yes Yes • Argues the importance of a holistic program 
• Argues that students develop greater musicality when 

they understand all aspects of the music 

***** 

Harrison 
 
 

1982 Yes Yes No No No • Focuses predominantly on technique 
• Stresses the importance of aural training 
• Stresses the importance for teachers to further their 

learning 

** 

Fink 
 
 

1992 Yes No No Yes No • Focuses on technique 
• Argues that a greater understanding of musical history 

leads to greater musicality in the student 

** 

Bastien 
 
 

1995 Yes No Yes No No • Own method books focus on technique and theory 
• Technique is the dominant aspect 
• In the review of other methods, he does highlight the 

inclusion of aural work 

** 

Lyke, et al. 1996 Yes Yes Yes No No • Argues the importance of a holistic approach 
• No mention of history or other creative elements 

**** 

Bigler 
 
 

1998 Yes Yes No No No • Teaching method equally combines practical and aural 
work 

• Note-reading, theory and history are separate processes 

** 

Chappell 
 
 

1999 Yes Yes Yes Yes Yes • Focuses on a holistic approach 
• Demonstrates the different functions of the hemispheres 

of the brain (left=technique, right=creativity) 
• Argues that method books do not support a holistic 

approach 

***** 

Uszler, et al. 2000 Yes Yes Yes No Yes • Equal focus on technique, aural and theory 
• Argue that students should develop skills simultaneously 

**** 
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Table 1: Overview of approaches to learning and teaching of the beginner piano student (continued) 

Author Year Areas encompassed in text/approach Comments Rating 
Technique Aural Theory History 

 
Creative 

Clohessy 
 
 

2001 Yes Yes No No Yes • Encourages learning practical and aural work together 
• Argues that aural increases musical understanding, but 

doesn’t suggest any further reading for history 

*** 

Cooke 
 
 

2001 Yes No No No No • Focuses on technique 
• Gives a thorough explanation of each technical aspect 

** 

Lockwood 
 
 

2001 Yes Yes Yes Yes Yes • Focuses on a holistic approach 
• Argues the importance of teaching all aspects ‘year 

round’ 

***** 

Rife, Shnek, 
Lauby and 
Lapidus 
 
 

2001 Yes Yes No No Yes • Focus is on performance, rather than the individual 
aspects of technique and aural 

• Argue that students should spend more time playing in 
lessons, rather than listening 

** 

Rostvall and 
West 
 
 

2001 Yes Yes No No Yes • Argues the importance of musicality and creativity 
• While there is no specific mention of theory and 

history, ‘other creative aspects’ are mentioned 

*** 

Baker-
Jordan 
 
 

2003 Yes Yes Yes No Yes • Encourages musicality and imagination 
• Supports the knowledge of extended elements 

(improvisation etc) 
• History is not mentioned in the learning process 

**** 

Fraser 2003 Yes Yes No No No • Predominantly focused on technique 
• Technical aspects are used to improve musicality 
• No mention of aural or history is included in the text 

** 
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Appendix 1: Interview questions and responses 
Question Answer and number of responses 

Profiling the teachers 
1. What inspired you to become a piano teacher? • Enjoy music (9) 

• Asked by a friend (5) 
• Previous teacher (2) 
• Like helping people (2) 
• Extra income (1) 

2. Is private teaching a full-time or part-time 
profession for you? 

• Full-time (4) 
• Part-time (9) 

3. For how many years have you been teaching? • Less than 10 years (3) 
• 10-20 years (2) 
• 20-30 years (5) 
• 30-40 years (2) 
• 40-50 years (1) 

4. What have been the biggest influences on your 
teaching style? 

• Previous teacher (10) 
• Study (3) 
• Professional development (3) 
• Students (2) 
• Own teacher experience (2) 

5. How would you describe your teaching style? • Relaxed (9) 
• Strict (4) 

6. To what extent has your style changed over time? • Change of method books and techniques (6) 
• More relaxed (4) 
• More personal (3) 
• More confident (2) 

7. It is often said that teachers will teach the way 
they were taught.  To what extent, if at all, do you 
believe this to be true? 

• Yes (13) 

8. Over the years, how many beginner students have 
you taught? 

• Ten and under (2) 
• Fifty and under (3) 
• 100 and under (3) 
• 100-200 (2) 
• 200 and over (3) 

Designing Programs 
9. How do you go about designing a program for a 
beginner student? 

• Age and intellectual development (7) 
• Begin a program and adjust as the student 

progresses (6) 
10. Do you use a particular method book for your 
beginner students? 

• Yes (13) 
Alfred (8), John Thompson (6), Bastien (3), Hal 
Leonard (2), Progressive Piano Method (2), Encore 
on Keys (2), Leila Fletcher (1) 

12. If yes, why did you choose this method? • Theory (2) 
• Technique (4) 
• Repertoire (3) 
• Clear, logical layout (4) 
• Method of approach (6) 
• Availability (2) 
• Graphics (3) 
• CD accompaniment (1) 
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Appendix 1: Interview questions and responses (continued) 
Question Answer and number of responses 

13. Do you find this method to be successful? Do 
you supplement the learning with material from 
other sources? 

• Yes (12) 
• Not sure (1) 

14. Describe a typical lesson for your beginner 
students 

• Listen to what the student has practiced.  If the 
pieces are of a satisfactory level, then begin a 
new piece (10) 

• Technical exercises (9) 
• Theory (6) 
• Aural (4) 
• Sight-reading (2) 
• Listening to musical recordings (2) 
• Duets (2) 
• Improvising (1) 

15. What do you believe are the most important 
skills that a beginner student should develop? 

• Good posture and hand shape (7) 
• Sight-read (6) 
• Understand rhythm (6) 
• Technique (5) 
• Enjoy music (4) 
• Aural skills (3) 
• Theory skills (2) 
• Learn independently (2) 
• Listen and be critical of own playing (2) 
• Play from memory (1) 

External Examinations & Professional Development 
16. To what extent do you incorporate external 
exams into your students program? 

• Encourage all students to sit for exams (5) 
• Let students decide (7) 
• Not yet entered a student (1) 

17. What do you believe are the benefits of external 
exams? 

• Gives the student and teacher a goal to strive 
towards  (9) 

• Allows the student to reach a definite level (5) 
• Gives the student an opportunity to perform 

(3) 
• Keeps the teacher motivated in ensuring their 

standards are high (3) 
18. What do you believe are the disadvantages of 
external exams? 

• Not enough repertoire is covered during the 
year (6) 

• Pressure on students (4) 
• Nerves (3) 
• Cost (1) 

19. What methods do you use to keep up to date 
with developments in the teaching profession? 

• Belonging to an association (8) 
• Network with other teachers (6) 
• Degrees/Study (2) 
• Attending concerts (2) 
• Nothing (2) 

20. How would you describe the general standard of 
private music teaching in the region? 

• Good (8) 
• Varied, but getting better (2) 
• Not good (3) 
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Examining personal experiences on pre-service teachers engagement with arts 
education 

 
Susanne Garvis, University of Queensland, Australia 

 
Many beginning generalist teachers are responsible for the delivery of integrated arts 
education as part of their curriculum. This responsibility is dependent on their own beliefs 
about their competence, school context, pressures of the curriculum and benefits of the arts 
for students. These beliefs operate as a key factor in a generative system of human 
competence (Bandura, 1997), leading to the assumption that they are powerful influences on 
the overall teachers' effectiveness with students. Little is known about the impact of personal 
experiences on pre-service teacher beliefs and confidence levels for arts education. Greater 
recognition of confirming and disconfirming experiences that shape teacher engagement with 
the arts is necessary. This paper provides insights into a research project that attempts to 
contribute towards filling this void, in order to improve teacher effectiveness within the arts 
domain in the middle years. It is part of a bigger study exploring beliefs of beginning 
generalist teachers. 
 
This study explores the life stages of 15 generalist pre-service teachers undertaking a 
graduate diploma in education. Each participant's life stage was analysed before being 
compared to their level's of teacher self-efficacy for arts education.  Results indicated that 
negative arts experiences at school and little engagement with the arts during each life stage 
informed teachers' beliefs for their future teaching practice. The study reveals important 
information that informs teacher training and induction programmes about pre-service 
teachers experiences within the arts domain.  

 
Introduction 

 
In the 21st century, societies are increasingly demanding workforces that are creative, 
flexible, adaptable and innovative (UNESCO, 2006). Subsequently, education systems 
are expected to evolve to accommodate these new conditions of a knowledge economy. 
Arts education equips students with these skills, enabling themselves to express and 
critically evaluate ideas, allowing nations to develop the human resources necessary to 
tap their valuable cultural capital (UNESCO, 2006). This means that arts education can 
be considered an essential component of a comprehensive education leading to the full 
development of the individual, ensuring participation in cultural and artistic life 
(Australian Ministerial Council on Education Employment, Training and Youth Affair 
(MCEEYTA), 2005). However, quality arts education requires highly skilled professional 
teachers to achieve quality education (Andrews, 2004). 
 
The inclusion of arts education in the curriculum helps student development, increasing 
the social and intellectual knowledge and skills of students. Research has found that the 
arts can increase multi-cultural understandings (Goldberg, 1997), deepen understandings 
of text (Cecil & Lauritzen, 1994), increase self-esteem and confidence (Harland, Kinder 
& Hartley, 1995), further comprehension of mathematical and scientific concepts 
(Goldberg, 1997) and be a valuable entry point for educating under-achieving students 
(Arnold, 2001). Arts education has also been linked to improved student motivation 
(Mussoline, 1993). 
 



 

112 
 

Many generalist teachers are responsible for the delivery of integrated arts education as 
part of their curriculum. This includes beginning teachers. Within Australia, arts 
education is considered a key learning area endorsed by the Hobart Declaration 
(MCEETYA, 1988) and National Education and the Arts Statement (MCEETYA, 2005). 
It is comprised of music, drama, dance, visual arts and media. Research in Australia 
(Russell-Bowie, 1993; 2004) and around the world (Hennessy, Rolfe & Chedzoy, 2001; 
Smithrim & Upitis, 2001; Upitis, Smithrim & Soren, 1999) however, highlight problems 
of lack of confidence, motivation and knowledge faced by pre-service teachers in 
delivering arts education. 
 
The responsibility of the generalist teacher (for students aged 10-15 years) to engage with 
artistic practice in their classroom is dependent on their own beliefs about school context, 
pressures of the curriculum and benefits of the arts for students. Subsequently, a 
generalist middle years teacher may feel that the arts are enjoyable with social and 
cognitive benefits for students, yet be unconvinced that the learning in the arts is a 
judicious use of teaching time (Oreck, 2001).  This may be reflected by  Russell-Bowie’s 
(2004) findings that the arts are considered the ‘frills’ subjects, equating to being the first 
subjects to leave the timetable if time is short and the first to receive budget cuts (Winner 
& Hetland, 2000; Bresler & Thompson, 2002). 
 
Confidence, motivation and self-knowledge inform a teachers’ belief system. These 
beliefs operate as a key factor in a generative system of human competence (Bandura, 
1997), leading to the assumption that they are powerful influences on the overall 
teachers’ effectiveness with students. They are therefore determined by two key elements 
in making an efficacy judgement, an analysis of the teaching task and its context, and an 
assessment of one’s strengths and weaknesses in terms of the tasks’ demands 
(Tschannen-Moran et al., 1998). According to self-efficacy theory, teachers who do not 
expect to be successful with certain students are likely to put forth less effort in 
preparation and delivery of instruction, and to give up easily at the first sign of difficulty, 
even if they know of strategies that could assist these students if applied. From this 
assumption, self-efficacy beliefs are self-fulfilling prophesies validating beliefs of 
capabilities. Teacher self-efficacy beliefs are raised if a teacher perceives their 
performance in teaching arts education a success, which then contributes to the 
expectations that future performances will also be proficient.  
 
In an investigation of student teachers’ experiences of teaching the arts and the factors 
which influenced their professional development, Hennessy, Rolfe & Chedzoy (2001) 
noted the emergence of confidence as a significant factor in the determination of arts 
engagement. This confirmed Hennessy’s (2000, p.183) earlier study where “feelings of 
confidence were a significant feature in the profile of successful students”, with low 
confidence connected to prior beliefs and experiences, as well as the marginalization of 
the arts curriculum. Moreover, the student teachers appeared most comfortable when they 
could recreate, quite accurately an activity they had previously experienced (Hennessy, 
Rolfe & Chedzoy, 2001). These activities included (Hennesy, Rolfe & Chedzoy, 2001, 
p.68): 
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• Those they had positively experienced as learners themselves (i.e. on the university 
course) 

• Those which allowed them to adapt the task to their own skill level; 
• Those with a clear organizational framework; and 
• Those that reflected their own interests. 
 
From this perspective, these activities seemed to increase confidence because self-
efficacy for these particular tasks were high, with prior experience appearing as a major 
factor contributing to their own self-knowledge of arts education. Greater research of 
prior experiences and their relationships to beliefs will provide a potential basis for future 
guidance for supporting pre-service and beginning teachers engaging with the arts. By 
looking at personal experiences in the arts,  it is possible to advance the understandings of 
how pre-service teachers’ regulate their own beliefs for teaching arts through changes to 
their confidence and actions. This research tries to fill this void, by looking at the impact 
of prior experiences during various life stages on efficacy judgements to teach the arts. 
 

Hypotheses 
 

Based on the theory and research just reviewed, the purpose of this study was to 
recognise important personal experiences of pre-service teachers that impacted their 
beliefs to engage with the arts in their teaching practice. In particular, positive and 
negative previous experience during childhood, high school and university were 
investigated. It is hypothesized that negative experiences with arts education during life 
stages impacts upon future beliefs for arts education engagement, based on the analysis of 
the teaching task and assessment of one’s strengths and weaknesses in terms of the tasks 
demands within arts education. 
 

Methods 

This study examined pre-service teachers’ prior experiences with arts education in 
different life stages to construe if further effectiveness within the arts domain was 
dependent on previous experiences.  15 pre-service teachers currently on their first 
practicum, voluntarily completed a qualitative questionnaire based on their personal 
experiences in each life stage. All were enrolled in the graduate diploma teacher 
education programme for middle years school teaching, in the School of Education within 
the University of Queensland. These participants were between 20 and 45+ years (M=25-
29 years). 10 participants were female and 5 male. All teachers exhibited the same levels 
of limited teaching experience, with minor teaching experiences of English as Second 
Language overseas. 
 
The pre-service teachers were currently based at various schools throughout Queensland 
on their first practical experience. 60% (9) of pre-service teachers were at schools located 
in suburban areas, while 40% (6) of pre-service teachers completed their practicum at 
inner-city schools. 14 were based in a high school, while one pre-service teacher was 
based in a middle school. The classification of schools that students were at was nearly 
even, with 53% at an independent school and 47% at a state school. 13 pre-service 
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teachers reported a specialist in the arts being at their school, while 1 pre-service teacher 
was unsure and 1 pre-service teacher reported no specialist teachers within the arts. 
 
Memory cues as life stages were used to explore personal positive and negative 
experiences with the arts from childhood to the present through the use of ordered recall. 
Working backwards from the present, a successful item is primarily a function of recency 
(Whitten & Leonard, 1981). Moreover, the item recalled acts as a cue for the next item in 
the ordered list (Foddy, 1993).  The six life style cues were; currently, as a pre-service 
teacher on practical experience, as a pre-service teacher in education related courses, as a 
young adult, as a teenager and as a child. Participants were then asked to conclude if 
these experiences had shaped their current beliefs and practices to teach the arts. 
 

Results and Discussion 
 
This study recognised important personal experiences that impacted on beliefs about 
engagement with the arts domain. Based on confidence, motivation and self-knowledge, 
pre-service teachers reflected on the two key elements (analysis of the teaching task and 
its context, and an assessment of one’s strengths and weaknesses in terms of the tasks’ 
demands) when making efficacy judgements.  Three types of pre-service teachers 
emerged; pre-service teachers who would engage with the arts in less confronting ways 
that they had experienced, pre-service teachers who realised that the arts had helped with 
their own development and pre-service teachers who had negative experiences or limited 
exposure to the arts and decided never to engage with the arts in their practice. These 
findings suggest that negative personal experiences during certain life stages and the lack 
of exposure to the arts during teacher training created negative pre-service teacher beliefs 
towards arts education. Each life stage has been discussed below in greater detail. 
 
Life Stage: Current Personal Experiences 
Many pre-service teachers surveyed, appeared to engage with some form of arts during 
their own free time. This included church bands, personal music training, cosplaying, 
drawing and painting. Many concluded however, that even though the arts were 
enjoyable, they would not teach it within the classroom. These activities were for 
personal enjoyment only, with pre-service teachers stating: 

 
I enjoy teaching but it is important that I keep up my own music making e.g. choirs 
and bands, to keep up-to-date and motivated  (Jack1).:  

 
I’m heavily involved in a personal hobby of mine called ‘cosplay’ which in away is 
roleplay. The idea of ‘cosplay’ is to dress up as the character from a movie/ game/ 
cartoon) and portray their personality. I sew some of my costumes by hand or 
machine and it has been a valuable experience where I have been able to gain a lot 
of confidence from. My skills with art and craft comes in handy too with props 
(Sarah). 

 

                                                
1 Pseudonym names have been used at all times. 
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Sarah showed strong beliefs about the impact of personal arts learning on her own 
teaching practice. She made special note of keeping her current arts hobby private, 
worried about the opinion of the public and students toward her: 
 

I believe that limiting students to text book education limits their learning abilities. 
By teaching arts education to students, we open the door to new ideas and enable 
them to think outside the box. Cosplaying is something I’d keep to myself because 
public opinion of it is both good and bad. Some students could look up to me 
because of it, other might look down on me for it. Being an arty farty person 
however, wants me to incorporate craft work, or at least hands on activities in the 
classroom. Because I have experience in the school band/performing arts, I would 
love to volunteer for anything that I can implement my skills into (Sarah). 

 
Sarah later confirmed she would teach the arts, but only in ways that were not 
confronting or daunting. While she enjoyed cosplaying, it would never enter the 
classroom. 

 
Of concern were negative comments made towards the arts by pre-service teachers. Some 
pre-service teachers did not engage with arts in their current lives as they felt it was not 
cost-effective. They felt money, time and resources could be better used elsewhere. These 
remarks were again reflected in their current beliefs of teaching the arts in their 
classroom. 
 

I have no flair for the arts. I have a prejudice that Arts education does not calculate 
cost/benefit in terms of quantitative measurement of output that is not subjective as 
a believe it is (Bill). 

 
On further investigation of Bill, it appeared he has had little exposure to the arts 
throughout his entire life, based on a hatred of the arts. Bill had a firm belief that he 
would never engage with arts education in his classroom, based on his perceptions of 
calculating the ratio of cost to benefit in terms of effort, motivation and time. It appeared 
his negative prior experiences toward the arts created negative pre-service teacher beliefs 
toward teaching the arts. 
 
Experiences as a pre-service teacher on practical experience 
Many of the pre-service teachers talked about their limited experiences with arts 
education during their current practical experience in schools. Many mentioned that 
teachers did not use or model arts education within their generalist classrooms. One pre-
service teacher asked why and was told by their supervising teacher that the class would 
become too restless and noisy. This suggests that the pre-service teachers were not 
exposed to arts integration within generalist classrooms, especially middle years 
classroom when integration of subjects is encouraged. Subsequently, pre-service teachers 
felt that the arts were not considered important by their supervising teacher. 
 
In a rare case, one pre-service teacher wrote of a positive experience with the arts while 
on practical experience with their supervising teacher: 
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I went to a great music and arts school, where I was able to really hone my teaching 
craft. My supervising teacher was really supportive of integration (Jack). 
 

This positive experience mentioned by the pre-service teachers suggests the school was 
dedicated to engaging with the arts for all students. The pre-service teacher recognised 
this dedication from the school and supervising teacher and was able to improve their 
teaching craft of the arts accordingly. However, this pre-service teacher also concluded 
that not all school’s value the arts. He would only teach the arts if the school supported 
the arts. His beliefs toward the arts were based upon future school contexts. 
 
Experiences as a pre-service teacher in education related courses 
Most of the pre-service teachers surveyed did not engage with arts education theory or 
practice in their education related courses at university. This was largely because of the 
time restraint within the one year course where subjects are often combined. As one 
student summed up their experiences in pre-service teacher education: 
 

I have found that the majority of information presented in [my] uni[versity] course 
is fairly impractical and not realistic to my experience in schools so far. It would 
have been nice to learn at least something about the arts. It would have given me 
more confidence to teach it. (Lucy). 
 

Experiences as a young adult 
Reflecting on experiences as a young adult, many of the pre-service teachers talked about 
their enjoyment in pursuing the arts. This appeared largely within the music domain with 
engagement in musical groups, experimenting with music and listening and attending 
musical events such as concerts. Pre-service teachers enjoyed participating in musical 
groups at church, at work and in their personal life. To a lesser extent, some pre-service 
teachers enjoyed engaging with art and photography, with an interest in aesthetic beauty.  

 
Only 2 pre-service teachers wrote they did not engage with arts as a young adult. One 
pre-service teacher explained his answer mentioning negative feelings of self-indulgence 
towards stereotypes of artists: 
 

No interest in the arts. [I have] some disgust with the world of self-congratulation 
of arty types when in my opinion their efforts had no little value on the discipline 
(Bill). 
 

This teacher later confirmed he would never teach arts education in his classroom based 
on this belief and experience with the arts profession. He further felt that self-indulgence 
should not be taught within the classroom. 
 
Experiences as a teenager 
During the teenage years, many pre-service teachers talked about being unsupported 
when undertaking arts subjects at high school. High school arts experiences were 



 

117 
 

expressed with hatred, gloom and fear. In particular, these pre-service teachers talked 
about the unprofessionalism of some teachers towards their own ability: 
 

Music teachers [were] terrible-they focussed on 2 or 3 kids with talent and ignored 
the rest for entire year. (Tom). 
 
As a teenager I did art and found my 2 arts (MYS) teachers to be quite unsupportive 
to the difficulty I had. I was quite challenged in Arts and found teachers quite 
critical (Kim). 

 
These pre-service teachers had negative experiences with specialist arts teachers and later 
discussed this may have influenced their choice not to engage with the arts in their 
teaching practice. They felt the negativity and emotional arousal surrounding the 
experience was too great. This returned every time they considered an efficacy judgement 
to teach the arts. 
 
Pre-service teachers also talked about negative feelings towards arts engagement in their 
personal lives as teenagers. These feelings were caused by a realisation of negative 
societal attitudes towards the arts and the sometimes time-consuming training required 
for arts domains. 
 

 [I] grew less fond of the arts as its seen as a less manly endeavour. (Jack). 
 
I did music and dance- most of the time between ages 12-16 it was a chore. Then I 
got back into it (Lucy). 
 

Jack’s response is not unusual. There is significantly less participation by boys than girls 
in secondary school arts programmes, where music and dance are seen to be ‘feminished’ 
subjects (Roulston & Mills, 2000). Moreover, although girls playing hockey is 
acceptable, boys doing ballet is often seen as surprising (Young, 2001). 
 
After disclosing these negative feelings towards the arts, a small number of pre-service 
teachers talked about re-connecting with the arts in their late teenage years. One pre-
service teacher talked about realising their love of music and the arts with a strong desire 
to reconnect this past enjoyment, despite negative high school experiences. This suggests 
that the arts had a strong impact on student enjoyment and engagement, even when 
negative experiences were encountered during the beginning teenage years. For a 
teenager to return to a previous activity after some time, strong levels of previous positive 
enjoyment must have existed from prior engagement in the primary years. Subsequently, 
this pre-service teacher had positive beliefs toward the teaching of arts, and suggested 
they would teach methods similar to those in primary school for arts enjoyment. For some 
pre-service teachers however, the negative emotional arousal associated with the high 
school experience was too great, informing negative beliefs toward the arts with few 
experiences able to redirect this emotion. 
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Experiences as a child 
The majority of pre-service teachers engaged with some form of arts education during 
their childhood. It was generally considered a ‘golden age’ within arts experiences. Their 
explanations of engagement with the arts was usually delivered with a form of positive or 
negative beliefs. These have been summarised in table 1. Some pre-service teachers 
talked about the positive experiences of being allowed to be creative and expressive 
during childhood. Many of these experiences however were negated with negative 
experiences with the arts during the teenage years. Similarly, pre-service teachers who 
had negative beliefs about the arts during childhood stated they would not engage or 
integrate the arts in their classroom. 
 
Table 1 Positive and negative beliefs about the arts during childhood 

Positive beliefs about the arts during childhood Negative beliefs about the arts during childhood 
I have always enjoyed being creative Drama activities were always scary 
I had some wholesome experiences and lived a very 
natural life in a country town 

Didn’t appreciate it, because of my ignorance 

I had a very rich and supported musical education as 
a child 

There wasn’t much social interaction for creative 
persons 

As a child in primary school I have good memories 
of Arts and crafts- teachers allowed and were 
supportive of individual creativity and expression 
whether it be a picture of a dog that locked more 
like a truck. It did not matter 

I took mime classes but have memories of the 
atmosphere as not being fun and friendly 

 Art was very unstructured drawing and painting, 
weaving 

 Only painting, with little/ no direction, few facilities 
 

The impact of child experiences in the arts is important for educators. If future research 
determines child experiences are the key to future teacher practices within the arts, 
greater understanding of the experience is needed by teachers, parents and children. 
 
Beliefs about these experiences that have shaped their perception to engage with the 
arts 
Pre-service teachers were asked to reflect on their life experiences and how this impacts 
on their engagement with the arts in their teaching practice. Results across the life stages 
suggested limited or negative exposure to the arts informed teachers’ beliefs for their 
future teaching practice. Findings suggested three main categories of pre-service teachers 
emerged; pre-service teachers who would engage with the arts in less confronting ways 
that they had experienced (small group), pre-service teachers who realised that the arts 
had helped with their own development (small group) and pre-service teachers who had 
negative experiences or limited exposure to the arts and decided never to engage with the 
arts in their practice (largest group of participants). Pre-service teachers who wanted to 
teach the arts in less confronting ways concluded: 
 

“I will incorporate arts in the classroom but not in the manners I found confronting. 
Arts can make an otherwise boring task fun (Lilly). 
 

Pre-service teachers reflecting on their own positive development through engagement 
with the arts further suggested: 
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Arts was the majority of my high school subjects, and I really think it was very 
important to both my educational development at school and my university 
education (Mia). 
 
I see great potential in this area especially in regards to the developmental benefits. 
Arts need to be engaged here by all students to be encouraged to continue in it 
(Jack). 
 

This small number of pre-service teachers were more positive towards engaging with the 
arts in their practice. These findings are similar to those made by Russell-Bowie and 
Dowson (2005), that background is clearly related to confidence in teaching the arts. 
They speculate that given that pre-service teachers have little background in the creative 
arts, with little exposure to the arts in pre-service courses, they may graduate with little 
confidence in teaching the arts (Russell-Bowie and Dowson, 2005). 

 
Of concern, were the negative comments expressed by pre-service teachers towards 
engaging with the arts, based on past personal experiences through childhood and the 
teenage years. These included: 
 

I never regained an interest in music because of high school teacher. I enjoy art 
theory in my own time. I would never teach the arts (Tom). 
 

Pre-service teachers with negative personal experiences in their responses were very 
definite about never engaging with arts education in the classroom or integrating arts into 
other subject domains. The emotional arousal associated with the negative experiences 
was too great for some pre-service teachers to overcome. This may be seen to decrease 
motivation, confidence and self-knowledge for the teaching of the arts. Pre-service 
teachers concluded: 
 

I do not engage with arts in the classroom (Nicole). 
 
I would never use arts in science/maths classroom (Alex). 
 
It is difficult to include arts in junior science classrooms (Matt). 
 

These negative assertions may also be dependent on the limited exposure in teacher 
education that generalist teachers may experience within Australia. Without positive 
experiences in teacher education to develop confidence in teaching the arts, negative 
perceptions towards the arts and its’ importance for student development will continue. It 
is not known whether these beliefs towards the arts were formed from personal negative 
experiences or an uneven exposure to the arts during teacher training. What is clear is that 
pre-service teachers re-examine these experiences in evaluating an efficacy judgement to 
carry out the task to teach the arts. 
 
Of specific mention is one pre-service teacher who had limited exposure to the arts 
during childhood but decided to actively engage with the arts in adulthood. This pre-
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service teacher stated that she had grown up in a society that did not appreciate the arts or 
women. The teacher commented about her own teaching practice: 
 

I am inspired to bring out the best in all students and allow them to be individuals 
in their approaches. I wish to encourage a ‘love of learning for life’. I believe the 
arts is beneficial even essential for all ages, but this particular age group needs to 
express themselves rather than just being receivers. I believe the arts has many 
benefits for whole personality development which is occurring very fast during this 
time of life (Amy). 
 

This suggests that positive exposure to the arts in adulthood may instigate positive beliefs 
towards the arts. She had high levels of self-efficacy, based on internal attributions. 
Greater research into this changing of perceptions towards the arts is necessary to provide 
greater insight into the possibilities of encouraging positive beliefs for the arts by all 
teachers. 
 

Limitations of this study 

The main limitation of this study was that fact that all of the data that was collected was 
self-reporting. Actual observations of the pre-service teachers, as well as qualitative data 
in the forms of interviews would have enriched the understanding of the pre-service 
teachers. Labone (2004) and Wheatley (2005) both present compelling arguments for 
greater interpretive methods. Self-selection is another possible limitation of the results for 
this study. It is possible that the pre-service teachers who volunteered for involvement in 
the study were more efficacious then their peers for certain subject areas. 
 

Conclusion 

The results of the present investigation into pre-service teacher experience impacting 
upon arts engagement is important for teacher education and schools. It would appear  
pre-service teachers within this study had little formal arts education training within 
teacher education. Subsequently, many negative beliefs toward the arts prevailed. This 
may lead many beginning teachers, arriving at school with little formal music education, 
and have negative attitudes and low self-esteem in relation to their ability to teach these 
subjects (Russell-Bowie, 1997). Some pre-service teachers appear to pursue the arts in 
their own time. This suggests that even though they may be capable of the task, there may 
be problems that over-ride their instigation with the arts in their teaching practice. Again, 
this may depend on the efficacy judgement made to complete the task, based on the 
emotional arousal associated with the experience. Results indicated that negative arts 
experiences at school and little engagement with the arts during each life stage informed 
teachers' beliefs for their future teaching practice. 
 
Intervention programmes teaching arts education, may be productive in changing beliefs 
in relation to the arts. Positive learning experiences in music have been found to be a 
significant factor in breaking down barriers, changing students’ attitudes, lessening their 
anxiety, giving them confidence and new teaching ideas, and developing their self-esteem 
in relation to teaching each of the subjects in their classroom (Russell-Bowie, 1997). 



 

121 
 

Moreover, these need to be implemented at all stages of teacher development to change 
existing negative or limited experiences. 
 
This research is part of a larger study looking at beginning teacher beliefs for arts 
education in the middle years. Further development and investigation in relation to each 
of the arts areas (visual arts, dance, drama, music and media) seeks to identify beginning 
teacher beliefs on their perceived competence for teaching arts in the middle years. This 
extended project will give teacher educators, administration and policy makers further 
information to assist with planning suitable curriculum, assessment and professional 
development. Moreover, it will create positive arts experiences that beginning teachers 
can draw upon. While it may take ‘a village to raise a child’, it takes a ‘well-rounded 
teacher training programme to raise a teacher to teach the arts’. 
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Appendix 1 Life Stage Experiences 
 

1. Describe your experiences (positive and negative) with the arts: 
 

 Life Stage Description 
a. Currently   

 
b. Within the first months 

of starting teaching 
 

 
c. As a pre-service teacher 

on practical experience 
 

d. As a pre-service teacher 
in education related 
courses 

 

e. As a young adult  
 

f. As a teenager  
 

g. As a child  
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What does quality music education look like? 
 

Kay Hartwig, Griffith University, Australia 
 
 

What does quality teaching in music education look like? What methodology and curriculum 
will achieve this quality?  Wiggins (2001) outlines the goal of music education as a learning 
journey for students to become musically equipped for life after school.  Many music 
educators, past and present have tried to define what constitutes a quality music program and 
what should subsequently be the goals of such a program.  But why do individual teachers 
choose to teach music the way they do? 
 
This paper investigates this statement through the eyes of practising primary music teachers.  
These teachers were involved in an email survey in an attempt to gather data on the 
influences that drive their choices of methodology and to ascertain the effect curriculum 
changes have had on the planning and delivery of their programs.  Do the same 
methodologies function well in different school contexts and with a diverse range of 
learners? 
 
As well, the impact of rapid technological advances over recent times is discussed.  Lines 
(2005) believes that the world of music education is undergoing rapid technological, 
expressive and conceptual change.  Does this change have an impact on what is happening in 
today’s music classroom? 

 
 

Introduction 
 
Change in education, in curriculum, in syllabus design is unavoidable in today’s 
classroom.  Governments and Education Departments are generally responsible for the 
introduction of these changes.  It is then up to the school, its administration and the 
teachers to implement these changes.  Music educators were motivated when the National 
Review into Music Education took place (Pascoe, 2005).  Was this the beginning of a 
renewal and maybe Government funding for music education?  In the time that has 
passed we have seen the introduction of music teacher awards, but unfortunately little 
else has occurred.  We are also hearing discussions on National Curriculums.  Where/how 
will music/the arts be recognised in such a document?  To date music will not be 
represented in either phase 1 or phase 2 of the National Curriculum (www.ncb.org.au).  
All these happenings raise the question – what should quality music education look like 
in the 21st century? 
 
For Queensland music teachers, as well as National initiatives there has been the 
introduction of a new Arts Syllabus (2002) which covered all five strands of the arts: 
music, visual arts, dance, drama and media.  This syllabus was introduced in line with all 
the key learning area documents and supported the outcomes based philosophy for 
students in years 1 to 10.  Just when music teachers were coming to terms with this new 
syllabus, its core content and outcomes, a new document is introduced – The Essential 
Learnings (2008).  This document identifies years 3, 5, 7, and 9 as the key indicators for 
student outcomes.  It contains ways of working and knowledge and understanding as its 
key concepts for teachers to follow and be guided for the teaching of the five strands of 
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the arts.  These headings are common to all key learning areas. Each strand has its own 
descriptors. The Essential Learnings describe what is important for all students to know 
and be able to do for learning in the 21st century. 
 
This paper investigates the thoughts of practising primary music teachers as they identify 
the effect that these changes have had on their planning and delivery of programs in their 
classrooms.  It identifies their choices of methodology and the influences that have driven 
their choices as well as a look at the impact that technology has had on their classroom 
practice.  The teachers also revealed what they believe are the essentials for music 
education in the primary school. 
 

Philosophies and methodologies 
 
There have been many prominent writings that have contributed to the discussion and 
influenced music education. Abeles, Hoffer and Klotman (1994) believe that it is 
important that music be a part of one’s education as it not only serves to unify the 
individual with contemporary culture, but it also gives insight into the cultural practices 
of the past; it enriches life and helps bring beauty into the daily existence of the 
individual. Further writings have included the works of people such as Reimer (1989); 
Swanwick (1988); Elliot (1995).  Music teaching, according to Swanwick, can only be 
effective when the nature of music itself is understood and the development of students 
respected.  Reimer believes the overall aim of music education is to develop every 
student’s capacity to experience and create intrinsically expressive qualities of sounds.  
Elliott believes that using a praxial philosophy to teach children through authentic music 
making should be at the heart of the curriculum.  Then Walker (1990) furthers the debate 
by reminding us that the importance of technology should not be overlooked and in fact 
its use should become mandatory in all classrooms of the 21st century.  He suggests that a 
new music pedagogy utilising digital technology in all its forms is the only way forward. 
 
The predominant methodology used in primary music in most states of Australia is a 
highly skills-based program using the Kodály  philosophy (Choksy, 1974). The Orff 
(http://www.aosa.org) and Dalcroze (http://www.dalcroze.org) philosophies have also 
been to the fore in classroom music programs. 
 
The Kodály philosophy was introduced into the music program in Queensland in the 
1970’s following work done in New South Wales by Doreen Bridges and Deanna 
Hoermann (Bridges, 1979).  The Kodály  influences have continued in Queensland and 
are especially evident in primary schools.  Music syllabus documents up to the 
introduction of the Essential Learnings (2008) have favoured the Kodály  influence.  
Although The Arts Syllabus (2002) is an outcomes based document, the core content 
recognises the Kodály  sequence of musical elements.  Following the introduction of this 
document interviews were held with music teachers (Hartwig & Barton, 2003), and most 
reported that although there was a new syllabus, nothing had changed in their music 
classrooms. 
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Methodology 
 
An email survey was sent to 12 primary music teachers.  This web-based approach is now 
seen as a viable means of gathering survey data (Dillman, 1998). Six of these teachers 
were identified to be early career teachers, and the other six were experienced teachers 
with one teacher having 10 years of teaching experience, whilst the other five had more 
than 20 years of teaching.  All teachers are currently working in a spread of schools 
across the metropolitan area. 
 
Questions: 
1. How many years have you been teaching music? 
2. What music methodologies were studied as part of your preservice training? 
3. Have you done further study in particular methodologies? If yes, please list. 
4. What was the reason/s you decided to do further study/courses? 
5. What methodology/ies do you use in your music teaching at present? 
    Why? 
6. How have changes in the Queensland music syllabus impacted on your music teaching 

especially the Essential Learnings of 2008? 
7. What place does technology play in your music classroom? 
8. What should be included in a good quality music program? 
 

Results 
 
1. Years of music teaching 
6 less than 2 years 
1 10 years 
5 more than 20 years 

Early Career Teachers Experienced Teachers 
2. Preservice training methodologies studied 
1 x Kodály  
2 x None 
3 x Kodály  & Orff 

4 x Kodály  
1 x Orff and Kodály  
1 x Orff/Kodály /Oxford School Music 
Program (South Africa) 

3. Further Study 
2 x KMEIA workshop 
1 x Orff workshop 
3 x No further study 
Too busy just coping with my own 
Teaching. 

2 x KMEIA 
2 x Kodály  & Orff 
1 x Kodály /Orff,Dalcroze 
1 x early years play based learning 

4. Why further study? 
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All teachers indicated that they chose to do further study for their own professional 
development and to expand their knowledge. 
                                        
My study was to broaden my teaching base in all three performing arts and therefore 
did not specialise in any particular method, but rather music, dance and drama as 
interconnected arts. 
 
5. Current methodologies used in music teaching 
1 x of course Kodály  
2 x varies all the time 
     My own methodology 
3 x mixtures of Kodály and Orff 
 

1 x eclectic – a little many things 
depending on the class and context 
1 xKodály and Orff with an  emphasis on 
recorder literacy 
2 x Kodály and Orff 
1 x Kodály  
1 x K & O and contemporary music 
material with drama and dance as a 
large component 

Why these methodologies? 
 
Early career teachers reported  – This is what I know. 
 
Comments from the experienced teachers included the following: 
 I like to be eclectic. 
 
I like the way Orff makes music accessible to all students and encourages them to be 
creative.  I think the sequential Kodály program is an excellent grounding for all 
students.  I think that the ability to read music is best developed through the recorder. 
 
I think [the Kodály sequence] is a logical, sequential approach.  I love that voice is 
the main instrument and the philosophy of ‘music for all’. It works! 
 
In primary I think the Orff and Kodály methods work well with the young children but 
not with the older ones.  
 
6. How have changes impacted on your teaching? 
Early Career teachers reported that this is what we learnt at uni. 
 
Four of the experienced teachers stated that nothing had changed in their music 
classroom. 
 
Others reported: 
I allow time for students to reflect on their experiences – as this is a new emphasis of 
Essential Learnings. 
 
No, too many changes and in 30 minutes in primary school there is not a lot of room 
for movement outside of teaching the basics and behaviour management in the school 
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I am located. 

7. Use of technology 
 
Early career teachers indicated some use in their classrooms – but the use of 
various digital technologies was prominent in their own planning and 
preparation eg Sibelius worksheets, You Tube, downloading and printing of 
music from various internet sources. 
 
The experienced teachers had very minimal use of any technology sources in 
their classroom and also in their own planning. 
One commented  – I don’t need technology, a tuning fork is all I need. 
 
8. What should be included in a quality music program? 
 
The experienced teachers were very keen to comment.  Some of these comments 
included: 
We should just keep the sequences of elements that we have.  This has worked for 
years – why change it? 
I will just keep on doing what I have been doing for years. 
In Queensland we must keep the same Kodály  focus we have been doing. 
The Essential Learnings tell us nothing.  I use the syllabus. 
The sequence we use works. 
 
 

Discussion 
 
Early career teachers virtually following the methodologies and ideas they had received 
in their pre service training.  This is a strong indicator that universities need to be well 
informed and up-to-date with the programs they deliver. 
 
The experienced teachers rely heavily on the Kodály and Orff methodologies in their 
current use and this was also the case in their preservice and further training.  There is 
evidence of these experienced teachers moving into other ideas and ways to deliver music 
programs through their continued professional development however there is a strong 
desire to continue what they have been doing for many years. The use of technology was 
not so prominent in all these primary music teachers.  This I believe was expected given 
the age of the experienced teachers, and their experiences with technologies and the fact 
that they are all primary teachers. I believe that in the secondary arena there is more use 
of technologies in the music classroom.  The experienced teachers were very assertive in 
their views that the sequences of the elements they are currently using should be the basis 
of any quality music program with most favouring the Kodály sequences of music 
elements and concepts. 
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Conclusion 
 
How do we as a state/nation determine the make up of a quality music program that 
provides for today’s child? How do we ensure that we have - 1. quality music education 
and 2. access to music education?  The music educate debate has been brought to the fore 
with the Nation Review but have we been asking these same questions for many years? 
 
John Paynter (1982) over 20 years ago was puzzled that as soon as young people walk 
outside the school gate they are listening to/engaged in music, but they do not like school 
music.  Wooddell (1984, p. 46) also over 20 years ago was challenging music educators 
when she stated that “music education is in desperate need of a curriculum for the artistic 
imagination, an opportunity for individual students to explore themselves and their 
potential in this changing world.”  Wiggins (2001) believes that music instruction should 
empower students with musical understanding so that they can become musically 
proficient and, eventually, musically independent of their teachers.  The debate continues.  
Is it time for music educators to take a stance and be assertive for the need for change or 
we will continue to teach the way we have done for many years. 
 
I believe it is time for renewal.  It is time to learn from the traditions of the past but 
include innovations of today. The question remains - will we as music educators embrace 
the technological age – will we embrace the child of today so that music education at 
school is important, relevant and authentic? 
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Considerations for school singing activities: an integrated pedagogical model 
 

Diane Hughes, Macquarie University, Australia 
 

 
In New South Wales school education, the singing voice has traditionally been an accessible 
instrument for musical learning. The integration of the school singing voice to support 
learning in both musical and non-musical areas currently places school singing in several 
contexts. Recent research identifies various impetuses for and different types of school 
singing activities. Underlying the intentions of and the frameworks in which school singing 
occurs is the premise that all students will sing at some stage during their schooling. It is this 
premise that requires careful consideration in relation to school singing activities. 
 
Voice science and research clearly demonstrate that during the transition from birth to 
adulthood the vocal mechanism of both males and females changes and develops. As such, 
the developmental stages of child and adolescent voices have implications for voice usage, 
vocal care and vocal health. In relation to school singing and embedded within these 
implications are pedagogical concerns including appropriate vocal production, registration, 
tone, range, tessitura and repertoire selection. 
 
Accounting for curriculum directives, pedagogical considerations and recent research 
findings, this paper proposes an innovative integrated pedagogical model for the teaching of 
singing in schools. The paper concludes with implications for teacher training and for 
curriculum development. 

 
Introduction 

 
In New South Wales (NSW) school education, the singing voice has traditionally been an 
accessible instrument for musical learning. School singing may also be an activity for 
integrated learning (NSW Department of Education and Training, Curriculum Support, 
2007). The integration of the school singing voice, supporting learning in both musical 
and non-musical areas, currently places school singing in several contexts. In addition, 
research of child and adolescent voices (Cooksey, 2000a; Cooksey 2000b; Gackle 2000a; 
Gackle 2000b) and the development of voice science in recent decades (Callaghan, 2000, 
p.8) carry further implications for the teaching of school singing. 
 

Pedagogical considerations 
 

Voice science and research clearly demonstrate that during the transition from birth to 
adulthood the vocal mechanism of both males and females changes and develops 
(Thurman & Klitzke, 2000). As such, the developmental stages of child and adolescent 
voices have implications for voice usage, vocal health and vocal care. In relation to 
school singing and embedded within these implications is pedagogical content related to 
vocal technique including appropriate vocal production, registration, tone, range, tessitura 
and repertoire selection. 
 
For the teaching of school singing to achieve optimal proficiency, the developmental 
stages of voices in relation to voice maturation, individual development, vocal health and 
vocal care must be considered. Adolescent voice transition is sometimes described in 
terms of boys’ voices ‘breaking’. The notion of breaking symbolizes destruction, implies 
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that fixing is warranted, embodies negativity and denigrates normal transitory periods of 
vocal growth and development. Cooksey and Welch (1998) suggest “that a concept of 
adolescent singing voice ‘transformation’ or ‘change’ is a more accurate representation of 
the physiological reality” (p.99).  Adolescent female voices are not always recognized as 
undergoing change. However, pre-pubertal girls may develop a mutational chink (Gackle, 
2000b, p.742) at the vocal fold level which results in incomplete vocal fold closure and a 
resultant breathy voiced sound. Adolescent females may also experience limitations 
including a decreased vocal range and the inability to consistently replicate accurate pitch 
(Gackle, 2000b, p.742). As students experience voice changes at an individual level, an 
additional consideration when teaching transitioning voices is that there is no uniformity 
in voice transition (Cooksey & Welch, 1998, pp. 102 - 107). Accounting for this 
individuality, all singing teaching strategies should embody aspects of vocal health and 
vocal care. 
 
In making the distinction between vocal health and vocal care, vocal health is defined as 
the optimum state of voice function where risk factors are eliminated and vocal care is 
defined as the diligent use of the vocal mechanism to maintain optimum vocal health. 
Vocal care strategies should identify and address areas of potential risk. While fostering 
optimum student vocal health and vocal care, it is through the programming of vocal 
exercises, vocal exploration and repertoire suited to stages of vocal development that a 
foundation for singing development is provided. A combination of a variety of vocal 
exercises and repertoire allows vocal colours to be explored and implemented, provides 
opportunities for constructive feedback, and as such aids in musical development and 
student engagement (Langness, 2000). 
 
Accounting for pedagogical considerations, there are additional cogent reasons for their 
inclusion in school singing activities. Use of singing voice, or more aptly misuse of the 
singing voice, may result in vocal damage or limit vocal development musical expression 
and lifelong learning. The singing voice is unlike other musical instruments in that it is 
physically embodied. Singing requires the coordination of the breath mechanism, vocal 
fold vibration, interface of the air stream in the resonating tract and “our 
neuropsychobiological selves” (Thurman & Welch, 2000, p. xxiii). Prior to technological 
advances, vocal pedagogy was based largely on conjecture and oral tradition and in light 
of relatively recent scientific understanding of the voice, it would seem inappropriate to 
continue to base singing teaching on conjecture and oral tradition. Callaghan (2000) 
warns that such an approach may also prove detrimental to vocal health in that it may not 
prevent vocal damage (p.9). If singing pedagogy is grounded in science, it would 
eliminate inaccurate assumptions and “minimize [emphasis in text] the influence of 
human bias” (Thurman & Welch, 2000, p. xxi). 

 
School singing 

 
The incorporation of school singing in interdisciplinary activities means that school 
singing activities support learning in both musical and non-musical areas. It also places 
school singing in several contexts. In a study involving data collected from Sydney 
government primary and secondary school teachers (Hughes, 2007) through a 
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questionnaire survey of N=127 respondents (n=103 primary teachers; n=24 secondary 
teachers) and N=10 interview participants, four principle types of school singing – 
syllabus, ancillary-syllabus, co-syllabus and non-syllabus – were identified (Figure 1). 
Determining the principle types of singing activities was based upon their relationship to 
Board of Studies (BOS) New South Wales (NSW) syllabuses. 

 
The term syllabus singing was used to encapsulate school singing that had a direct 
relationship to the following BOS NSW music syllabuses: 
 
• Creative Arts K-6 Syllabus [Music] (BOS NSW, 2000) 
• Music Years 7-10 Syllabus (BOS NSW, 2003a) 
• Music 1 Stage 6 Syllabus (BOS NSW, 1999a)  
• Music 2 and Music Extension Stage 6 Syllabuses (BOS NSW, 1999b) 
 
Syllabus singing is therefore school singing that is an integral part or a direct 
consequence of BOS NSW music syllabuses. Related in part to the BOS NSW music, 
ancillary-syllabus singing is school singing that occurs outside the context of the music 
classroom and yet is singing that informs singing activities within the music classroom. 
Examples of ancillary-syllabus singing identified in the study were instructional choir 
participation and private studio singing lessons. Types of school singing that related to 
additional NSW BOS syllabuses were identified as co-syllabus singing. Co-syllabus 
singing or school singing that is related in part to one or more BOS NSW syllabuses was 
found to be either thematic singing or supplementary singing. These types of co-syllabus 
singing occurred in respondent primary schools. Thematic singing incorporated singing 
activities into a Key Learning Area (KLA) such as Human Society and Its Environment 
(HSIE) and was used to illustrate a topic; supplementary singing was used as a support 
mechanism to reinforce learning in non-musical areas such as language or mathematics. 
 
Non-syllabus singing was found to be school singing that was not an integral part or a 
direct consequence of any BOS NSW syllabus and occurred in respondent primary and 
secondary schools. At primary level, incidental singing included classroom singing that 
was teacher initiated but was not related to any BOS NSW syllabus such as lesson break 
singing and singing used to focus student attention. Other forms of non-syllabus singing 
included spontaneous singing where school singing was unprompted and naturally 
occurring, and choir singing that was unrelated to BOS NSW syllabuses. 
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Figure 1. Types of school singing 

 
Inequity in school singing 

 
In addition to the types of school singing identified in the study (Hughes, 2007), 
components of and approaches to teaching school singing were determined.  Through 
analysis of teacher descriptions of both formal and informal school singing activities, the 
study revealed that within the broad context of school singing, a range of teaching 
expertise was embodied and a variety of student voice usage evident. The study 
determined that where student singing was relevant and valued, there were opportunities 
for student participation and progression. In contrast, if singing was not viewed as 
relevant or was not valued within the school culture, there were minimal opportunities for 
student participation or for student progression within a “continuum” (BOS NSW, 2000, 
p.5) of learning. School singing activities that were selective and did not engender equity 
in student participation fostered the participation and progression of a minority of 
students. Clearly apparent in the findings was the inequity of singing teaching expertise, 
teaching approaches, teaching content, in the value individual teachers/schools placed on 
school singing activities, in the types of school singing offered and in access to school 
singing activities. 
 
The Creative Arts K-6 Syllabus (BOS NSW, 2000) identifies the voice as being “the most 
accessible sound source” (p.12). Singing is determined as having a “central role in each 
student’s overall musical development” (p.12) and is the vehicle that allows “all students 
to be involved in music making” (p.12). The accessibility of the school singing voice may 
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in itself undervalue the true capabilities of the singing voice and indeed, singing at an 
optimal level.  Ensuring that school singing activities are conducted at an optimal level 
and are equitable for all students requires that teaching school singing include: 
 
• providing students within a continuum of learning – Early Stage 1 to Stage 6 – a 

technical foundation that will enable school singing to be both musically and 
interpretively expressive 

• providing opportunities for school singing activities that are appropriate to various 
stages of vocal development 

• underpinning school singing activities with strategies for student vocal health and 
vocal care 
 

An integrated model for teaching school singing 
 

In what is described as ‘“over crowded’ curriculum pressures experienced in 
contemporary schools” (Australian Government, Federal Department of Education, 
Science and Training, 2005, p.42), an interdisciplinary approach to learning and teaching 
may be implemented. In interdisciplinary approaches, Snyder (2001, p.34) identifies three 
types of curriculum linkage - connection, correlation and integration - and advocates that 
integrated units offer concepts to be explored across disciplines in a “meaningful way” 
(p.36): 

Application and synthesis of ideas from one discipline to another is encouraged, 
leading students to develop deeper understanding and critical thinking through 
comparing and contrasting ideas (p.36).  

 
As school singing is an interdisciplinary activity, the proposed innovative pedagogical 

model (Figure 2) frames school singing in integrated units of work and in doing so 
underpins its integration and development. Incorporating pedagogical considerations, 
redressing issues of inequity in the research findings and establishing compliancy with 
BOS NSW syllabus descriptors, the proposed model integrates the learning and teaching 
of the voice in three Key Learning Areas – Personal Development, Health and Physical 
Education (PDHPE), Science and Music. More specifically the proposed model espouses 
a comprehensive, sequential continuum of study that incorporates primary and secondary 
units of work in PDHPE, secondary Science and primary and secondary Music. It 
includes aspects of voice science and embodies strategies for vocal health and vocal care. 
 
Primary PDHPE subject matter (BOS NSW, 1999c) is to include physical characteristics, 
growth and change (p.10). In primary PDHPE students are to “participate in activities that 
increase their confidence and competence to manage change” (p.10). Stage 1 PDHPE 
outcomes contain identification of individual similarities and differences where students 
“describe different body parts and how the body grows and changes” (p.14). In Stage 2 
PDHPE, students “explore body changes that occur during life, including puberty” (p.15) 
and in Stage 3 PDHPE Knowledge and Understanding Outcomes students are to explain 
and demonstrate “strategies for dealing with life changes” (p.19). By incorporating 
aspects of voice function and vocal development progressively in primary PDHPE units 
of work, students may be afforded an understanding of voice function and individuality 
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of the voice, and offered strategies for dealing with transitioning voices. This would 
underpin sequential instruction in singing technique in Music studies (syllabus singing) 
that at a minimal level contained vocal exploration in Early Stage 1, posture and 
alignment in Stage 1, appropriate use of the breath mechanism in Stage 2 and appropriate 
vocal tone in Stage 3. Such benchmarks could be established as minimum standards or 
outcomes for formal syllabus singing in schools. 

 
Figure 2. Embodying the voice: an innovative model for teaching school singing 

 
The rationale for proposed inclusion of vocal health and vocal care in secondary PDHPE 
is based on the BOS NSW (2003b) outcome 4.7 that states students are to identify “the 
consequences of risk behaviours and describes strategies to minimise harm” (p.28). 
Addressing issues of vocal health and vocal care could be embodied in a specific unit of 
work. Additionally in secondary Science Years 7-10 (2003c), the syllabus states that 
“science provides explanations for a variety of phenomena and enables sense to be made 
of the biological, physical and technological world” (p.8). This would enable a unit of 
study on vocal anatomy and physiology to be included. Secondary Music directives 
would include a sequential development of singing technique that by Stage 6 Elective 
Music, students electing to sing may do so through an embodied approach to singing 
while demonstrating a level of technical fluency. 

 
There is an obligation for all teachers to fulfill syllabus directives and to enable student 
learning. If education is truly provided to all children and adolescents, then all areas of 
education should be equitable and access to skill development should be unbiased.  All 
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school students should have access to learn an embodied approach to singing as presented 
in the proposed integrated pedagogical model, not just a select few or only those students 
deemed to be talented singers. As singing is an expected activity in syllabus music in 
NSW school education beginning in Early Stage 1 (BOS NSW, 2005, p.5), and as 
syllabus music in NSW is mandated as a subject for study by students in Early Stage 1 
through to Stage 4, educators must be responsible for ensuring that students receive 
instruction in how to use their voices and how to care for their voices for optimum results 
to be achieved. 
 

Conclusion 
 
Inherent within recent research findings (Hughes, 2007), and for effective 
implementation of an integrated pedagogical model as presented in this paper, are 
implications for curriculum development, for pre-service and in-service teacher training 
and for the development of teaching resources. The progress of voice science and 
technology in the latter part of the 20th century now means that voice knowledge is no 
longer based on conjecture or on the unseen. It is appropriate that pedagogical models 
reflect these advances, address teacher training and prepare students with skills that re-
embody the school singing voice rather than the disembodied notion of ‘singing’. 
 
For the teaching of school singing to increase in proficiency, there needs to be a paradigm 
shift in the approach to teaching school singing that is beyond the disembodied notion of 
‘singing’ a song. While some may argue that the singing voice is not ready to be a vocal 
instrument until post-puberty, foundational skills and an understanding of the vocal 
mechanism can be instilled at primary level and encouraged at secondary level, which 
may in turn engender a culture of singing. A continuum of learning implies a coherent 
progression of skill acquisition and as singing is currently a music syllabus activity, there 
is a duty for that activity to be conducted within a responsible, integrated and progressive 
teaching program. In an environment where Australian education is moving towards a 
national school curriculum (Gillard, 2008), it is imperative that future syllabuses address 
the pedagogical considerations raised in this paper and consider the implementation of 
the proposed integrated pedagogical model.  
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Aural Comprehension Instruction within Victorian Secondary Music Education 
 

Robert Jacob, Monash University, Australia 
 

This paper examines the context of aural comprehension instruction within Victorian secondary 
education. Specifically, it will discuss the considerable change in the relative importance of aural 
comprehension instruction within the curriculum offered to Year 11 and 12 students (usually turning 
17 and 18 years of age respectively during these years of school) studying music. With the adoption 
of the single certificate Victorian Certificate of Education (VCE) in 1992, aural comprehension 
moved from a somewhat obscure position within the senior secondary music curriculum to a 
position of far greater importance. This change has had considerable and on-going influence on 
classroom practice, not just in senior classrooms, but throughout the secondary school. 

 
Introduction 

 
Pre-VCE 
 
Prior to the introduction of the VCE single certificate in 1992, there were a large number 
of options available to students who wished to study music. In fact, there were many 
options for any student intending to continue in school beyond the compulsory period. 
Historically, the provision of post-compulsory curricula, significantly from the mid-60s, 
had been provided for by technical colleges later called Technical and Further Education 
(TAFE) Colleges, colleges of advanced education and schools (particularly private 
schools). This approach gave rise to a somewhat bewildering array of options with little 
clarity in terms of equivalence and comparison between them. Higher School Certificate 
(HSC) (Group 1), Technical Year 12 Certificate (T12), Tertiary Orientation Program 
(TOP), Schools Year 12 and Tertiary Entrance Certificate (STC, later called HSC Group 
2) and Vocational Orientation Program (VOP) were all originally offered to meet a 
specific need in educational provision, but, by the 1980s and early-1990s, the result of 
this ‘scatter-gun’ provision was a plethora of confusing options for students and parents. 
The HSC was by far the most popular of the post-compulsory options. For example, in 
1989, the figures were: 

 
Figure 1. (VCAB, 1990) 

 
One can easily imagine some of the issues this diverse range of courses produced. 
Certainly, there would have been significant cost associated with administering all of 
these courses and the variety of options must have resulted in confusion to both students 
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and parents. One paradox of the move to a single certificate for Year 11 and 12 at this 
time, was that the increased numbers of students going on to post-compulsory education 
came from more diverse backgrounds and had more diverse aspirations and post-
schooling intentions – and yet, this single certificate was intended to meet all of these 
diverse needs. There is not sufficient space in this paper to deal with the ways in which 
this paradox was dealt with. Suffice to say, one way this matter was addressed was 
through the nature of the curriculum documents that were designed to accommodate quite 
significant levels of school-based decision-making. 
 
Before examining these curriculum offerings, it is important to understand the 
educational and political context in which these changes took place. One of the most 
significant considerations as the VCE was being developed was the issue of retention. 
The goal of providing curricula that were relevant and appealing to a diverse range of 
students was clearly and explicitly stated in a variety of government documents and 
reports in the late-1980s and into the early 1990s – for example (Blackburn 1985; VCAB, 
1987, 1990). 
 
One could easily conclude that having students attend school for a longer period of time 
is in and of itself a thing to be encouraged, but many of the reports and other documents 
identify some of the reasoning for this goal. 
 
It should be noted that the trend of students remaining at school for longer was well 
established before the introduction of the VCE or any of the discussions or reports about 
re-shaping post-compulsory education As noted in the Blackburn report, “this trend of 
increased retention has been pronounced since 1981 and indicates that we are now 
entering a third phase of education in which most students will complete the full 
secondary span” (Blackburn, 1985, p.3); and later in the same report, the author asserts 
that“ it is time to reappraise the post-compulsory years of schooling as they become a 
stage of education in which the great majority of students participates” (ibid.). 
 
In the paper entitled ‘Developing the VCE: Options Paper (VCAB, 1987), the following 
quotation alludes to two of the primary reasons: 
 

The VCE is central to government’s policies in education directed towards 
increasing the proportion of young people who complete twelve years of schooling. 
The government has agreed to support the changes necessary to encourage the great 
majority of young Victorians to complete Year 12, thereby helping to provide the 
foundations of a better educated society and a more flexible, highly skilled and 
productive workforce (p.3). 

 
Developing or encouraging a better educated society would be amongst the goals of any 
liberal education, but aside from broad statements such as this, we should pause at this 
point to briefly examine economic and societal factors that have a bearing on this era of 
reform in education. In her article on the policy context of curriculum reform in Australia 
in the 1980s, Kennedy (1988) argues that this period was a time when “the scope of 
educational concerns was seen to be such that there was some reluctance to accept that 
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professional educators were competent to deal with them” (p. 358).  In 1987, the Federal 
Government released a report (Department of Employment, Education and Training) 
dealing with upper-secondary, post-secondary education and changes in the workforce in 
Australia. One of the significant findings of this report (relevant to the changes in senior 
schooling) was that the Australian workforce was becoming more skilled and, further, 
that this change was considered essential to Australia’s international competitiveness. 
Data also revealed that the young people of Australia were not participating as much as 
might be desirable in this growth area of the Australian workforce (namely, that of the 
skilled worker). These findings echo similar sentiments present in the Ministerial Review 
on Post-compulsory Schooling (Blackburn, 1985). The committee’s report contends that 
“in the face of uncertainty, the best policy is to ensure that as many young people as 
possible have a sufficiently high level of initial educational achievement to possess a 
flexible basis for the acquisition of specific skills, to have some conceptual understanding 
of technology and of productive processes, and to take place confidently as participants in 
the work environment” (p. 4). 
 
Aside from the acknowledgement that the workforce, indeed, the world, is changing and 
education needs to be reformed to accommodate this, there is another more political 
aspect to the context for this educational reform. In his paper considering how labour 
market changes may effect post-compulsory education, Sweet (1988) claimed that one of 
the key demands on post-compulsory education is “to delay young peoples’ entry into the 
labour market and, by the consequent reduction in the fraction of the age group in the 
labour force, to effect a reduction in levels of youth unemployment” (p. 331).  While it 
would be very cynical to suggest that Government was only interested in an ‘on-paper’ 
reduction in the (very high) level of youth unemployment at the time, it would be naive to 
suggest this was not a consideration. 
 
The VCE 

 
With the introduction of the VCE (trialled and implemented between 1988 and 1992), 
education in Victorian secondary schools saw arguably the most significant changes in 
the post-war era. As has been referred to previously, these changes were in part a 
response to the changing face of contemporary society. They were also considered 
necessary and desirable in order to bring some clarity to the most diverse range of 
curriculum options available in Australia. As one examines a period of history in 
educational reform largely through government documents, an issue one needs to be 
aware of, is that these government reports are unlikely to report on failures, problems or 
criticism except perhaps in the context of challenges that have been overcome. It is 
therefore difficult to attain a fair and balanced perspective of how the new course 
structure was accepted by staff, students and parents at the time. 
 
As part of a VCE planning guide (VCAB, 1989), there is a passage dealing with ‘The 
New VCE: Education for the Future’ (p. 1). It states that the changes happening in 
education in Victoria for students in Year 11 and 12 are “directed at providing improved 
educational opportunities for all young Victorians and at ensuring that they are better 
placed to deal with the complexities of contemporary society and the consequences of 
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rapid and far-reaching economic, social and technological change” (p. 1). This consistent 
message in this and other documents makes clear that this was one of the key government 
priorities at this time. 
 
The new VCE program was to provide: clear vocational pathways (through close liaison 
between Victorian Curriculum and Assessment Board (VCAB) and other post-secondary 
education stake-holders), clear expectations (specifically related to work requirements 
providing clear and explicit direction as to what was required to satisfactory complete a 
unit1), comprehensive reporting (notably including a separation between satisfactory 
completion (S) or not satisfactory (N) and levels of achievement) and streamlined 
administrative arrangements (through a reduction in duplication between courses and 
certificates with similar outcomes and consistent administrative requirements for all Year 
11 and 12 programs in Victoria) (VCAB, 1989) (pp. 5-7). 
 
In the new VCE practical music subjects (such as HSC Music A) were replaced by a 
course called Music Craft. The structure of this new study is outlined in the figure (Figure 
2) below. 

  
 
Figure 2. VCE Music Craft 
 
The similarities and differences between Music A and VCE Music Craft are worth 
exploring. One very significant change brought about by the introduction of the VCE 
Music Craft course, was the necessity for there to be a classroom component for students 
who wished to pursue music at senior level. Previously it was possible to undertake HSC 
Music A, and all that was required was a recital (later, with some minor ‘options’ as 
well2). As a secondary student in the late-1980s, I remember that this possibility was 
                                                
1 The term ‘unit’, used here and elsewhere, refers to a one-semester unit of study within the VCE program. 

Unit 1 and 2 subject were usually undertaken in Year 11 and Unit 3 and 4 subjects were usually 
undertaken in Year 12. Gradually, this convention has been diluted as Year 11 students now regularly 
undertake one or two Unit 3 and 4 subjects. 

2 These relatively minor components of the course had the effect of slightly broadened the requirements 
and offered the students and schools some choice in how they were completed. As a student, my ‘option’ 
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attractive to a large number of capable musicians who could pursue this subject as a sixth 
subject in their HSC program. In this way, such students would receive credit towards 
their university entrance mark - the so-called ‘Anderson’ score. This score was “the 
aggregate of the applicant's best four subjects at HSC plus 10 per cent of each other 
subject in which 40 per cent or more was gained” (Kings, 1977). As Champion explains 
(Jacob, 2006), there was always perceived to be link between HSC Music A and the 
AMEB, which was diluted somewhat by the aforementioned introduction of option in the 
HSC. The assessment principle of having a balance between theory and practice in the 
new VCE made a continuation of this kind of subject untenable. 
 
The addition of Unit 3 and Unit 4 Group Performance was a considerable innovation with 
large ramifications for the range of students who could pursue music as a senior school 
subject. After Unit 1 and 2 VCE Music Craft, the study design provided two options for 
students at Unit 3 and 4 Level. One, called Unit 3 and 4 (Selected Program) and later 
called Solo Performance was the choice most closely analogous to the old HSC Music A 
course, with the significant addition of theoretical/classroom components. Students could 
alternatively choose VCE Music Craft Unit 3 and 4 (Group Performance). As the name 
implies, instead of undertaking a solo recital for practical assessment purposes, the 
students had to perform as a member of a group.  This change allowed for student 
musicians from traditions such as Rock and Jazz to pursue music at School as a subject. 
This provision was not widely available prior to the VCE, as, to undertake HSC Music A, 
students had to perform works from a prescribed list of notated (broadly ‘classical’ 
works). It is easy to see that this change was a response to the broad policy of catering for 
increased numbers of students from diverse backgrounds and with diverse aspirations. 
Clearly this initiative made possible the study of music at a senior level to a large number 
of students who otherwise would have been denied access. As one of the goals of this 
curriculum reform was providing curriculum offerings that are relevant, attractive and 
accessible to more students, this was a good step. 
 
As the above figure (Figure 2) makes clear, aural comprehension was a skill that was 
made common to all units. This was a very substantial change from previous music 
curricula. As Helen Champion makes clear in an interview in 2006, “in every unit you 
have music making in some way or other whether it is performance, composition, 
arrangement, improvisation, you have got the study of other peoples works, you’ve got 
some sort of aural, whether it is aural comprehension or listening and responding and you 
have got some form of creation” (Jacob, 2006). While an argument could be mounted to 
say that music creation (such as composition, arrangement and improvisation, but not in 
the sense Champion refers to above) could be a common element to all music studies. It 
would certainly be possible to argue this, however, from the outset, committees looking 
at the new music curriculum were clearly of the opinion that aural comprehension was to 
be a common element. “It is a fact that it is universal, no matter what form of music you 
are doing there is a version of aural that is just for you and you can get it into the shape of 
a common assessment task. It serves the purposes.” Many musicians would be able to 
agree that aural comprehension is common to all forms of music, so, in that sense, the 
                                                                                                                                            

was a recording of my performance in the school Stage Band and, as such, was somewhat similar to the 
current VCE Solo Performance ‘Ensemble Performance’ component of school-assessed coursework 
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decision is prudent. The last comment made in the above quote refers to the committees 
desire to find an element that could serve as a common assessment task in the new 
curriculum. 
 
The change in the place of aural comprehension in senior music curriculum; from a 
position of little or no prominence to a significant and universal component of all 
practical music study, has had a massive impact on what senior music students spend 
their time on in the classroom. It has also had a profound effect on what VCE classroom 
teachers need to focus on in their lessons. Like all change, this was most difficult for the 
teachers who, in many cases would have undertaken little or no aural comprehension skill 
training in their own secondary music education and (all to frequently) at university 
either. My own experience as a graduate teacher my give you some insight into the 
difficulty of this change. As an HSC (VCE) music student at high school, my experience 
of aural comprehension (in any formal sense) was nonexistent. Four years later, after 
completing my training, I was responsible for preparing a group of senior students for an 
aural and written examination requiring high level skills and sound theoretical 
understanding of how the aural components sounded and looked (ie in notation). This 
was a significant challenge and I have no doubt that I made many mistakes. I was very 
fortunate to have intensive and high quality aural comprehension training based on the 
Kodály concept for two years of my university degree (four hours per week) – many 
graduate teachers were not as privileged. 
 
The specific tasks on the annual Aural and Written Examination Common Assessment 
Task (CAT) has been constantly modified and refined from year to year, however the 
following generic list of examination tasks will serve to underscore the level of expertise 
required of the students. The Aural and Written Examination included: 
 
• Ascending and descending interval recognition within an octave; 
• Recognition of chords including Major, Minor, Augmented, Diminished, Diminished 

7th, Minor 7th b5 (or Half-Diminished), Suspended 4th, Dominant 7 and Dominant 
7sus4, Major 7th and Minor 7th;  

• Recognition of diatonic chord progressions (initially including inversions) 
• Transcription of rhythms 
• Recognition of scales and modes in compound and simple meters (sometimes in 

mixed meters) 
 
Some tasks have not survived long, such as questions dealing with Chords built on 2nd 
and 4th intervals, while others have been more recently introduced such as various 
‘Lydian-like’ scale forms (for example ‘Gypsy Minor’ and ‘Algerian’3). 
 
It is not the purpose of this paper to argue the merits or otherwise of either specific 
examinable elements of the aural and written examination, nor is it to discuss at length 
the merits of examining this material in a pen and paper examination. The broad outline 

                                                
3 In describing these scales as ‘Lydian-like’, I am referring to the fact that each of the scales is a modified 
version of another scale with a raised 4th degree. 
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of tasks examined listed above is intended to serve as a guide to those either unfamiliar 
with this area of study within the VCE or who may have only a broad understanding of 
the types of material covered. I think most musicians would agree that the level of 
knowledge and skill required to achieve highly on this examination is considerable and 
presents significant challenge to teachers. 
 

Conclusion 
 
In a context of changes in society and technology that we continue to grapple with and in 
a charged pedagogical and political climate, a single certificate senior curriculum model 
was developed in Victoria in the late 1980s and early 1990s. Of all the changes and 
innovations in this curriculum reform, chief among them were the introduction of a group 
performance option, allowing a broader range of students to pursue senior music within 
school, and the role of aural comprehension in the curriculum and assessment. The 
unified music curriculum offerings within the VCE placed aural comprehension skills in 
a radically prominent position as a skill-set relevant to all practicing musicians. The 
implications of that decision, in terms of pedagogy, resources, teacher training and 
student expectations continue to occupy much of the professional work of VCE Music 
teachers to this day. 
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Exploring creative music making as a vehicle 
for integrated teaching and learning 

 
Dawn Joseph and Catherine Harris-Hart, Deakin University, Australia 
 

The arts have evolved with each society as a means of consolidating cultural and social 
identity and connecting past with future generations (Russell-Bowie, 2006, p3). Situating the 
arts within a broader interdisciplinary curriculum, we believe, allows students to discover and 
explore social issues and their relevance to students’ contemporary lives. We argue that 
creative music making through composition promotes a deeper and more personally relevant 
teaching and learning experience for teacher education students, particularly when situated 
within an interdisciplinary framework. 
 
The challenge for us as teacher educators’ is to prepare pre-service teachers for both 
disciplinary and interdisciplinary learning as is required by the Victorian Essential Learning 
Standards [VELS]. At Deakin University, in the Bachelor of Teaching (Primary/Secondary) 
Degree, the postgraduate unit called Humanities, Societies and Environments; Language and 
Music Education adopts an interdisciplinary pedagogy that encourages students to learn from 
each other, share content knowledge and make links between and across VELS domains. 
 
In this paper we reflect on the possibilities exploring of creative music making to enhance the 
teaching and learning of social education, with particular reference to issues of environmental 
change. Specifically, we reflect on non-music specialist students’ experiences in Semester 1, 
2008 using Jeannie Baker’s book Window (1991) as a platform to deliberate about the impact 
of urbanisation on the environment. Through dramatisation and a sonic environment students 
were able to both further conceptualise issues of social change and their understandings of 
the power of integrating music across other VELS domains. 

 
Integrated and interdisciplinary teaching and learning 

 
Much has been said about the potential of interdisciplinary curricula to transcend 
traditional disciplinary boundaries, provide teachers and students with meaningful and 
authentic learning experiences, and to prepare students for life-long learning (Lake, 1994; 
Davis, 1997; Ellis and Fouts, 2001). Chrysostomou explains that: 
 

One of the first terms that was used to describe interdisciplinary learning was 
‘integration”, which connotes combining, unifying parts into a whole, and 
participating as an equal (2004, p24).  

 
Integrated curriculum can take a variety of forms and various curriculum theorists have 
sought to develop integrated curricula typologies. Fogarty (1991) for example describes 
ten levels of curricula integration (fragmented, connected, nested, sequenced, shared, 
webbed, threaded, integrated, immersed and networked).  
 
Alternately, DeLeo offers the following typology: 
 

Disciplinary: Epistemologies, assumptions, knowledge, skills, methods within the 
boundaries of one discipline (eg. Physics, History). 
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Multidisciplinary: Using the knowledge/understanding of more than one 
discipline (eg. Physics and History; Biology and Architecture) 
 
Interdisciplinary: Using the epistemologies/methods of one discipline within 
another (eg. Biochemistry, Ecophilosophy, Astrophysics) 
 
Transdisciplinary: Focus on an issue such as pollution or hunger both within and 
beyond discipline boundaries with the possibility of new perspectives (2006). 

 
De Leo (2006) also offers the following figure to diagrammatically represent these varied 
curriculum structures:  
 
Figure 1. Varied Curriculum Structures 
 

 
 
This typology provides some clear distinctions for readers. Firstly, it is clear that 
disciplinary curricula are not integrated, rather they are founded on clearly demarcated, 
historically constituted disciplinary boundaries. Secondly, multidisciplinary, 
interdisciplinary and transdisciplinary curricula are all forms of integrated curricula, 
although importantly, the degree to which integration occurs is differential as Figure 1 
clearly demonstrates.  
 
For the purpose of this paper, we contend that interdisciplinary curricula is a form of 
integrated curriculum and as such we use these terms interchangeably whilst 
simultaneously acknowledging that interdisciplinary curriculum “respects the integrity 
and uniqueness of each of the disciplines to be combined” (Campbell and Scott-Kassner, 
1995, p.358). In this sense interdisciplinary teaching and learning can be seen as a 
repackaging and, perhaps, enhancement of discipline based knowledge and not as 
‘integrated’ as transdisciplinary teaching and learning (Kain, 1993). To explain this 
difference Loepp uses of a layer cake versus a marble cake: 
 

the layer cake represents an interdisciplinary approach to curriculum because the 
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boundaries between the disciplines are maintained… while the marble cake is more 
problem based with the various disciplines contributing to the solution of the problem 
(1999). 

 
Proponents of integrated curriculum are critical of disciplinary curriculum structures 
which control and reduce the range of possible discourses about the social objectives of 
education (Lopes & de Macedo, 2006).  Advocates of integrated curricula contend that 
the integration of a number of curricular and instructional elements will greatly benefit 
students because: 
 
• they reduce the fragmentation of knowledge taught in separate subjects; 
• they encourage collaborative planning and problem solving; 
• they place the emphasis upon skills development rather than the coverage of  subject 

matter; 
• they encourage students to search for patterns in, and connections between, ideas; and, 
• they are more conducive to involving students in the curriculum development process 

(Frazer and Rudnitschki, 1995).  
 
Despite these positive attributes, integrated curriculum approaches (which tend to be 
process as opposed to product driven) have historically faced an uphill battle to secure 
legitimacy (Thornton, 2001). Critics of integrated curriculum claim that integrated 
teaching and learning can trivialise knowledge (Mason, 1996), can incorporate random 
samplings of knowledge and territorial specialist knowledge (Barton, 2001 as cited in 
Joseph & White, 2006, p.223), and requires specialist rather than generalist teachers.  
 
In the face of these possibilities and challenges, teacher educators at Deakin University 
have been developing and enacting interdisciplinary curriculum across the first year that 
focuses on the Primary level of a two-year Bachelor of Teaching (Primary/Secondary) 
degree for the last five years as will be outlined below.  
 

The teaching and learning context 
 
The Bachelor of Teaching (Primary/Secondary) degree at Deakin University offers 
students the opportunity to undertake three interdisciplinary Primary units (ECJ411, 
ECJ412 and ECJ413) in the first year of this two-year postgraduate degree. It may be 
argued that an interdisciplinary approach is adopted to emphasise how primary school 
teachers can make meaningful links to improve student learning outcomes. The 
Consortium of National Arts Education Associations (2002) point out “interdisciplinary 
education enables students to identify and apply authentic connections between two or 
more disciplines and/or to understand essential concepts that transcend individual 
disciplines” (p.3). Ellis and Fouts add that integrated education improves high-level 
thinking where learning is less fragmented and students are provided with a more unified 
sense of process and content” (2001, p.24). The possibilities for these units to deeply 
engage teacher education students within and across varied disciplines, and to model a 
range of relevant interdisciplinary pedagogies is significant. 
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This paper reports on two of these units - ECJ411 and ECJ412 - as these units are taught 
simultaneously in Semester 1 of the first year of this degree and integrated to allow for 
innovative learning experiences across Humanities, Societies and Environments [HSE], 
Language, and Music and Dance/Drama Education. In semester 1, 2008, 90 students 
entered the Bachelor of Teaching (Primary/Secondary) degree and completed ECJ411 
and ECJ412, both of which are core units within the Primary year of this degree. These 
units run for six hours a week across a 10 teaching week semester. During the 60 hours 
students engage with these units, they spend 12 hours (four  3 hour sessions) placed at 4 
select schools that have partnerships with Deakin University to gain practical 
experiences, observe, ask questions and reflect on their own teaching philosophy. They 
also attend 10 hours of lectures (ten 1 hour lectures) during which they are provided with 
important theoretical understandings and concepts relevant to each of the disciplines and 
they are encouraged to explore the possibilities for interdisciplinary teaching and learning 
with a particular focus on interdisciplinary pedagogies. The rest of these units (the 
remaining 38 hours) are spent in workshop sessions; 18 hours are discipline based (HSE, 
Literacy and Music/Dance/Drama) and the remaining 20 hours are interdisciplinary in 
nature.  In it important to note that these units focus on the ‘early years’ of Primary 
students – that is teaching students prep-year 4 (students who are approximately 5-10 
years old).  
 
In this paper we report on a 3 hour interdisciplinary Music/HSE workshop that students 
undertook towards the end of the teaching semester. Before doing so, we highlight some 
of the benefits interdisciplinary teaching and learning offers Deakin University teacher 
educators and BTeach Primary/Secondary pre-service teachers.  
 
 
The benefits of interdisciplinary teaching and learning 
 
Interdisciplinary teaching as previously highlighted, allows each contributing discipline 
to maintain disciplinary integrity and expertise whilst simultaneously encouraging the 
exploration of an issue or event through varied disciplinary lenses. Additionally, 
interdisciplinary curricula also provides opportunity for varied pedagogical practice and 
for team teaching.  
 
Previous research (Kutnowski, 2005; White and Joseph, 2006) has recorded the positive 
effects of team teaching on the work of teacher educators. Kutnowski reflecting on his 
experiences of team teaching found that he no longer was a “lone teacher”, he saw 
himself “as part of the continuum of teaching and learning” (2005, p26.). By teaching in 
what he calls a ‘teaching community’ and across subjects he reports that he looked 
forward to sharing with colleagues his enthusiasm and true love for teaching (Kutnowski, 
2005). Tan (2002) points out “team teaching ideally provides students with a wide range 
of challenging and eye-opening viewpoints on a broad subject matter expounded by 
faculty members who are themselves the experts and authorities in their area of 
specialisation” (Joseph & White, 2006, p.2). In this paper we reflect on how one 
discipline can ‘service’ and make connections to another. The ECJ412 unit, models how 
teachers find common links between different key learning areas. By linking what is 
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often perceived at university level as diverse and pedagogically different disciplines, we 
discuss and share their philosophy, content and teaching styles. “This type of discussion 
and team teaching approach across disciplines is actually rare in many Faculties of 
Education in Australian universities” (White and Joseph 2006, p.3). Ellis and Fouts 
(2001, p 24) warns that “experimental research on interdisciplinary curriculum is very 
difficult to conduct and therefore, rather rare”.  
 
Within ECJ411 and ECJ412 members of staff team-teach and also theme teach. Although 
both of us have, over the years, taught in these units, we did not in this instance team-
teach although we did collaboratively plan the Music/HSE workshop and have spent 
significant time critically reflecting on the possibilities and challenges that staff (in this 
instance Catherine as the HSE academic taught this workshop individually) and students 
experienced as a result of engaging in this workshop.  
 

Methodology 
 
We draw on our reflective practice as our methodology for this paper. Jorgensen, Onosko 
and Weir (n.d.) point out that reflective practice has the potential to improve instruction, 
increase collaboration among faculty and promote great success among the increasingly 
diverse students enrolled. Thinking is not new to the domain of teacher practice; deeper 
reflection leads us to new insights and improvements in our practice as we prepare 
students to exist as teacher graduates. As both of us have been part of the teaching team 
since the unit was introduced five years ago we firmly believe in the benefits on 
reflecting on our unit and practice. Phillips, Bain, Mc Naught, Rice, and Tripp (2000) are 
among those who regard reflective practice as a conscious attempt to plan, describe, and 
reflect on the process and outcomes of the action. Like Drummond (2002) we recognise 
that teaching and preparing teachers is both an art and science. Hence we concur with 
Brookfield (1995) and Thiel (1999) that reflective practitioners engage in a continuos 
cycle of self-observation and self-evaluation in order to understand their own actions and 
the reactions they prompt in themselves and in their learners. Working at tertiary level 
Schön (1987) confirms that this does not mean we just contemplate in the ‘ivory tower’ 
rather we make links to each other’s practice and through reflection we aim to improve 
our practice and think about how best to do what we always do (Phillips, et. al 2000). 
Through weekly meetings, the teaching team found the reflective process to be a 
beneficial form of professional development which helped gain a better understanding of 
our individual styles (Ferraro, 2000). Additionally, through an intense process of 
sustained collaborative reflection (which includes the writing of this paper) we have been 
able to better evaluate the possibilities for integrated music and HSE curricula.  
 
In this paper, as reflective practitioners we report on the application of creative music 
making in relation to social issues and its relevance to contemporary society using 
Jeannie Baker’s book Window (1991). By combining these two areas in promoting 
interdisciplinary and critical thinking we contend that students better understand the class 
content with encouragement for social negotiation, they also develop a connection 
between their peers and the ‘gap’ between lecturer and student and between student and 
student is narrowed opening the door for more dialogue to take place between all.  
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Integrating music into the primary curriculum 
 
Much has been written on the potential of the Arts within integrated curricula. According 
to Russell Bowie (2006, p.259) “using the arts to connect with other key learning areas 
[or disciplines] … enhance[s] the learning experiences of children who learn 
kinaesthetically, visually or musically; may help them achieve outcomes in key learning 
areas where previously they have failed and may provide all children with enjoyment and 
motivation”. Whilst ECJ411 and ECJ412 certainly value the importance of the Arts, time 
restrictions and an overcrowded curriculum have meant that the Arts (Dance, Drama, 
Music and Visual Arts) share the same teaching time as Language and HSE (each of 
these three ‘disciplines’ have 30 hours of teaching time across the three interdisciplinary 
units of ECJ411, ECJ412 and ECJ413). This is problematic in that ‘the Arts’ are 
classified as a single discipline when in fact music alone, for example, constitutes a 
singular discipline. In positioning ‘the Arts’ as a single discipline within ECJ411 and 
ECJ412 has meant that each of the four contributing areas of the Arts receives a limited 
amount of teaching time. Specifically, Dance, Drama and Music receive 20 hours of 
teaching time combined. Given the importance of music to student learning, we are 
committed to using the interdisciplinary spaces provides in ECJ411 and ECJ412 to 
encourage the development of students creative music making skills.  
 
Chrysostomou (2004) further explains the problematic nature of music and integrated 
curricula:  
 

In practice, unfortunately, the discipline of music is quite frequently trivialized or 
even distorted when made part of an interdisciplinary effort. Although listening to 
music in the background when studying mathematics or learning a song about 
colors may be interesting methodological approaches for the mathematician or the 
art teacher, they do not constitute an interdisciplinary curriculum. Valuable and 
meaningful knowledge must be promoted in both subjects [disciplines] for 
authentic integration to occur (2004, p25). 

 
Integrating music into the curriculum cannot therefore assume what Bresler (1995) refers 
to as, the subservient approach in which the arts are used to teach other subjects or make 
them more interesting. Rather, Bresler argues there are numerous ways in which music 
can be incorporated into the curriculum. These are: 
 
• The co-equal cognitive approach, in which arts concepts and practices are 

combined in some way with instructional gaols from other disciplines 
• The affective style, in which music and arts are used to create the mood, or 

are seen as an outlet for children’s creativity; and, 
• The social integration approach, in which arts performances are used to 

build school spirit or provide a form of community relations (as cited in 
Chrysostomou, 2004, p25).  

 
It is with this theoretical frame in mind that we developed the integrated Music/HSE 
workshop. This workshop was designed for non-music specialist teachers and underlying 
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this workshop was the imperative that students develop an intensive understanding of the 
concepts and elements of music, and learn how to compose through graphic notation in 
the avant garde style. Before we further explore the Music/HSE workshop it is important 
that we provide the reader with a brief overview of the content students had already 
covered in both Music and HSE.  
 
Music Context 
 
ECJ411 and ECJ412 students undertake two specific music discipline workshops (a total 
of 6 hours) early in these units. In the first workshop they are introduced to the elements 
in music for example tempo, dynamics, timbre, duration and pitch and so forth. At both 
workshops they are taught about graphic notation and composition in the avant grade 
style. Students are also given self-directed readings online and a prescribed book to 
support their understandings of music, composition and integration and interdisciplinary 
teaching and learning. The workshops are all practical hands on where students gain an 
understanding of the elements and then experience and explore it through voice, 
classroom instruments, movement, listening and basic graphic notation. In the second 
workshops they are placed in groups of 6-8 to create soundscapes through body 
percussion, classroom instruments and non-conventional sounds. It is through such 
soundscapes that they experience and explore the elements of music more richly through 
group music making.      
 
HSE Context 
 
ECJ411 and ECJ412 students undertake four specific HSE discipline workshops (a total 
of 12 hours) early in these units. In these discipline specific workshops students explore 
the importance of teaching and learning HSE with specific reference to the Victorian 
Curriculum policy context. Students identify and explore key HSE concepts (historical 
concepts such as time, change, continuity, cause and effect; geographical concepts such 
as spatial patterns and distribution, economic concepts such as supply and demand, needs 
and wants, and civics and citizenship concepts such as rights and responsibilities, values, 
participation). They also make connections between these concepts and relevant teaching 
content (the individual, family and friends, school, local community, State and Nation) 
and relevant global issues (peace, sustainability, global warming, social justice).  
Importantly, these early workshops highlight the relevance of HSE to the development of 
students’ critical thinking skills and to the scaffolding of students’ abilities to be able to 
effectively participate in Australian society.  
 

Discussion: The Music/HSE workshop 
 
ECJ411/412 students undertook a three hour Music/HSE workshop designed to highlight 
the ways in which non-music specialist primary teachers could teach a particular issue (in 
this case the issue of change) from an interdisciplinary perspective incorporating music 
and HSE. The workshop comprised two specific introductory activities. The first was a 
hands-on jigsaw activity where students had to identify a range of percussion instruments, 
research the history of various percussion instruments and map the geographic origins of 
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these instruments. This activity whilst music focused, explicitly addressed key HSE 
concepts such as time and continuity and the geographic concept of spatial association. 
The second introductory activity was a hands-on exploration of percussion instruments 
with emphasis on exploring both conventional and non-conventional sounds. Here 
students realised the opportunities that soundscapes offered across the curriculum when 
theme teaching or integrating across varied learning areas. They explored many of the 
elements learnt in their music workshop especially focusing on timbre and texture using 
various instruments. They also made up many different rhythms using sounds and 
silences to create descriptive program music in relation to the book Window.     
 
As a class, they read Jeannie Baker’s Window (1991). Baker’s book is designed for 
primary school students and contains a series of handcrafted visuals (with no written text 
outside of that included within visuals). It is available in ‘big book’ form and designed 
for class discussion. The purpose of Window is evident when reading the author’s note:  
 

We are changing the face of our world at an alarming and increasing pace. From the 
present rate of destruction, we can estimate that by the year 2020 no wilderness will 
remain on our planet, outside that protected in national parks and reserves. By the 
same years 2020, a quarter of our present plant and animal species will be extinct if 
we continue at the current growing pace of change. Already, at least two species 
become extinct each hour. Our planet is changing before our eyes. However, by 
understanding and changing the way we personally effect the environment, we can 
make a difference (Baker,1991, p.14). 

 
The content of the book focuses on the changes evident in the home environment of one 
boy from his birth to the age of 24. Book excerpts on the following page provide 
examples of the content of the book.  
 

 (Baker, 1991, p.1) 
 



 

156 
 

 (Baker, 1991, p.5) 
 

 (Baker, 1991, p.11) 
 
In small groups of four or five members, students were given the task of developing and 
performing a musical composition to accompany a ‘reading’ of the book. They did not 
have to present a graphic notation composition to the rest of the class to show how their 
composition worked rather they worked that out in their own group and only performed 
the sounds in relation to the book pages they were initially set out as a task. The sound 
scape was avant-garde in that it related to the picture in the book. Students used melodic 
and non-melodic instruments (xylophones, drums, shakers etc) and unconventional 
sounds (electronic, water, paper, etc.) to interpret Window (Baker, 1991). Students were 
encouraged to consider how they would represent the natural and urban environments and 
how their composition would reflect the theme of environmental change. Such an activity 
allowed students to improvise using the instruments to compose. Groups were allocated 
30 minutes to develop their compositions they used graphic symbols to symbolise the 
sounds they wanted to perform. Each group performed their avant-garde composition as 
the book was so-called ‘read’. At the end of the workshop, the class reflected and 
discussed the possibilities for music/HSE integration in the upper primary classroom 
ensued.  
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Conclusion 
 
The purpose of the music/HSE workshop was manifold as it aimed to increase the 
confidence of non-music specialist teacher education students to learn about music per se 
and how it can be integrated in the primary classroom. The workshop demonstrated how 
music can be used as the focal discipline in integrated teaching in the primary classroom 
as students’ explored creative music making in relation to issues in HSE. The workshop 
also served as a discussion point for us to develop future team-teaching opportunities as it 
gave us the opportunity to theorise the process of integrating music/HSE.  
  
Anecdotal student feedback suggests that teacher education students became engaged and 
motivated as well as challenged to open up their minds eye and ear to creative thought 
exploring social issues in Jeannie Baker’s book Window (1991).  Campbell and Scott 
Kassner (1995) identify that there are close relationships between literary, arts and music, 
they further purport that “books stories and poetry can be used as a stimulus for musical 
composition” (p.366). In this instance using Jeannie Baker’s book Window (1991) serves 
as a visual book (there is little written text) that can be told through sounds rather than 
words and serves to describe social issues over time. Such books, comments Lamme 
(1990), or even fairy tales can stimulate student’s creative writing skills or musical 
composition. This was evident in the creative soundscapes students produced and their 
discussions about changes in the environment and in society over time. By integrating the 
arts (music) with Humanities, Societies and Environments and Language it is argued “the 
arts have a unique power to release imagination” (Greene, 1995, p.27) not only at school 
level but at tertiary level where all students for this unit are all on a level playing field.           
 
The workshop provided us with the opportunity to address the ways in which music is 
positioned in integrated learning. Many primary teachers are non-music specialists and do 
not feel competent and confident in teaching music and/or incorporating music into their 
classroom. Many primary teachers therefore consider music education the domain of the 
‘music specialist’. Interestingly, we do not offer in any of our courses a primary music 
specialisation. Consequently, our primary teacher education students’ experience music 
as a watered down curriculum shared with the other performing arts areas (dance and 
drama).  
 
These issues were explicitly embedded into workshop discussions to encourage students 
to consider their orientation to and confidence in teaching music or integrating music 
with other subjects. During class discussions students did report that when they were on 
practicum, many generalist teachers do engage with music in their lessons and also 
integrate music into their lessons. Students therefore became more aware of their 
responsibility as primary teacher to include or use music when they teach. It was most 
promising to see the workshops prove effective as students integrate what they learnt 
from the music workshops into the Music/HSE workshop. Importantly, students found 
working in groups affirming as there was no pressure to perform as a so-called soloist. 
Students also enjoyed the opportunity to be creative and improvise in their group 
compositions. In doing so, students realised the possibilities for effectively integrating 
music in to the primary in the primary classroom in ways that do not position music as 
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subservient to other disciplines. Students were also encouraged to critique the ways in 
which the Music/HSE workshop modelled the varied approaches to music integration 
outlined by Chrysostomou (2004): the co-equal approach, the affective style and the 
social integration approach.  
 
In sum, Russell-Bowie (2006, p3) confirms that the arts have evolved with each society 
as a means of consolidating cultural and social identity and connecting past with future 
generations By situating the arts within a broader interdisciplinary curriculum, we 
believe, this allowed students to discover and explore social issues and their relevance to 
students’ contemporary lives. Within the Bachelor of Teaching (Primary/Secondary) the 
interdisciplinary approach that Chrysostomou (2004) outlines proved an effective way for 
our students to exploring creative music making as a vehicle for integrated teaching and 
learning. Greene argues “we must make the arts central in school curricula because 
encounters with the arts have a unique power to release the imagination” (p.27). By 
promoting an interdisciplinary teaching and learning activity we aimed to promote 
connected learning beyond music and HSE. We wanted out students to engage in 
different disciplines by sharing the difficulties and richness of such possibilities (DeZure, 
n.d.). Newell (1998) reminds us that interdisciplinary learning broadens our context of 
knowledge making links to our discipline base knowledge. This has proved true for our 
students; we ask - does it for you?     
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Recognizing and Celebrating Xhosa Traditional Music in South Africa 
 

Dawn Joseph, Deakin University, Australia 
Alvin Petersen, University of the North West, Potchefstroom, South Africa 

 
The recognition and celebration of Indigenous Knowledge systems (IKS) as a way forward to 
promote democracy and inclusivity continues to be part of South Africa’s nation building 
process. One effective platform for this to take place is through community music making as 
music making in Africa is a way of life. Since democracy in 1994 many initiatives were set 
up to explore and foster traditional music. This paper presents a brief contextualization of 
IKS, identity and community music making. It reports on the a Xhosa music research project 
(2004-2006) as an ethnographic study which is descriptive and interpretive as a holistic 
cultural portrait. Participants in the project included post-graduate music students, 
community culture bearers and academics. Only some significant aspects of the Xhose music 
project at the University of Fort Hare will be reported on. We contextualize the recognition 
and celebration of IKS within the parameters of the music and the culture of the amaMpondo 
within the Xhosa people. The paper specifically focuses on the ritual life of the amaMpondo. 
It also describes the indigenous bow instruments of the Uhadi and Umrhubhe as unique 
examples of South Africa’s traditional music. As this initiative proved a worthy undertaking, 
we challenge whether such a project could strengthen local IKS elsewhere and be a pathway 
for tertiary institutions to engage effectively with local community music practitioners in 
order to prepare students effectively as holistic music educators.  

 
Contextualizing the field 

 
The concept of an African Renaissance emerged in 1994 in South Africa after 
democracy, opening up avenues for the recognition and celebration of Indigenous 
Knowledge systems (IKS) as a way forward to promote democracy and inclusivity as part 
of its nation building. Joseph (2005a, p. 298), points out “one of the major issues 
confronting African philosophers, historians, anthropologists and educators is the 
proposal that African Indigenous Knowledge Systems (AIKS) should become more 
prominent, particularly in a society such as South Africa which has only recently become 
emancipated from a Western-imposed apartheid system and wishes to reclaim its 
indigenous heritage and traditions”. She further suggests that the notion of IKS is 
concerned with knowledge that belongs to and is transmitted by a specific ethnic group 
and is also concerned with common practices that are indigenous to a specific area in 
which a designated population lives. IKS may even be interpreted as “traditional 
knowledge” that is based on cultural identity (Joseph, 2005a, p. 298). In the case of the 
study reported on in this paper, the Xhosa1 people of the Eastern Province, in South 
Africa, were studied as an indigenous community setting.  
 
Before democracy, the notion of ‘West is best’ as a form of knowledge system consumed 
many educational sites. This was particularly evident within the system of apartheid 
education, during which the schools of the oppressed became sites of struggle, emerging 
as they did, as the crucible of change from an autocratic to a democratic political order. 
The rebirth of a new South Africa has opened up doors of learning for all, aiding and 
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abetting the exploration, fostering preservation, promotion and protection of local 
indigenous systems and their musics.  
 
The concept of ‘Musical Arts in Africa’, coined by the Pan African Society for Musical 
Arts Education (PASMAE), is now fast becoming fashionable and imperative as part of 
the transformation of South Africa and one effective way to promote this is through 
community music making. This paper reports on some significant aspects of the Xhosa 
music project at the University of Fort Hare, Eastern Cape Province (South Africa), 
conducted between 2004 and 2006 regarding the amaMpondo people and the Uhadi and 
Umrhubhe instruments. Participants in the project included post-graduate music students, 
community culture bearers and academics. We consider the notion of change, identity, 
cultural practice and community music making of the Xhosa people as an example and a 
way forward to preserve, promote and protect IKS in South Africa. 
 

Theoretical Perspectives 
 

Given that the diversity of musics in Africa and in South Africa is rather context-specific, 
issues related to performance practice and functions are best understood through context-
specific questions such as: “What is the purpose of this music?” As such, the context of 
music-making is integral to musical meaning and cannot be ignored. In the main it may 
be argued that African children are exposed to music long before they start attending 
school, through context-specific social practices. Accordingly, for them the domain of 
music is the community rather than the concert hall. They do not appear to be behind 
those with an upbringing which fosters the concert hall; rather, this communal learning 
through participation is the only way to promote the authenticity of the music whose 
preservation, development and protection are of importance. 
 
Certainly the social interactions which occur in the performance and learning of music 
within community music making and performing underscore the very essence of music as 
a social phenomenon. John Blacking wrote voluminously on this aspect of music, 
particularly in How Musical is Man? (1973) in which he states, inter alia, that “the 
principles of polyrhythm, polymetre and harmonic equivalence had come to symbolize 
Pan African political [and philosophical?] aspirations, epitomizing the interactions of 
individuals in community” (Blacking, 1973, p.16). As part of this social engagement, the 
notion of change, identity and culture are briefly discussed when considering the 
importance of what, who they [the musicians] are, where they live, how they live, what 
they do, the occasions on which they make music, what they select for such occasions 
and why (Nketia, 1988, p.101).    
 
Identity 
 
As part of the change process in South Africa, educators at tertiary level as well as 
teachers in training need to be considered as ‘learners’. Such a perspective of ‘teacher as 
learner’ (Fullan, 1982) gives community music making the opportunity to preserve, 
promote and protect IKS and may be seen as a way forward  in comparison with merely 
dabbling with indigenous music. Rather it provides a deeper experience of other cultures 
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and poses questions regarding how such enculturation affects one’s South African 
identity. Through such deeper understanding of the music studied, like that of the Xhosa 
people, Bumbaco (n.d) claims it shapes who we are and helps mould the image we have 
of ourselves, and what we want others to perceive of us. Hence, we are constantly 
constructing our identity in relation to our heritage and aspirations. In the case of South 
Africa, with eleven official languages, a diversity of ethnicity, religion and culture, it is 
difficult, yet, of vital importance, to create a national form of identity. In the aftermath of 
the 1994 elections, the challenges facing the South African nation seemed 
insurmountable. Soon thereafter, two of the most visible symbols that reflect the ‘new’ 
South Africa were created, the National Anthem and the new flag. Hence, the building of 
identity can be aligned to what Fornäs (1995) calls a life long process rather than a 
product, and it is through our interaction with others that we create and reassess our 
identity, asserts Björck (2000). By providing community music as a valuable aspect to 
change in nation building and in education, we give rise to cultural hybrids whereby 
music is deeply connected to identity and it is within such an understanding of one’s own 
and other music that culture is then viewed as pluralistic (Thorsén, 2002). 
 
Community music making has never been a new concept in Africa. Part of the philosophy 
of music making in Africa is through sharing and participating. “Community Music may 
be thought of  as . . . music teaching-learning interactions and transactions that occur 
‘outside’ traditional music institutions (e.g., university music departments, public 
schools, conservatories) and/or music teaching-learning interactions and transactions that 
operate in relation to traditional institutions” (Elliott & Veblen, 2004).   It is though such 
sharing of knowledge, skills and understandings that music continues to be alive and is 
transmitted through generations. Bebey (1975) contends that African music is created by 
the people and cannot exist without their support. He further states that “the participation 
of whole communities is the only way to guarantee the authenticity of the music whose 
preservation and development is at stake” (Bebey, 1975, p.140). South Africa, like many 
other African states, faces the problem of the HIV/AIDS pandemic, hence cross–
generational IKS is curtailed, leading to a cultural genocide on a hitherto unprecedented 
scale. 
 
Cultural practice in Indigenous Knowledge Systems 
 
As pluralistic societies, South Africa, like Australia, were both outposts of the British 
Empire, deeply steeped in colonialism as the dominant culture, promoting the notion of 
‘West is best’ as practice and hence marginalizing local IKS. Conteh (2003) cites Nieto 
who “defines culture very much in terms of what people do in their daily lives, inevitably 
influenced by historical, economic and political factors. For Nieto, culture is “dynamic, 
multifaceted, embedded in contexts, influenced by social, economic and political factors, 
socially constructed, learned and dialectical” (ibid. p. 5). 
 
Music as a powerful medium serves to engage hands-on activity and/or experience, as 
well as a form of knowledge system as its cultural practice in South Africa. This 
knowledge system can create pathways for dialogue to African indigenous knowledge 
and culture. By involving ‘culture bearers’ from local communities as effective 
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knowledgeable practitioners, it is hoped that students’ musical identity would be 
challenged by such ‘social travelling’ (Palmgren, Löfgren & Bolin, 1992). “Learning 
African music requires an understanding of the cultural system, the creative principles of 
the music and the method by which that music is transferred from one person to another” 
( Joseph, 2005b, p.155). In the case of learning more about Xhosa people through 
community music making, the aural-oral and practical aspects are essential characteristics 
of African music that allow for cross-cultural interchange. In keeping with IKS, (see 
Nuffic, 1999) even though Xhosa music is not documented, but rather holistic in nature, it 
continues to be orally and aurally transmitted. Such a cultural practice in a non–formal 
way interlocks the community and contextualizes them to indigenous areas. A rich part of 
IKS is ancestral worship, practised to this day. The Xhosa peoples continue to include the 
ancestors in their rituals and ceremonies which form part of their cultural practices. 
However, these do vary from place to place.  
 

Background to the project 
 
In 2000 Dr. Ngubane, the then Minister of Arts, Culture, Science and Technology, 
mandated a team of academics and officials from his Ministry to produce a strategic plan 
for indigenous musics of South Africa. The task team2 had as its terms of reference the 
collection, preservation, promotion and protection of South Africa's indigenous musics. 
There are nine provinces in South Africa: in 2003 only three provinces were selected by 
the then Ministry of Arts, Culture, Science and Technology to spearhead the project. The 
music departments of three universities from the three provinces, namely, the University 
of Venda (Northern Province); the University of Zululand (Kwazulu-Natal Province) and 
Fort Hare (Eastern Cape Province) were awarded funds by the Department of Arts and 
Culture to conduct projects in indigenous music and oral history as all three of these 
universities have several aspects in common: 
 
• They are historically black universities with music departments which have strong 

track records in indigenous music research. 
• They are situated in the heart of impoverished communities and most of their students 

come from such communities. 
 
For the project at Fort Hare, partnerships were sought between indigenous musicians, 
senior citizens who had a rich repository of cultural information and the research team on 
the programme. In this way it was possible to draw up a database of those individuals 
who can best be described as living treasures of IKS. The partners of this research project 
at the University of Fort Hare were the Music Department and the National Culture and 
Heritage Studies Centre (NAHECS). 

 
Methodology 

 
The research can best be described as an ethnographic study, which can most clearly be 
characterized by participant observation and a description of a small number of culture 
bearers as informants. According to Creswell (1998), “ethnography is the study of an 
intact cultural or social group based primarily on observations over a prolonged period of 



 

165 
 

time spent by the researcher in the field” (p. 246). Thus, the researchers of the project 
examined the groups observable and learnt patterns of behaviour, customs, and way of 
life, and listen to and recorded the voices of informants, the final product is descriptive 
and interpretive as a holistic cultural portrait of the group (Fouché, 2002). Rubin and 
Barbie (2001) state that “a good ethnographic study will give one an intimate feel for the 
way of life observed by the ethnographer” (p. 391). However, Mark (1996) warns that 
such a report will be influenced by the researcher’s points of view, biases, methods and 
experiences.  
 
For this project, five Bachelor of Music Honours students were invited to participate in 
the study during the period 2004-2006 and were mentored by the task team as researchers 
for this project. The students were all resident in the locale of enquiry and this served as 
an inroad to the local community and their culture. The project consisted of four aspects: 
1. Students and the task team spent 2 weeks in the Ngqoko Village (one of several 

villages), approximately 200 km from East London in the Eastern Cape Province, 
where they learnt aspects of Xhosa music, culture and orality (aspects such as 
poetry; praise poetry, stories and legends). 

2. During their internship the students and the task team kept reflective journals and 
wrote up their findings. This was an important aspect for the students as it formed 
part of their assessment task for the Bachelor of Music Honours degree. 

3. Fieldworkers (students and the task team) produced journal entries, field notes, 
photographs, tape recordings, video recordings and any other evidence of work in 
the field as part of their holistic community music learning experience. 

4. The final phase of the project was an attempt to enter into a database the names of all 
the practitioners of music and oral history and digitally format all audio/visual 
material for further research and publication.  

 
This was deemed important as it constituted the beginnings of an evolving database to 
preserve, promote and protect IKS in South Africa. One of the authors interviewed the 
‘culture bearers’ and recorded their work, as part of crafting a cultural mosaic of the 
Xhosa people. In South Africa, like many other African countries, many of the elders and 
younger generation have fallen victim to AIDS and HIV and associated health conditions. 
Therefore such a study is necessary for the raison d’etre to preserve, promote and protect 
the Xhosa culture.   
 

Findings and Discussion of the amaMpondo 
 

There are many different Xhosa peoples: the amaThembu, the amaMpondo, the  
amaMpondomise, the amaBomvana, the amaMaqwathi, the amaMfengu, the amaXesibe, 
and the amaZizi, to mention a few, interspersed all over the Eastern Cape Province. For 
the purpose of this paper, only a few findings will be discussed in relation to the ritual life 
of the amaMpondo who are regarded as a hegemonic group within the Eastern Cape 
region. The uhadi and the umrhubhe indigenous instruments are considered as unique to 
the Xhosa people. We nevertheless contend that generalizations can also be made about 
the other Xhosa peoples in the province.  
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amaMpondo 
The term amaMpondo is a collective term used to describe a group of Xhosa people 
domiciled in the Eastern Cape Province. The dominant language spoken is Xhosa which 
hails from the Nguni3 language group. These people live in the Ntabankulu district of the 
Eastern Cape.  

Each village group falls under an independent chief who is responsible for his chiefdom. 
Within such chiefdoms, homesteads are inhabited not only by a man, his several wives 
and children, but also by others who have attached themselves to that household. Such a 
practice is evident among indigenous people as they claim to have descended from one 
common ancestor and they regard themselves as extended family belonging to a clan.  
Through such communal living, music making and sharing continues to thrive.      

It is interesting to note that even to this day the possession of cattle continues to give 
social status to the amaMpondo and also serves as a form of payment for a bride (lobola), 
an indigenous practice. The amaMpondo live in round huts, normally on hillsides where 
the temperature is more bearable than in valleys. Dress code varies according to clan; 
age, status and locality.  Amongst their indigenous practices the adults continue to use 
cosmetics (such as fat, red ochre and white clay) for facial decoration and the children 
adorn themselves with white clay for initiation (imbeleko) ritual purposes.   

Ritual Life 
In keeping with a common tradition of African societies, an integral part of the 
amaMpondo is their religious belief system which acknowledges their ancestors. Through 
interview data it became clear that calling on the ancestors is not aligned to worshipping 
them. Rather, they believe that their ancestors’ spirits can be called upon to give advice. 
During such rituals music and dance play important roles and are a significant part of this 
particular cultural practice. According to an interviewee, when calling up an ancestor/s, 
offerings are made (for example, the slaughtering of chicken, goats, sheep and cows) to 
which music and dance are integral. Ancestors are both revered and remembered during 
the key stages of life (birth, marriage, death) and are also called upon for help in the 
events of daily living.  

Another aspect of the amaMpondo ritual practice allied to music and dance as an activity 
is when women potter, weave, sew, carve wood, sculpt, plough and do beadwork. This 
form of communal creativity is a means to economically empower women and can be 
seen as an effective way to protect and promote the Xhosa culture. Such preservation of 
the many craft forms, as well as religious and other cultural practices, also suggests a 
determination on the part of many amaMpondo to retain elements of their heritage as part 
of the eleven official language and cultural groupings in South Africa 

Music and Xhosa instruments 
Music and dance are inseparable in traditional life. Hence, the amaMpondo are both 
vocalists and dancers using rattles, reed flutes, whistles and horns as their predominant 
instruments, as drums were not part of their custom. Most of their song repertoire can be 
aligned to ceremonies and events pertaining to their social life.  
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It is interesting to note that, similar to the Zulus, adult men and boys dance in a similar 
fashion using sticks in their right hands, like that of the Zulu holding a shield, using the 
technique of kicking and stamping without much contact with the ground. Whenever the 
men dance, the women in the main sit and the younger girls clap and sing rhythms 
appropriate to the foot movements. Depending on the age group and the ceremony, the 
music can be the same; however, the movement and the cultural context can be different. 

Bow instruments: The Uhadi and the Umrhubhe 
According to Dlamini (2004) “musical bows are among some of the most pervasive pan-
ethnic indigenous musical instruments” (p.140) south of the equator. It may be argued 
that Xhosa musical instruments can be aligned to the standard categories of 
membranophones, idiophones, aerophones and chordophones. For the purposes of this 
paper only the uhadi and the umrhubhe will be briefly discussed. 
 
 

 
 
Figure 1. The uhadi  
 
The uhadi is made of a branch tree called ulizi (Weeping willow) which grows in 
mountainous areas and has long supple branches. Its string is made of ‘icingo’, obtained 
by straightening the wound brass wire used to make bangles (iinkhohlane) and anklets 
(imiliza). They are heated over a fire, and stretched out into straight lengths. Attached to 
the stick of the uhadi is the resonator, calabash (iselwa). It is hollowed out and holes are 
bored through the bottom through which it is then tied to the stick (See Figure 1). A pad, 
usually of strip of cloth, is wound around the tie to avoid buzzing sound effects caused by 
the direct contact of the calabash with the stave of the bow. The string is beaten with a 
stalk of thatch grass called umcinga in the local Xhosa dialect to produce a tone. Besides 
the fundamental tone, the overtone series can also be heard. It was interesting for the 
researchers to observe how skilled players can manipulate overtones to produce melodies. 
The Xhosa hexatonic scale originates from the indigenous practice of bow playing (see 
Figure 2). The open string produces chord I and the stopped string, which is 
approximately a tone higher, produces chord II.  
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Figure 2. The Xhosa hexatonic scale 
 
The pitches of this scale conform to natural harmonic series produced by a stretched 
string, not to the Western equal temerament scale. Performers shift from chords I to II in 
accordance with the underlying harmonic scheme of the song. Prof. David Dargie refers 
to this as the tonality shift principle (2002: personal communication with author Alvin 
Petersen). While the tonic chord may be I, it is also likely to be II. 
 

 
Figure 3. The “Click” song with uhadi bow accompaniment 
 
The advantage of uhadi bow playing, as far as the singer is concerned, is that it can be 
tuned up or down to suit the range of her/his voice. Skilled players can manipulate the 
overtones in such a way so that the overtones themselves constitute counter- melodies 
(see Figure 3). This they do by bringing the calabash closer to their chests for the lower 
overtones and further away for the higher overtones. Figure 4 is an example of an 
overtone countermelody to the “Click” song. The top staff denotes the countermelody 
while the bottom staff denotes the uhadi.  

 
Figure 4. Possible countermelody to the “Click” song  
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Figure 5. The umrhubhe 
 
Like the uhadi, the umrhubhe is also made of a tree branch stick  (see Figure 5). The stick 
is made of wood locally known as intonga, crafted from ulizi wood. The string, called 
icingo, is made of brass wire. The bowing stick can either be scraped or struck on the 
string to produce a tone. Unlike the uhadi, where the calabash serves as the resonator, the 
mouth of the player serves both to resonate as well as to manipulate the overtones. This 
unique technique of being able to whistle counter-melodies whilst playing is unusual and 
found only amongst the Xhosa people of South Africa. Skilled umrhubhe players are able 
to produce three-part harmony, an accumulation of the fundamental tones (produced by 
scraping the stick against the string), the overtones (produced by opening and closing the 
mouth cavity), and whistling. For this reason, the umrhubhe  is often used as a solo 
instrument, in contrast to the uhadi, which is used to accompany singing.  
 
As part of the preservation efforts, both student and task team members of the project 
were taught how to make and play the uhadi and the umhubhe instruments which are very 
typical of the Xhosa culture. In tandem with music making, students also learnt some 
dances, one of the dances called the ukutyityimba (to vibrate your body) was very 
challenging yet highly popular. This paper only highlights a few pertinent findings of the 
amaMpondo group in the Eastern Cape Province.   
 

Conclusion 
 

The findings from this project about the amaMpondo, their ritual life, the uhadi and the 
umrhubhe instrument has not only informed the Music Department of the University of 
Fort Hare, but also has benefited both student and lecturer in learning about concepts of 
change, identity, cultural practice and community music making. This initiative of 
integrating a tertiary institute with a local community has provided a pathway for 
effective dialogue between community practitioners, tertiary students and staff. Among 
the outcomes of the project, was the promtion of the playing of the uhadi and umrhubhe 
to the learners from the wider community surrounding the University of Fort Hare. By so 
doing, the tertiary students succeeded in promoting and disseminting an endangered art 
form.  
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This paper contextualized the recognition and celebration of IKS within the parameters of 
the music and the culture of the amaMpondo. It can be reported that IKS within this 
community exists and will continue to do so especially if it is documented within the 
parameters of preserving, promoting and protecting indigenous music in South Africa. 
Within African societies, music making, culture and society (the dissemination of values, 
morals, traditional beliefs and rituals) are in the main passed down to younger people by 
the elders through story telling. However, it must be noted that such practice is 
challenged and can be changed due to the influence of westernization, modernization and 
globalization. It is a concern for us that if such indigenous music practices are not 
documented, they will die, especially because of the HIV and AIDS crisis in South 
Africa. This pandemic has reached major proportions and has huge implications for local 
communities and all levels of education. As there are currently 2.5 m AIDS orphans in 
South Africa, we are of the opinion that if local community music making is not 
implemented and documented at school and tertiary level, a large heritage of South 
Africa’s music and cultural heritage will gradually become obsolete. 
 
Notes 
1. The Xhosa tribe/clan may be classified under the Nguni group of people. They make up just one of many 
types of indigenoues people in South Africa. “Briefly, the Nguni were strongly cattle-oriented, spoke a 
language containing the so-called ‘click’ consonants” (Hammond-Tooke, 1993, p.39). The Xhosa people 
form one of the major cultural groups of the South Nguni people. 
 2. The task team was made up of two members of the National Heritage and Cultural Studies Centre at the 
University of Fort Hare and two members of the University of Fort Hare Music Department. 
3. The Nguni congeries of people consists of Northern (Zulu, Swazi and Ndebele) and 
Southern (Xhosa, Thembu, Mpondo, bhaca, Mfengu etc) cultural groupings and are by 
far the most numerous in South Africa (see Hammond-Tooke, 1993).   
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Language Through Music: Music Through Language 
 

Heather Libeau-Dow, University of Canterbury, New Zealand 
 
This  research  topic  examines  the  potent ia l  for  in tegra t ion  of  musica l  and  
l inguis t ic  in te l l igence  through the  contex t  of  an  Orff-Schulwerk  
programme in  the  pr imary  c lassroom.  

 
Rationale 

 
Doug Goodkin, American Orff-Schulwerk educator, makes the statement “Language 
is the primary strategy for developing musical intelligence” in his book Play, Sing and 
Dance, (Goodkin, p.20) which provided the catalyst for this research project and 
examines the reciprocal effects of language and music in the context of an Orff-
Schulwerk music programme delivered in primary classrooms. 
German composer and music educator, Carl Orff, is best remembered for “Carmina 
Burana”. He was also the instigator of a child-centred holistic approach still in vogue 
today, Orff-Schulwerk, which integrates language and music in a unique manner. 
Language is the vehicle for understanding music – text is the basis for learning about 
rhythm. 

American psychologist, Howard Gardner, identifies a range of intelligences present in 
children from birth. Focussing specifically on language or linguistic intelligence, and 
musical intelligence, the influence of these on developing an effective musical 
environment will be examined. 

The project combines my interest and study of these two educators during the 
implementation of an Orff-Schulwerk programme in two Christchurch primary schools. 
Poetry is used as ignition and allows for creativity and improvisation, both musically and 
linguistically. Results from classroom-based lessons will be summarised in terms of 
implications for tertiary training as well as future professional development requirements 
for teachers in primary schools.  
 

Introduction 
 
As a primary music specialist it was evident to me that some children exhibited a strong 
interest and ability in music. My role is to identify and nurture this, and provide the skills 
and support for children, trainee teachers and classroom teachers to develop their musical 
potential. “the ultimate aim is the enrichment of student’s lives, through the development 
of their inherent musicality.” (Frazee, p.37). 

 
An introduction to the theory of Multiple Intelligence developed and published in Frames 
of Mind (Gardner, 1983) challenged my views and revised my practice. This leading 
cognitive psychologist challenged the traditional concept of measuring I.Q. tests 
developed by French psychologist Binet at the beginning of the 20th century. These 
generally assess verbal and computational aspects to create one score.  He defined 
intelligence as an ability to solve a problem or to make something that is valued in at least 
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one culture or community (Gardner, 1983). He broadened the concept of intelligence 
beyond the logical and linguistic boundaries to identify nine types present from birth. 
These were described as-bodily kinaesthetic, logical, mathematical, linguistic, spatial, 
musical, rhythmic, naturalistic, existential, interpersonal and intra-personal. It is a 
cognitive model that describes how individuals use their intelligences to solve problems.  
 
Believing that intelligences could be strengthened or ignored, his views were published in 
his book Frames of Mind (Gardner, 1983) and have had significant impact on classroom 
teaching worldwide as teachers seek to improve their practice. Initially popular in the 
field of gifted education in the 1980’s, it is currently applied in a range of settings from 
early childhood to adults, and in particular, for children with learning challenges. This 
view could have significant impact on the development of the whole child as individual 
strengths are acknowledged. It could provide opportunities for children to learn in ways 
that suited their individual needs, and acknowledge expertise in curriculum areas other 
than numeracy and literacy. Two aspects of Multiple Intelligence were significant to my 
work. Focussing specifically on the language or linguistic intelligence, and musical 
intelligence, the synergy of these when developing a class music environment is 
considered. The identification of music as an intelligence and not just a talent elevated the 
status of that curriculum area. The innate musicianship I have observed in the classroom 
had been diagnosed, and the theory of Multiple Intelligence provided a framework and 
vocabulary for my beliefs. Gardner’s view affirms the value of arts education, and 
positions music more centrally in the curriculum. In his article discussing the nature of 
Multiple Intelligence Gardner comments ‘I don’t think there is a principled way of saying 
language is intelligence and music more talent’ (Gardner, p. 23). Identifying musical 
intelligence as one of the nine, he described it as ‘a capacity to think in music, to be able 
to hear in patterns, to recognise them and manipulate them’ (Checkley, 1999). This 
intelligence is apparent in those who perceive and enjoy music, discriminate and critique, 
transform and compose, or express and perform. Mozart is just one example of a child 
prodigy who displayed musical intelligence through prolific composition output and 
musical aptitude. The teacher’s role is to promote self-identification of the intelligences 
from a prescribed test, and utilize this knowledge in an effective learning programme.  
Exposure to the Orff-Schulwerk (learning by doing) approach led me to complete Levels 
One and Two through Victorian Orff-Schulwerk Association in Melbourne, which has 
impacted my practice at all levels. I am currently enrolled in the post-graduate Certificate 
in Orff-Schulwerk through the University of Waikato.  
 
Although developed more than 50 years ago, internationally there is growing awareness 
by contemporary music educators that this approach reflects current educational 
pedagogy of teaching and learning processes. The German composer Carl Orff is best 
remembered for his composition Carmine Buranda. He also instigated a child-centred 
creative approach to music education, which is constructivist in nature and currently 
experiencing worldwide revival. Originally an experiment with youth seventy-five years 
ago, Orff-Schulwerk approach is being adapted by music educators in many countries to 
suit their own cultural and educational philosophies. Using rhymes, proverbs and poetry 
from Orff’s own culture five volumes of sequentially graded material were published. 
This Orff repertoire provides endless opportunities for improvisation and composition. 
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The Orff teacher facilitates a range of musical activities based on rhythmic speech, 
movement and musical play. The priority is for students to learn musical concepts by 
behaving in musical ways. It is music “of the child”, not “for the child”. Through active 
involvement, opportunities are provided for spontaneous expression. Using Orff 
techniques, the teacher introduces simple musical tasks transferring to more challenging 
activities according to their ability and stage of development. The musical arts of singing, 
dancing and playing are integrated through improvisation and creativity. 
 
Orff-Schulwerk commences with the child’s musical heritage using enjoyable childhood 
experiences (poems, chants, games) which act as springboards for musical learning. 
 
“This pedagogical model provides a framework for designing learning experience in 
music and movement” (Shamrock, p.1). Suitable for students with no formal musical 
training, traditional Orff practice applies a scaffold of learning activities. 
 
• Beginning with text, natural responses through body percussion (clap, snap, pat, 

stamp) are followed by layering rhythmic patterns selected from the text.  
• Transferred to un-tuned percussion instruments, elements of tone-colour, dynamics, 

and tempo are incorporated.  
• Then melody is introduced maintaining rhythmic ideas, using the pentatonic scale 

with tuned percussion instruments to create original pieces.  
• The use of simple materials (voice, body and barred instruments) is guided by the 

teacher’s educational instinct, enlivening basic music procedures with personality. 
• This gives the freedom to cater for a wide range of abilities in a co-operative 

atmosphere. 
 

The opportunity for integration was an interesting study. Orff-Schulwerk integrates 
Musical Intelligence directly with linguistics through the involvement of text as a starting 
point. Several educators embrace this combination. Doug Goodkin, an internationally 
recognised Orff-Schulwerk practitioner in San Francisco, interpreted Musical Intelligence 
as “the capacity to accurately perceive the aural word (music in sound) and the capacity 
to hear, imitate, transform and create the elements of music (beat, rhythm, melody, 
dynamics, tempo, texture)” (Goodkin, 2002, b). He made the connection with Musical 
Intelligence and with Orff-Schulwerk, aware that text was integrated through listening, 
speech, singing and instrumental work. “Poetry and music is a marriage made in the 
womb, and we can thank Carl Orff for his vision in leading us back to the altar to bear 
witness” (Goodkin, 2002a).  
 
New Zealander Stuart Manins, retired music lecturer, continues to advocate Orff-
Schulwerk as an authentic context in which to integrate music and language. He actively 
promotes a curriculum integrating these areas, emphasizing the dependence of both on 
perception, reception and the production of sound patterns (Manins, 1994). 
Acknowledging music as one of Gardner’s forms of intelligence, American educators 
Crinklaw-Kiser and Lazdauskas share the same view. “In many schools using a whole 
language approach, music naturally lends itself to facilitating this kind of curriculum” 
(Lazdauskas, p.22). 
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 “Orff-Schulwerk has been my aid and ‘engine’ for integrating music and whole 
language. The joy of making music using this approach has been the force of all that I do 
as a teacher” (Crinklaw-Kiser, 1996). 
 

Methodology 
 
Over the past year, research was conducted in two mainstream primary classrooms of 
Year 4 (ages 8-9) students in culturally and academically diverse settings. These were co-
educational classes of thirty students in each, with a predominance of boys. Ethical 
clearance and approval had been sought and obtained from school principals and parents. 
Tuned percussion instruments were loaned by the University of Canterbury Music 
Department. My role included the delivery of six 45-minute lessons once a week over a 
period of six weeks. Using the Orff-Schulwerk approach, poetry was the ignition for 
interactive music sessions. The original poem was taught in each lesson, with new 
material introduced by the third week. Final sessions provided students with the 
opportunity to create original poems using the structure of the poems taught. A 
questionnaire was completed at the conclusion, assessing in written form memory recall 
of taught poems and definition of the musical terms experienced. Attitudes and aspects 
enjoyed most could be placed on a continuum. The opportunity to compose an original 
poem was provided. To conclude the project, Christchurch College of Education staff 
filmed the final lesson in the hall. The video footage would provide opportunities for me 
to undertake student evaluation and teacher assessment in this descriptive analysis 
process. 
 

Findings 
 
Results from the project were recorded in terms of attitudes and understandings 
demonstrated by the children. Students were positive and keen to participate. A high 
degree of motivation was evident throughout the project. Results from the student-
assessed attitude continuum indicated that all students found the music lessons enjoyable. 
The questionnaire showed depth of memory recall, understanding of musical terms (in 
particular beat, rhythm, tempo and dynamics). These were demonstrated musically and 
described in written form. A variety of responses were given to the concluding question 
about the most enjoyable activity. The opportunity to improvise with tuned percussion 
instruments was strongly represented. Children valued the experience of being filmed at 
the conclusion. Children with musical intelligence were readily identifiable using 
Gardner’s criteria. The classroom teacher did not previously regard some of these 
children as musical. Anecdotal observation contributed by classroom teachers supported 
my understanding of student performance. The use of poetry demonstrated ability to use 
language in the music context. Material was taught aurally and poems were readily 
memorised. Visual print was provided at the following sessions to support recall. All 
children independently completed the written version of the ignition poem. A class poem 
was co-operatively produced. Those with strength in language developed their poetry 
writing with individual poems and confidently used musical vocabulary. Co-operative 
and communication skills were fostered with opportunities for leadership provided. 
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The video provided valuable information in terms of children’s musicality and 
competence. It highlighted those with ability to use language in the musical context. The 
edited version will be a useful resource for beginning teachers, demonstrating the process 
of integration and classroom management. Anecdotal comment from the choir teacher 
showed growth in numbers with students from the project as a result of the positive 
experiences during this study, with a significant increase in the number of boys joining 
the school choir. One boy who clearly demonstrated musical intelligence has 
subsequently been accepted by a prestigious Christchurch choir. 
  
These observations were reflected by educators using Orff-Schulwerk with language 
(Manins, Crinklaw-Kiser). Although it is not possible to make claims about improvement 
in language and music ability, students with little previous musical knowledge and a wide 
range of learning abilities were fully engaged in an inclusive programme.  
 

Conclusion 
 
Given the current concern nationally about children’s achievement in literacy, and 
widespread lack of teacher confidence initiating class music programmes, the integration 
of intelligences could provide a solution to managing the crowded curriculum. 
Multiple intelligence theory provides teachers with a framework in which to identify and 
assess musical ability. 
 
Orff-Schulwerk provides the educator with a child-centred methodology that actively 
engages students in musical learning. Not just a collection of musical games, it grows 
organically to develop musical intelligence. Although essentially delivering the music 
curriculum, the context is authentically integrated in the language area. 
These philosophies could assist teachers to deliver programmes based on learning needs 
and curriculum demands. Arguably, this marriage of music and language (Goodkin, p.26) 
has the potential to integrate curriculum areas, promoting the development of linguistic 
and musical intelligence from current levels of achievement. 
 
For trainee teachers with little musical background, this programme could provide an 
entry level for classroom delivery with the support of professional development. 
Carl Orff insisted that the key to further training of classroom teachers was the elevation 
of the status of music to a central position, rather than a marginalised one. As he passed 
on his legacy of reuniting music with language, he challenged “I have done my part; you 
do yours” (Orff, 1983). 
 
The response to this, as a tertiary educator committed to meaningful music delivery, is 
the focus for further research. Beginning teachers will be mentored as they implement 
Orff-Schulwerk in the classroom, using a recently published resource by teacher Janice 
Ackerley who has collated rhymes and chants from Canterbury school children 
(Ackerley, J, 2006). The effect on language and musical intelligence using the context of 
Orff-Schulwerk in the primary classroom is the focus for continued research. 
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Improvisation and Styles of Music Teaching 
 

David Lines, University of Auckland, New Zealand 
 
 

Recent music education research on music teacher style has noted the dominance of what is known as ‘command’ 
style in music teaching situations in various settings (Young, Burwell and Pickup, 2003). In contrast with the 
descriptor ‘command’ style, this paper considers notions of music teaching style that are practically, philosophically 
and aesthetically akin to music improvisation. The paper looks at how music teaching and learning shares many 
features with improvisation and considers how a closer look at how improvisation might inform how music teachers 
work with their students in music learning contexts. The paper is a piece of philosophical research that draws from 
literatures from the philosophy of education, ethnomusicology and music education.  

 
Introduction 

 
Music provides us with a unique context of education and offers much potential as a 
medium and mode of learning that engages students. Music teaching is not only a 
teaching instance with music of some kind or other; music also informs and shapes the 
style of pedagogy employed. More often than not, music teachers, as experienced 
musicians in different ways, recognise the value of the process of music making in their 
own lives and in the lives of others. As musicians they appreciate and value the 
phenomenological experience of music engagement and the emotional, sensory and 
intellectual stimulation music participation brings. While the rich experiences of music 
making of various kinds hold value for music teachers in the classroom, the way to which 
these music experiences inform teaching styles or pedagogy is something that requires 
further exploration.  To what extent do we, as music teachers, educate musically?1 How 
can the process of music creation and improvisation inform what we do in the classroom 
as teachers? This paper explores these questions using the example of music 
improvisation. The purpose of the paper is to open up theoretical avenues for music 
education researchers interested in improvisation and its potential relationship to teaching 
styles and pedagogical processes in music. The paper is a piece of philosophical 
reflection and inquiry into music improvisation as a mode of musical action that holds 
possibilities for revising current conceptions of teaching style and pedagogical action. 
 

Defining Improvisation 
 
Nettl’s (1998) compilation of ethnomusicological research provides a range of 
perspectives on the global phenomenon of music improvisation. The edited collection, 
entitled In the Course of Performance emphasises the point that music improvisation is 
music that is created as the result of a process—the processual aspect being significant 
and important in this type of music action. Further, scholars point out that improvisation 
can be very broadly defined, ranging from interpretive performances of scores (ie. 
individual and group renditions of known works) to flexibly arranged compositions such 
as those in popular and contemporary music that feature vocal and instrumental 
extemporisation (see Benson, 2003). 

                                                
1 See ‘Educating Musically’ by Wayne Bowman, in the Handbook of Research in Music Teaching and 
Learning, 2003. 
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Other scholars even go so far to claim that understanding improvisation is central to 
understanding music as a whole (Bailey, 1992)171 because it captures what makes music 
what it is—its performative aspect. For Bailey, one of the key components of 
improvisation is intentionality—improvisation is defined by him as the intention to create 
unique musical utterances in the act of performance. The point of departure, here, seems 
to be important, that is, the way in which the musician enters into the improvisation 
context, establishes a ‘voice’ and moves from that position into a fuller process of 
extemporisation. Irish music scholar O’Suilleabhain (cited in Lortat-Jacob, 1987) thinks 
the creative community context plays a central role in improvisation practice.  For him 
improvisation is the process of creative interaction between the performing musician(s) 
and a given prevailing musical model in play in a particular community. The character 
and identity of Irish music is well known globally and in Ireland, local musics provide a 
context for the improvised actions that occur in ‘sessions’ in pubs, clubs and bars. Other 
writers speak of the particular attitudinal characteristics of improvised music making. 
Ferand (cited in Nettl, 1998, p.16), for instance, writes about a kind of joy and 
enthusiasm that accompanies music improvisation activity. There is a sense that 
improvising musicians enter enthusiastically and joyfully in the richness of music in the 
act of improvising to the degree that they become in ‘synch’ with the embodied nature of 
the task. Together, these various definitions present improvisation practice as creative 
music making that is holistic in nature, socially interactive, engaging and inviting. 
 

Improvisation Teaching Practices 
 
The 20th century has seen some interesting developments in improvisation education. 
Improvisation teaching practices have developed in diverse circumstances such as in jazz 
education and in European music learning methodologies. Interestingly these 
developments occurred at a time when improvisation all but disappeared as a regular and 
common practice in 20th century classical music. While jazz education has been criticised 
more recently for its systematic and modernist approaches to learning improvisation in 
academic institutions,172 jazz as a whole made considerable inroads into the development 
and justification of improvisation in music education per se. Lewis (2007) notes that the 
pedagogy of improvisation in jazz (pre ‘institutional’ jazz) was inseparable from the re-
vitalisation of African-American “communities of colour in the face of severe economic 
privation” (p. 1). Before the rise of institutionalised jazz programmes, jazz improvisation 
musicians, in the main, favoured an autodidact pedagogy (self-taught) where musicians 
were encouraged to develop their own improvised and personalised ‘voices’ distinct from 
but connected with the voices of others. This distinguishing pedagogical stance had clear 
links with the ideals of democracy and social justice, offering an individual opportunity 
to find expression and voice in a community. Belgium improvisation pedagogue 
Godfried-Willem Raes also believes that improvisation is needed in culture because it 
carries “the condition for the possibility of a democracy” (Bergstroem-Nielsen, 2002). 
Improvisation education practice, when carried out effectively, provides learners with 
                                                
171 In many non-western contexts, improvisation is synonymous with everyday music making. The act of 
treating improvisation as distinct from composition and performance has been a very western way of 
thinking. 
172 See for instance, the 2008, 4(1) issue of Critical Studies in Improvisation at 
http://www.criticalImprov.com/public/csi/index.html 
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opportunities to participate and express their own personal creative intentions as musical 
and social beings, as embodied learners within a community of learners with whom they 
are a part. 
 
Improvisation has also been a frequent practice in the activities and games of European 
derived Dalcroze, Orff and Kodály  children’s music learning programmes. While each of 
these methodologies has favoured and treated improvisation differently,173 several 
interesting themes have emerged relating to how improvised contexts are developed in 
programmes. One of these is the use of a game. The connection between music and play 
has been a long observed phenomenon and in these particular methodologies the trope of 
play is earnestly put into action in the form of enjoyable, physical and musical 
improvised action within specifically designed contexts. Another theme is the idea of 
improvisation as ritual, where improvised activities constitute regular repeated 
opportunities for personal expression and learning. In the Kodály framework, for 
instance, the regular practice of codified learning through improvised games consolidates 
the ritual of music practise that teachers know is important for the consistent development 
of musical skills, technique and aural awareness. 
 
Other situations where music improvisations interact with pedagogical style include 
many non-western music performance-learning contexts reported in ethnomusicological 
literatures (see Booth, 1995) where learning happens in carefully constructed interactions 
between master musicians and apprentice learners. In such circumstances master and 
student may play together in ensemble allowing for improvised moments and 
expressional possibilities giving the student a rich and patient space for music learning. 
Early childhood music contexts also provide rich opportunities for children to explore 
musical sounds, chants and patterns within group play. Like the jazz community 
improvisation contexts mentioned above, these instances combine the characteristics of 
autodidact pedagogies with social engagement and embodiment in early childhood 
settings. 
 
Group improvisation practice is of particular interest because it allows us to observe the 
creative action and learning of individuals within socially interactive contexts. This has 
perhaps been best described in the context of theatre improvisation where pedagogical 
practitioners like Keith Sawyer (2003) have undertaken detailed analyses of interactive 
narratives in staged improvisation activities. Sawyer coins the term “collaborative 
emergence” to describe the constantly emerging improvised frame that provides 
participating actors with an unfolding context to respond and react to in each group 
improvisation. The frame, Sawyer explains, both constrains participants and offers 
opportunities for divergence and disruption. Sawyer likens these drama insights to the 
musical conversations that occur in group jazz improvisation. What occurs in both group 
improvised drama and jazz playing is not the collection of individual participants’ 
offerings, rather, it is an unfolding collective, responsive interplay utterly bound to the 
unique characteristics of the improvised process. 

                                                
173 Dalcroze and Orff programmes place improvisation as a central component in their respective 
pedagogies. Kodaly education, with its intense focus on musical literacy, tends to use improvisation as a 
practice tool to consolidate learned musical material and relationships. 
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Improvisation, the Philosophy of Art and Education 
The premise that the arts can inform and improve culture—and education more 
specifically—has also been the subject of philosophical inquiry in Germany and France, 
extending into what has become known as continental philosophy174. Perhaps 
surprisingly, the notion of improvisation—in its various guises and forms—has been one 
of the central components in some of these philosophical writings. Iconic German 
thinker, Frederich Nietzsche (1999) was intrigued with music improvisation and the 
related idea of human impulsivity and ecstasy that one encounters in powerful, life 
affirming art. Nietzsche thought that such impulsive art carried power, stimulated change 
and challenged cultural degeneration. One of Nietzsche’s key interpreters, Martin 
Heidegger, posited the idea of ‘poetic projection’ (Heidegger, 1993), the artistic process 
of language creation, distinct to language-arts but related to all modes of art that involve 
the initiation of cultural forms in community spaces.175 Reflecting on the relationship 
between human creativity and the historical and cultural community of ideas and 
formations, Heidegger thought the recognition of poiesis (emergence) was relevant, that 
is, what emerges independently from but in relation to the initial actions of an art-maker. 
Poetry, theatre, music improvisation and other forms of creativeness exemplify poiesis 
and the affects or outcomes of such action are subject to the relationships and 
responsiveness of the factors impinging on a given performance space. 
 
These ways of thinking can also be applied to educational and pedagogical contexts. 
Viewing the classroom or studio based lesson as ‘improvisation’—and in many very 
senses it is just that—can provide fresh insights into the qualities of a lesson. An 
improvisation perspective of teaching and learning may help teachers develop 
pedagogical styles that are more responsive to the learning needs and processes of their 
students. Today’s teachers have to negotiate their way through complex educational 
concerns including the increasing complexity of the core curriculum; a greater specificity 
of predetermined learning outcomes; and vast knowledge systems available through 
digital communications and data bases.176  They require strategies and ways through such 
complexity while insuring that student interest and vitality is maintained. Learning can 
easily become stifled when a teacher’s role becomes reduced to the structure and 
expression of what has been decided prior to a learning event, be it for an assessment 
structure, curriculum plan or teacher’s format. The problems of teaching, just for the sake 
of getting through the curriculum, teaching for the sake of the teacher’s structure, or 
teaching just for the ‘test’ or ‘exam’ can dangerously overshadow the divergent and 
individualised quality of learning that can emerge in favourable circumstances. Missing 
from such circumstances is the openness to what Heidegger calls poiesis—emergence—
what comes about collaboratively in the lesson from the projections of teachers and 
students, including the influences of other contributing contexts. Taking this into account, 

                                                
174 The ideas of German philosophers, Nietzsche and Heidegger, were taken up in France by Foucault, 
Deleuze and others. 
175 Heidegger found poetry to be the closest art form to humanity because of its direct link with human 
language. 
176 A strong tradition of critique in these areas of educational concern, and others, has developed in the last 
few decades in Australia and New Zealand. See Marshall (2000). 
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what I propose in this paper, is that improvisation pedagogy—teaching and learning that 
is informed by the character and nature of improvisation—can provide an alternative 
pedagogical model to rationalised and technicist forms of teaching and learning. 
 
Improvisation and Music Teaching Style 
Teaching styles in instrumental music education have been largely seen as being teacher 
dominated. Young, Burwell and Pickup’s (2003) study of teaching styles in music 
instrumental teaching reported on the dominance of what they refer to as the ‘command’ 
style of teaching. Previously described as the master-apprentice model (Jorgenson, 2000) 
the command style of teaching is well known in the conservatoire model of instrumental 
education, characterised by the predominance of direct instruction by the teacher and a 
low level of independent decision making by the learner in the character, method and 
focus of the learning process. While the command style is seen to have its advantages 
especially in the direct transmission from teacher to student of technical models of 
instrumental playing and musical nuances of interpretation, too much ‘command’ may 
cause a lack of student independence or voice to develop in the learning process. This 
may occur when a teacher’s or institution’s dominant style overrides any divergent or 
independent sense of musicality in instrumental learning. Ironically such a problem 
became a significant issue in jazz education where concerns about jazz teaching in 
tertiary institutions elicited criticism from ‘street-wise’ professional players who 
expressed concern about the same old licks and stylistic conventions coming from the 
playing of jazz graduates177. 
  
The descriptor ‘command style’ however, is perhaps not a very effective tool to assist an 
analysis of what occurs in the music lesson itself. It overlooks the nuances and subtle 
interactions between teacher and student in lesson, and it fails to describe the process 
factors that impinge on learning. Command implies the imposition of a technique or 
method, rather than the negotiation of shared meaning. It fails to explain the nature of 
musical communication that is so important in the pedagogy of instrumental music—or 
any other kind of music teaching for that matter. The notion of improvisation provides us 
with a more realistic way of understanding the process of music teaching and the 
responsiveness that underlies the way in which teachers and students negotiate 
educational intentions. 
 
How, then, does improvisation help us understand teaching style in music? As an 
unfolding process, a lesson can be viewed as a convergence of teacher and student 
intentions. The improvised ‘voices’ of both teacher and student can be identified in 
relation to the predetermined expectations of external educational standards—be they 
music curriculum policies, assessment criteria or the unwritten traditions and values of 
professional musicians. What is taken up, in the lesson, can be seen as an improvised 
conversation (or innovation) in and around these broader expectations. And the extent to 
which an autodidact pedagogy—self learning—is taken up within this broader frame is of 
prime importance. 
Like music improvisation, a lesson can be seen as an experience of play, ritual and 
divergence. As play, the lesson may involve following moments of creative interest and 

                                                
177 see Prouty, Critical studies in Improvisation, 2008, 3(2). 
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enjoyment, of dwelling on aspects of the music and pedagogy that playfully engages both 
teacher and student as embodied participants in the lesson. As ritual, the lesson may 
include routines of creative meaning, of regular practice strategies and of the exploration 
and negotiation of meaning, through narrative and emotional discovery. As divergence, a 
lesson may be taken away from normal procedures towards new territories of learning, 
towards different lesson focus points or the stimulation of extra-musical content. 
 
As discussed previously, the experience of theatre improvisation and the philosophy of 
art point to the need to understand and map what emerges from the collaborative 
interplay between teacher and student. Rather than seeing the lesson as a result of two 
different and distinct individuals  (teacher and student), one can look at how they are seen 
together in the process of the events of the lesson, acting within the contextual restraints 
that limit and help define the lesson itself. What emerges in the improvised lesson frame 
can be understood in terms of emergent sound-music, sound-verbal, movement, and 
thought (perception/narrative), that is, anything that can be perceived, mapped or 
recorded as an improvised, responsive element in the lesson process. Thus, an 
understanding of music teaching style can be developed through specific attention to the 
more spontaneous, responsive and intuitive aspects of the unfolding music lesson. Further 
research into music teaching as an improvisational process has the potential to open up 
insight into music education as a field that draws its inspiration from its own mode of 
action—music itself.  
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This task is really boring: Examining the impact of class music learning activities 
upon Year 8 music student values 

 
Geoffrey M Lowe, Edith Cowan University, Australia 

 
In Western Australia, secondary school class music programmes suffer low participation 
rates, with less than 3% of students going on to complete the post compulsory music course. 
International research suggests that a high drop-out from class music programmes 
commences from the transition into secondary school. As a result, many students miss out on 
the benefits of a sustained music education. 
 
This paper reports on part of a study which set out to examine how class music learning 
activities may contribute to declining enrolments in class music programmes. It examines the 
impact of learning activities upon student task values (attainment value, intrinsic value, 
extrinsic value and cost). Task values are salient in predicting future enrolments intentions 
from as early as the commencement of secondary school (Eccles & Wigfield, 2002). 
 
The study involved analysis of 222 Year 8 student pre and post-test questionnaires, and seven 
focus group transcripts (involving 45 students) from eight different secondary schools in 
Western Australia. From the data, nine class music specific learning activity types were 
identified and values dimensional matrices created. Learning activity areas were then cross 
referenced against the values component dimensions as identified by Eccles (2005) and the 
focus group members.  
 
Findings revealed that specific class music learning activities have strong motivational 
implications and impact upon student values in quite specific ways. Further, the impact of 
learning activities from the commencement of secondary school may indeed be a major 
contributor to low post compulsory music participation.  

 
Introduction 

 
In Western Australia, only around 2.8% of the state student cohort participate in post 
compulsory music courses. This compares with nearly 10% for visual art and drama 
(Curriculum Council, Western Australia), 7% for GCSE music in the UK (Bray, 2000), 
and around 5% in equivalent courses in the USA (Walker, 2003). 
 
Major curriculum change in Western Australia will see the introduction of a new practical 
and creative music course of study in 2009, designed, among other things, to attract more 
students to undertake post compulsory music.  
 
According to Eccles and Wigfield (2002), a major reason for low participation rates in 
post compulsory courses can be the impact of learning activities upon student values. 
Therefore, low valuing associated with class music learning activities from the early 
years of secondary school may be a major contributor to low student participation rates in 
post compulsory music courses in Western Australia. 
 

Aim 
 
This paper reports findings relating to Year 8 student valuing of classroom music 
activities. Year 8 students were chosen because they are in the first year of secondary 
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school in Western Australia. The paper reports the impact of learning activities in general 
upon students in eight secondary schools over the course of one year (pre and post-test), 
and the impact of specific types of activities upon student task values.  
 

Literature review 
 
The issue of student valuing of class music in general has been an endearing and 
controversial topic over a number of years, namely in the United Kingdom (Handford & 
Watson, 2003; Sloboda, 2001; Plummeridge, 1997, Gammon, 1996; Ross, 1998, 1995). 
Discussion has revolved around the divide in student beliefs about ‘real music’ (music 
outside school), and ‘school’ music (music done in school). Much research has employed 
the construct of attitudes, which in turn has been criticised as vague, difficult to assess, 
unstable and not necessarily linked to resulting action (Stalberg & Frey, 1988). 
 
A strong body of motivational research in other domains has utilised the constructs of 
values and expectancies (Eccles & Wigfield, 2002; Bandura, 1997; Eccles, 1983). In 
particular, values have been demonstrated to accurately predict student future enrolment 
decisions, while expectancies predict performance and persistence (Eccles & Wigfield, 
2002). Because values have a demonstrated link with future action, namely enrolment 
intentions, they offer a stronger theoretical basis for investigating Year 8 student beliefs 
about class music learning activities. 
 
Wigfield & Wagner (2005) paraphrased task values as deriving from the fundamental 
statement ‘Why do I want to do this activity’. Therefore, task values are concerned with 
the purpose for engagement. As they are feeling related and personal, they are described 
as subjective task values. Subjective task values have three components, and they are 
presented in Table 1. 
 
Table 1. Definition of the components of values (Eccles, 2005) 

Values component Definition 
Attainment value 
(Importance) 

The personal importance of doing well, including the challenge and 
relevance of the task to the individual. Tasks have a higher attainment 
value if they conform to student beliefs about the subject. 

Intrinsic value (Interest) The inherent enjoyment the individual gets from undertaking the task, 
and the subjective interest in the task. 

Extrinsic value 
(Usefulness)  

How well the task conforms to current and future goals, and relates to 
extrinsic factors including short term goals. 

*Note: Findings relating to the cost value component have not been included in this paper. 
 

Eccles (2005) has attempted to reconcile perspectives within motivation research by 
acknowledging the links between subjective task values and constructs central to other 
motivational theories. Eccles acknowledges that while they come from different 
philosophical backgrounds, there is a broad degree of similarity between the constructs. 
The similarities are addressed in a closer examination of each values component. 
 
Attainment value 
Attainment value is defined by Eccles (2005) as the personal importance attached to 
doing well on a given task, and is closely linked with identity. Tasks are important when 
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students view engagement as central to their sense of self because the task provides an 
opportunity to express or confirm aspects of self. 
 
Eccles takes the broad view that attainment value is influenced by the ability of tasks to 
fulfil a whole array of personal needs and values, based upon images of who students are 
and what they want to do. Eccles notes the link with research into goal orientations 
(Elliott & Dweck, 2005; Pintrich & Schunk, 2002; Dweck, 1999; Dweck & Elliott, 1983; 
Nicholls, 1984) whereby achievement tasks vary along two dimensions: 
 
• the extent to which personal mastery is stressed; and, 
• the extent to which doing better than others (ego) is stressed. 
 
Some students are oriented towards mastery and others towards competition, while others 
to neither or both. Which, if any, aspect is of greater importance will depend upon the 
goal orientation of the student, and the nature of the task in encouraging either 
orientation. 
 
Eccles (2005) also noted the link between Ford’s (1992) ‘within person’ goals and 
attainment value, namely through affective goals such as happiness, cognitive goals such 
as intellectual curiosity and subject organisational goals such as unity.  
 
In summary, Eccles (2005) describes the role of learning activities as being challenging 
to the individual to stimulate a desire for mastery, relevant to generate ‘within person’ 
goals, such as happiness and curiosity and comprehensible to generate competence. 
Further, Eccles (2005) asserts that values and beliefs in general are mediated by 
cumulative and comparative experiences across domains. 

Intrinsic value 
This component is largely associated with interest and enjoyment. The demonstrated 
strongest construct of all the values components, Eccles (2005) stated that there are two 
dimensions to enjoyment. These are: 

 
• the enjoyment gained from undertaking the task; and,  
• the expected enjoyment based upon past experience while doing the task. 

 
Eccles (2005) noted that in this sense, intrinsic value bore a strong resemblance to some 
elements of Flow theory (Csikszentmihalyi, 1988) whereby intrinsic motivation is viewed 
in terms of the immediate subjective experience that occurred when students were 
immersed in the activity. However, Eccles (2005) noted that challenges and skills needed 
to be relatively high before a flow experience could be generated.  

 
According to Eccles (2005), interest comprises two states: 
 
• individual interest – stable feelings towards certain subject domains; and, 
• situational interest – emotional states aroused by features of a specific task. 
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Further, individual interest may be further subdivided into ‘feeling related’ and ‘value 
related’ interest (Schiefele, 1996). ‘Feeling related interest’ refers to feelings that are 
associated with the activity itself, such as stimulation and flow, while ‘value related 
interest’ refers to the personal significance or importance of the activity. Eccles (2005) 
notes that both feeling and value related interest are directly related to the activity rather 
than to the comparison of the activity with others.  
 
In summary, Eccles (2005) noted that intrinsic value has more to do with the origins of 
the decision to engage in an activity, rather than the external source of the activity’s 
value. In this sense, it is slightly different to Deci & Ryan’s conceptualisation of intrinsic 
motivation.  

Extrinsic value 
Extrinsic value (formally called Utility value) is largely concerned with how tasks fit into 
future plans. This component is paraphrased as ‘usefulness’. Therefore, this value 
component is similar to extrinsic motivation in that it is concerned with means to an end 
rather than an end in itself. It also relates to personal goals such as getting a certain job. 
In this sense, Eccles (2005) acknowledges its links with Deci & Ryan’s (1985) concept of 
introjected value. Eccles (2005) stated that the relationship between attainment value and 
extrinsic value is similar to introjected behaviour regulation and integrated behaviour 
regulation in that both long and short range goals become part of an individual’s identity 
and needs. Tasks that fulfil these needs have both importance and usefulness. 
 
Using values as the theoretical framework, the study then set out to: 
 
• map student values over the course of Year 8; and,  
• examine student perceptions of class music learning activities and their impact upon 

values. 
 
Accordingly, a mixed method approach was adopted. 
 

Method 
 
The impact of learning activities over the course of Year 8 was examined via a pre and 
post-test questionnaire devised by the researcher. The instrument employed four items 
per values component (12 items in total), with each item relating to a different dimension 
within each component. Students were presented with values statements, and were asked 
to respond on a 5 point Likert scale ranging from strongly disagree (1) to strongly agree 
(5). The instrument had returned a Cronbach reliability rating of 0.92 in piloting, and was 
administered by the researcher to 222 Year 8 students in eight secondary schools across 
the Perth metropolitan area in February and November, 2007.  
 
The impact of specific types of learning activities was examined via the creation of 
matrices based upon data provided by 45 students in focus groups across seven of the 
same research schools. Interview data was initially categorically coded within each 
values component, and from the data as a whole, nine student derived overarching class 
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music learning activity types were identified. The nine learning activity types were cross 
referenced against each values component and mapped onto values component matrices 
based upon 1) numerical frequency and 2) positive/negative ratings for each activity. 
Thus, learning activity types were student derived. 
 

Results 
 
Attainment value 
Pre- and post-test data for attainment value was subjected to paired sample t-tests and 
results, including mean and mean difference, are presented in Table 2. 
 
Table 2. Mean, mean difference and significance for attainment task value 
______________________________________________________________________________ 
Attainment value 
N = 222             Pre-test    Post-test         
  Mean  SD       Mean     SD            Mean diff.       Significance 
Attainment 1 3.80  .81       3.50      .85             -.30       .001* 
Attainment 2 3.98  .72       3.64      .86             -.34       .000* 
Attainment 3 4.23  .71       4.00      .83             -.23       .007* 
Attainment 4 3.39  .81       3.12      .89             -.27       .013* 
 
There was a statistically significant decline in the mean for all four attainment value 
items from pre to post-test, indicating that Year 8 students saw the range of class music 
activities as declining in importance over the course of the year. Further, class music 
activities were seen as less important than other subjects at both the pre and post-test 
stages. 
 
A matrix was created to crosstabulate focus group references to specific types of class 
music tasks against the dimensions of the attainment task values component described in 
the literature review. Findings are presented in Table 3. 
 
Table 3. Crosstabulation of references to specific tasks and dimensions within attainment 

task value 
Attainment task value 

N = 45 
Challenge 

(goal orientation) 
Relevance 

(‘within’ person goals) 
Understanding 

(building competence) 

Aural activities X(-) X(-)  
Composing & 
experimenting 

 X(+)  

Composing in groups    
Games    
Performing – solo X(-) X(+) X(+) 
Performing – groups    
Practical X(-)   
Projects / research  X(-)  
Theory / notation  X(-)  X(-) 

 
Table 3 indicated that in broad value terms, attainment value was associated with 
practical and creative activities associated with performing and composing. These 
activities built feelings of personal importance, competence and happiness. Music theory 
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and related activities lowered attainment value beliefs, particularly with regard to 
challenge and task mastery orientation.  In general, no activity identified by any focus 
group in this study appeared to be associated with a challenge related mastery orientation. 
 
Intrinsic value 
Pre and post-test data for intrinsic value was subjected to paired sample t-tests and 
results, including mean and mean difference, are presented in Table 4.  
 
Table 4. Mean, mean difference and significance for intrinsic task value 
______________________________________________________________________________________ 
Intrinsic value 
N = 222             Pre-test    Post-test         
  Mean  SD       Mean     SD            Mean diff.       Significance 
Intrinsic 1 3.85  .82       3.34      1.03            -.51      .001* 
Intrinsic 2 3.80  .78       3.38       .93            -.42      .001*  
Intrinsic 3 3.79  .83       3.40      1.00            -.39      .001* 
Intrinsic 4 3.76  .80       3.42       .92            -.34      .003* 
 
There was a statistically significant decline in the mean for all four intrinsic value items 
from pre to post-test. These results indicated that Year 8 students saw the range of class 
music activities as becoming less interesting and enjoyable over the course of the year. 
 
A matrix was created to crosstabulate all focus group references to specific class music 
tasks against the dimensions of the intrinsic task values component described in the 
literature review. Findings are presented in Table 5. 
 
Table 5. Crosstabulation of references to specific tasks and dimensions within intrinsic 

task value 
Intrinsic task value 

N = 45 Situational interest Individual interest 
– feeling related 

Individual interest 
– value related 

Aural activities X(-)   
Composing & experimenting X(+) X(+) X(+) 
Composing in groups    
Games X(+)   
Performing – solo  X(+)  
Performing – groups X(+) X(+) X(+) 
Practical X(+)  X(+) 
Projects / research    
Theory / notation  X(-) X(-) X(-) 

 
Table 5 indicated that in general, task specific situational interest was best generated by 
activities involving performances of some type, games and composing. Individual interest 
was also stimulated by performing and composing, while all three value dimensions were 
lowered by music theory and related activities. These results suggested that high intrinsic 
value was associated with practical and creative activities. Students were particularly 
attracted to specific performing and composing tasks. 
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Extrinsic value 
Data for extrinsic value was subjected to paired sample t-tests and results, including mean 
and mean difference, are presented in Table 6. 
 
 
Table 6.  Mean, mean difference and significance for extrinsic task value 
________________________________________________________________________ 
Extrinsic value 
N = 222             Pre-test    Post-test         
  Mean  SD       Mean     SD            Mean diff.       Significance 
Extrinsic 1 3.80  .91       3.41      1.05            -.39      .000* 
Extrinsic 2 3.38  .95       3.12      1.00            -.28      .051 
Extrinsic 3 3.36  .90       3.06       .94            -.30      .006*  
Extrinsic 4 4.27  .71       4.10       .82            -.17      .105 
 
There was a statistically significant decline in the mean for items 1 and 3 from pre to 
post-test. These results indicated that Year 8 students saw class music activities as 
decreasing in long term usefulness and in comparison with other subjects. There was no 
statistically significant decline in items 2 and 4.  
 
A matrix was created to crosstabulate all focus group references to specific class music 
tasks against the dimensions of the extrinsic task values component described within the 
literature review. Findings are presented in Table 7. 
 
Table 7. Crosstabulation of references to specific tasks and dimensions within extrinsic 

task value 
Extrinsic task value 

N = 45 
Long term 
personal 

Long term 
practical 

Short term 
personal 

Short term 
practical 

Aural activities     
Composing & experimenting X(+)  X(+)  
Composing in groups     
Games     
Performing – solo X(+) X(+) X(+) X(+) 
Performing – groups X(+)    
Practical     
Projects / research     
Theory / notation     X(+) 
 
Table 7 indicated that in general, performing and composing were viewed as useful life 
skills in both the long and short terms, while theory related activities had some value in 
terms of knowledge transfer to aid in instrumental performance. This finding suggested 
the importance to students of music theory activities having a practical application. 
 

Discussion 
 
In general terms, 10 of the 12 values items declined significantly over the course of the 
year. Within attainment value, item 2 (relating to challenge) displayed the strongest 
decline, as did item 3 (relating to relevance). These findings suggested that in general, 
students found all learning activities to be declining in challenge and relevance. 
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Intrinsic value displayed the most significant decline overall. Situational interest items 1 
& 2) returned the strongest declines. This suggested that student interest and enjoyment 
in specific activities declined more strongly than interest in the subject as a whole. 
 
Declines in some extrinsic value items suggested that students saw class music activities 
as increasingly less useful in developing life skills in music (item 1), and less useful in 
terms of personal relevance (item 3). However, students indicated little change in their 
rating of learning activities in developing short term practical music skills or in terms of 
developing career related skills. 
 
In terms of the impact of specific activities, composing and performing (both solo and 
group) emerged as the activities most highly valued by students. These activities were 
described by students as having relevance, enjoyment and usefulness in both the long and 
short term. Of interest was high student valuing of a less formal approach to composition, 
involving experimentation with sound and chords regardless of the teaching method 
employed, rather than a more formalised, structured approach.  
 
Activities associated with music theory and notation emerged as activities which lowered 
student values. It also became clear during focus group interviews that written theory 
related activities were the dominant type of activity, possibly accounting for the declines 
reported across nearly all items.  
 
However, the overwhelming conclusion of this paper is that students simply did not 
appear to enjoy many of the learning activities as they were being presented. While 
student responses acknowledged the personality and motivating abilities of the teacher in 
the process, it was evident that it was the perception of the activities themselves, and not 
so much the role of the teacher in presenting the activities, that was at the centre of 
declining values. In particular, the preponderance of theory based learning activities were 
often described as dull, repetitive, too challenging, unclear or of little or no relevance. 
From these findings, it can reasonably be inferred that decreasing task values associated 
with class music learning activities in Year 8, will have a negative impact upon student 
future enrolments decisions.   
 

Conclusion 
 
This study revealed that Year 8 student valuing of class music learning activities declined 
over the course of the year. Of the three values components, the interest component 
declined the most, indicating that students were not largely enjoying the learning 
activities being presented. A strong cause inferred from student focus groups was a high 
level of theoretical, notation based written learning activities, which students often 
described as too challenging, irrelevant, of little interest and of little use, largely 
regardless of how these activities were presented by music teachers.  
 
Student focus groups indicated the motivational value of learning activities such as 
experimental composing and performing, and this largely concurs with current 
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educational thinking of the importance of these activities in developing ‘knowing in’ 
music, as opposed to ‘knowing about’ music (Swanwick, 1988). However, this study 
revealed that in Western Australia, the educational and motivational value of these 
activities are not being fully capitalised by music teachers who still see a written based 
approach as the principle means of equipping Year 8 students with basic music 
knowledge.  
 
The implications for practice are clear. If music education in Western Australia is to 
improve class music participation rates, a reframing of learning activities needs to occur 
from the very start of Year 8. Music teachers have to understand that their desire to equip 
students with musical knowledge through written, theoretical means needs to be tempered 
against the motivational impact of these activities upon student values. Greater 
incorporation of the student preferred learning activities of composing and performing to 
teach basic musical skills may lead to greater retention rates from Year 8, as well as meet 
the educational aim of guiding students to ‘know in’ music. Only then may participation 
rates improve in post compulsory music courses. 
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Extending expectancies for class music: A new perspective within achievement 
motivation 

 
Geoffrey M Lowe, Edith Cowan University, Australia 

 
 

In achievement motivation research, a large number of theories have focused upon student 
beliefs about their competence and efficacy for success or failure, and sense of control over 
outcomes, under the umbrella of the expectancies construct. While there are differences in 
the subtleties of the definition of expectancies due to subtle differences within each 
theoretical perspective, beliefs revolve around a central expectancies definition of  ‘Can I 
succeed in this task?’ 
 
Previous findings by the author suggested the possibility that the construct of expectancies 
for class music may be multi-factorial. Factor analysis of 276 beginning Year 8 music student 
questionnaires indicated the presence of at least three factors, which were labelled as musical 
expectancies, social expectancies and general expectancies. 
 
This paper reviews the results of factor analysis involving 222 finishing Year 8 music 
students, and examines trends over time between their pre and post-test results.  
 
While the findings presented in this paper are preliminary and require further investigation, 
there are clear implications for high school music teachers. If expectancies are differentiated, 
understanding the dimensions within which each operates can better equip music teachers to 
design learning activities which enhance competence and efficacy beliefs. In addition, 
teachers will be better placed to assess the effect of their learning activities in encouraging 
student persistence and performance. 

 
Introduction 

 
In past educational research, the achievement motivation construct of expectancies has 
been investigated in largely global terms, based upon student perceptions of whether they 
will succeed in learning tasks (Eccles & Wigfield, 2002). However, given fundamental 
differences between tasks in class music and other academic subjects, this paper 
investigates the potential for expectancies to be reported as a differentiated construct 
specific to class music.  
 

Background 
 
Achievement motivation is defined by Reber (1985) as “the desire to compete with a 
standard of excellence, or a personal motive manifested as striving for success” (p.6). It is 
based upon the premise that humans are proactive organisms who are motivated to extend 
their capabilities and interact with their environment. In an education setting, students are 
seen as rational decision makers but motives are less stable. The desire to achieve is 
influenced by stimulus factors such as perceptions of the learning activity, past 
experience, the role of the teacher and interpretation of feedback (Eccles & Wigfield, 
2002). Achievement motivation has been a popular research topic in education, with 
Asmus (1994) noting over 4,000 completed studies in the USA alone. However, while 
research has been undertaken within the instrumental music field, little research has been 
undertaken within the class music field. 



 

196 
 

 
The role of expectancies is a popular research perspective within achievement 
motivation. It is based around the fundamental question ‘Can I succeed in this task’. 
Motivation through this lens is described as student cognitive assessments of whether 
they believe they can succeed or not, and the resulting impact this has on their desire to 
succeed. There are three broad expectancies perspectives: 
 
• self-efficacy (Bandura, 1997) – expectancies are described in relation to specific 

tasks, include outcome expectancies, and are assessed against actual achievement; 
• self-perceptions of competence (Harter, 1982) – expectancies are viewed in more 

general terms across subject domains as personal feelings of competence; and 
• values and expectancies (Eccles, 1983) – expectancies are subject specific but are 

viewed in more general terms based upon past experience and perceptions of 
competence. 

 
Wigfield (1994) reported that students can differentiate expectancies from around Year 2 
(age 7) in terms of what they think they are good at and will get better at. However, he 
also notes that there is not much correlation with actual achievement at this age. 
 

The hypothesis 
 
Tasks in class music are fundamentally different to most other academic subjects. Like 
other subjects, class music activities involve a cognitive component, based around an 
understanding of the underlying concepts of the subject. However, as many tasks are 
transmitted into musical performance, class music also has a strong physical element 
based around quite specific skill requirements. In addition, tasks may be undertaken in 
group contexts, adding a unique social dimension to class music learning. Therefore, 
expectancies may well be shaped by different task elements.  
 
It is hypothesised that students may make expectancy judgements in class music based 
upon perceptions of their abilities and competence in relation to cognitive understanding 
of musical concepts, physical ability and skills, and social ability to interact with others. 
These many in turn be mediated by expectancies for other subjects across school as a 
whole (Harter, 1982). Accordingly, a proposed differentiated expectancies framework for 
class music is presented as: 
 
• academic expectancies – can I succeed because I understand the musical concepts 

associated with this task; 
• physical expectancies – can I succeed because I feel physically able to undertake 

this task; 
• social expectancies – can I succeed because I feel capable of interacting with others 

to complete this task; and, 
• general expectancies – can I succeed in completing learning activities across all 

subjects. 
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At this point, it is acknowledged that the degree to which expectancies may be 
differentiated by students is dependent upon the actual tasks themselves having 
independent physical and social elements. However, given the worldwide move in music 
education from a formal musicology approach to a more practical and creative one as 
mandated in the National Curriculum Framework, it was assumed that these elements 
would be present to some degree in most class music tasks. If expectancies can be 
reported as differentiated constructs, they may help provide a greater understanding of the 
impact of tasks upon student motivation to persist and succeed in class music (Eccles, 
2005).  
 

Method 
 
To investigate the hypothesis, a survey instrument devised by the researcher was created 
and administered to 276 Year 8 music students across eight secondary school across the 
Perth metropolitan area at the commencement of the academic year. The instrument 
included 16 items (four per proposed expectancies component). Students were asked to 
respond to each item via a 5 point Likert scale, ranging from 1 (strongly disagree) to 5 
(strong agree). The instrument was piloted with 40 students at a separate secondary 
school, and returned a Cronbach reliability rating of 0.92.  
 
Year 8 students were selected for study because this is where high level task 
specialisation first occurs in elective music classes. Given that students in this study were 
in their first year of secondary school, were new to secondary school and the types of 
tasks undertaken in class music, it was decided to administer the instrument again at the 
end of Year 8. This would offer the opportunity to observe whether differentiation was 
consistent, as well as examine trends over time. The instrument was administered to 222 
of the same students at the end of the same academic year. 
 

Results 
 
Pre-test questionnaire data from the 276 participants was subjected to principal 
component factor analysis with varimax rotation. Three factors (eigenvalues > 1) were 
identified. In total, these factors accounted for over 60% of the variance in the 
questionnaire data, and results are presented in Table 1. Given the age of the students and 
that there is no commonly agreed loading level within the social sciences, a high factor 
loading of .5 was accepted as indicating significant loading of a factor at this stage (Allen 
& Bennett, 2008). 
 
While the three factors did not reach the generally accepted levels of 70% of explained 
variance (Allen & Bennett, 2008), 60% was warranted as sufficient for reporting at this 
early stage, pending post-test analysis. The factors which emerged did not clearly load 
according to the proposed expectancy constructs. Post-test data for 222 participants is 
presented in Table 2. 
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Table 1. Principal component analysis, Varimax rotation with Kaiser Normalization, pre-
test data 

 
Expectancies items (Pre-test)     
N = 276      Component        
      1     2     3 
Academic 1   .630   .251   .272 
Academic 2   .778   .109   .166 
Academic 3   .812   .015   .069 
Academic 4   .635   .273   .256  
Physical 1   .734   .256   .240 
Physical 2   .519   .400   .286 
Physical 3   .371   .517   .268 
Physical 4   .429   .531   .275 
Social 1    .468   .582   .111 
Social 2    .448   .575   .169 
Social 3    .076   .840   .136 
Social 4    .034   .803   .164 
General 1   .142   .168   .800 
General 2   .113   .151   .647 
General 3   .302   .119   .813 
General 4   .236   .218   .742 
Percentage of variance  42.75   51.69   60.44  
Note: Significance loadings are indicated using bold print. 

 
Table 2. Principal component analysis, Varimax rotation with Kaiser Normalization, 

post-test data 
 
Expectancies items (Post-test) 
N = 222                 Component         
      1     2     3 
Academic 1   .751   .155   .249 
Academic 2   .742   .118   .019 
Academic 3   .741   .049   .034 
Academic 4   .750   .160   .205 
Physical 1   .767   .148   .283 
Physical 2   .679   .208   .092 
Physical 3   .652   .022   .396 
Physical 4   .664   .252   .368 
Social 1    .449   .209   .583 
Social 2    .396   .174   .662 
Social 3    .077   .185   .836 
Social 4    .137   .153   .826 
General 1   .085   .831   .147 
General 2   .126   .727   .077 
General 3   .169   .858   .170 
General 4   .246   .797   .241 
Percentage of variance  42.80   55.70   64.44 
Note: Significance loadings are indicated using bold print  

 
As for the pre-test, three factors (eigenvalues > 1) were identified. In total, these factors 
accounted for around 65% of the variance in the questionnaire. The loadings were 
considered sufficient for the reporting of expectancies as three factors for this paper. 
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Given the findings, factor 1 was relabelled as ‘musical expectancies’, factor 2 as ‘social 
expectancies’ and factor 3 as ‘general expectancies’.  
 
Pre and post-test data for musical expectancies was then subjected to a two-tailed paired 
samples t-test. Results, including mean and mean difference, are presented in Table 3. 
 
Table 3.  Mean, mean difference and significance for musical expectancies 
 
Musical expectancies 
N = 222             Pre-test    Post-test         
  Mean  SD       Mean     SD            Mean diff.       Significance 
Musical 1 4.21  .68       4.00      .83  -.21       .040* 
Musical 2 3.90  .83       3.84      .88  -.06       1.00 
Musical 3 3.88  .85       3.75      .93  -.13       .466 
Musical 4 3.93  .67       3.71      .83  -.22       .050* 
Musical 5 3.96  .76       3.76      .84  -.20       .170 
Musical 6 4.00  .81       3.90      .87  -.10       .805 
Musical 7 3.82  .91       3.50     1.02  -.32       .006* 
Musical 8 3.90  .75       3.64      .94  -.26       .024* 
 
Overall findings suggested that while all musical expectancies items declined, items 1, 4, 
7 and 8, pertaining to goal orientation, displayed higher rates of decline, while 
competence related items 3 and 5 displayed smaller rates of decline and items 2 and 6 
related to past experience displayed minimal change. Further, items 7 and 8, relating to 
physical goal orientation declined more than academic items 1 and 4. 
 
Pre and post-test data for social expectancies was subjected to a two-tailed paired samples 
t-test. Results, including mean and mean difference, are presented in Table 4. 
 
Table 4.  Mean, mean difference and significance for social expectancies 
 
Social expectancies 
N = 222             Pre-test    Post-test         
  Mean  SD       Mean     SD            Mean diff.       Significance 
Social 1  4.02  .69       3.98      .76  -.04       .491 
Social 2  3.98  .73       3.91      .79  -.07       .743 
Social 3  3.60  .76       3.62      .86   .02       .227 
Social 4  3.56  .73       3.51      .85  -.05       .697 
 
Decreases in social expectancies were not statistically significant. 
 
Pre and post-test data for general expectancies was subjected to a two-tailed paired 
samples t-test. Results, including mean and mean difference, are presented in Table 5. 
 
Mean scores reflected little or no change, and the stability of results from pre to post-test 
was confirmed for three of the four items. 
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Table 5.  Mean, mean difference and significance for general expectancies 
 
General expectancies 
N = 222             Pre-test    Post-test         
  Mean  SD       Mean     SD            Mean diff.       Significance 
General 1 4.09  .71       4.09      .82  0.00      .000* 
General 2 3.80  .91       3.77     1.02  -.03      .008* 
General 3 4.10  .71       4.00      .79  -.10      .043*  
General 4 4.18  .65       4.09      .80  -.09      .244 
 

Discussion 
 
Three expectancies components emerged in this study, rather than the four which had 
been hypothesised. Students did not differentiate between the academic and physical 
components of tasks. Potential reasons for this include: 
 
• lack of class music performing experiences in those tested; 
• one dimensional tasks in class music; 
• the actual inability of students to differentiate to this level of complexity; or 
• lack of clarity of the instrument. 
 
However, within the musical expectancies component, differences emerged between 
academic items and physical items, suggesting a degree of differentiation was occurring, 
but not at a statistically distinguishable level. Further, mean differences between the 
factors suggested that general expectancies were higher in both pre and post-test, while 
social expectancies were lower in both pre and post-test. While musical expectancies 
emerged as the strongest factor, the emergence of social and general expectancies as 
clearly distinguishable factors in the post-test data indicate the value in viewing 
expectancies for tasks as a differentiated construct in the class music field. 
 
Further, trends over time revealed that while social and general expectancies remained 
largely stable, musical expectancies declined with items 1, 4, 7 and 8 indicating 
significant declines. This inferred that while students retained high expectancies for other 
subjects and their abilities to work together successfully, their expectancies for musical 
tasks declined. Of importance was the finding that items within musical expectancies 
relating to goal orientation displayed the strongest declines. Thus, findings suggested that 
students in this study were becoming increasingly less confident in their ability to 
successfully complete tasks in class music, and it was becoming less important for them 
to succeed. 
 
Finally, differences within each expectancies component suggested a degree of 
dimensionality within each component. For example, social expectancies contained two 
items with an ‘outward’ focus (items 1 and 2), and two items with an ‘inner’ focus (items 
3 and 4). The two outward items rated differently to the inner focused items at both pre 
and post-test, suggesting that students viewed their ability to work with others more 
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highly than the ability of others to work with themselves. Similarly, stronger declines for 
items relating to goal orientation within musical expectancies, as opposed to items 
relating to competence and past experience, suggested a degree of differentionality within 
this component. 
 
The emergence of three expectancies components reported in this paper poses a number 
of questions. At what age might differentiation begin? Does differentiation emerge more 
strongly in time? Would four factors emerge with older students who might have more a 
clearly defined understanding of the task elements? Clearly, further longitudinal and 
development study is required to validate the findings presented in this paper. 
 

Conclusion 
 
It would appear that expectancies, as hypothesised in this paper, may comprise different 
components which reflect different elements within class music tasks. It also indicates the 
general complexity of motivation as an overall construct and highlights the complexity of 
class music tasks. 
 
Emerging from this study were three critical findings: 
 
• that Year 8 student beliefs about their physical abilities declined more than their 

understanding of the subject; 
• that Year 8 student beliefs about their abilities to work with others were consistently 

low; and, 
• Year 8 student expectancies for other subjects were consistently higher. 
 
The use of a differentiated expectancies framework to help isolate aspects of class music 
tasks can potentially lead to more effective diagnosis of motivational issues such as those 
listed above. Teachers will be better placed to understand the elements of their tasks 
which contribute to declining expectancies. Further, music teachers will be better placed 
to design tasks which enhance expectancy beliefs, and encourage greater student 
persistence and performance. 
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The Use of Gesture as a Pedagogic Tool in the Singing Studio 
 

Julia Nafisi, Monash University, Australia 
 
 

A teacher’s knowledge and skill are only of pedagogic value if they can be successfully 
passed on to the student and therefore efficient communication is a key aspect of all teaching. 
This paper reports of an observational study which was carried out to investigate how gesture 
is used as a tool of communicating pedagogic concepts in the one to one singing lesson and 
whether it was possible to categorize and code those gestures. In a non-participant 
observation, eighteen University-level singing lessons given by five singing teachers were 
observed and filmed; the obtained video footage was then analyzed and still pictures 
extracted. 

 
Gesture and Communication 

The art and craft of singing is particularly challenging to teach because the vocal 
instrument relies on a delicate mechanism that is substantially internal, not readily seen 
and poorly innervated for sensory feedback. Moreover virtually all organs used for 
singing have multiple and often vital functions that compete with their singing function 
and can hardly be consciously controlled. For most people vocal utterances like laughing, 
speaking, screaming or in fact singing come rather naturally, at least to a point; when 
trying to achieve a particular singing tone however, the singer has to learn how to 
influence this elusive instrument. The teacher, on the other hand, guided by ears, eyes, 
knowledge and experience has to be able to express the desired physiological functions, 
sound concepts and sensations in a way that is meaningful to the student.  

Imagery and metaphor play a vital part in the teaching of singing because, as Bunch 
(1993, p.82) puts it,  “adequate verbal description for a sensory experience…is nearly 
impossible through strictly scientific and mathematical terms” because “certain vocal 
qualities simply defy quantification”. It seems unavoidable that the language of singing 
teachers has always been and, despite advanced scientific knowledge, still is full of terms 
borrowed from the worlds of colour, texture, shapes and spatiality. 

All animals, including humans, use their bodies to facilitate communication and each 
species learns to use and read its specific body language. Gestures have for thousands of 
years been part of human communication and speech is often accompanied by seemingly 
random, sometimes most expressive movements of hands and arms. As ‘sign language’ 
gestures are the main means of communication for the deaf but they can also take the lead 
in communication of the hearing - for instance in situations where words cannot be heard 
for distance or noise. Unconscious body language is often perceived as speaking ‘louder’ 
and more truthfully than words (Beattie, 2003). And every actor, dancer or conductor 
demonstrates that body language is indeed a powerful and indispensable means of 
communication particularly when consciously deployed. 

The term gesture is generally defined as “a movement of part of the body to express an 
idea or meaning or an action performed to convey one’s feelings or intentions” (Oxford 
English Dictionary, 2007). For this study the term is used to depict movements of 
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primarily arms and hands with torso, head and neck as reference points, and with the 
specific intention of communicating singing-related concepts.  

Considering the possibilities of visualization through gesture in the light of the evident 
connection between music and movement, this study was based on the presumption that 
gesture might be a useful tool for the communication of vocal and musical concepts.  

The type of gesture observed in this study have never before been described and 
appreciated for their pedagogical content. With no pre-existing coding or categorization 
system the main task was to find criteria that warranted a coherent system of 
categorization. 

Types of Gestures 

The first distinction between the observed gestures was rather obvious – they either stood 
in relation to a technical or a musical phenomenon. Gestures which were employed to 
assist the explanation of a primarily physiological mechanism or an acoustic phenomenon 
and which occurred during the warm-up and technical phase of the lessons have been 
named Technical Gestures. In contrast to that, gestures which were employed to 
communicate a primarily musical concept and which occurred in the phase of the lesson 
that dealt with a song have been called Musical Gestures. 

An analysis of the Technical Gestures however revealed an initially puzzling 
fundamental difference between some gestures whose pedagogic intent seemed rather 
similar.  

On one side there were gestures which were clearly representations of real physiological 
mechanisms, gestures which mirrored the teachers’ knowledge and perception of what 
was ‘happening inside’. Although the mechanisms in question were necessarily presented 
in a rather simplified way, the pedagogic intention behind them was clearly to make those 
very physiological actions known and understandable to the student. Therefore the types 
of Technical Gestures in which the hands were used to mime invisible but concrete 
physiological mechanisms or actions have been called Physiological Gestures (Figure 1).  

Context: In the warm-up phase, the teacher demonstrates a five tone scale downwards on 
[u] – [i] and, saying “…breathe…open…” before the first onset makes the above gesture. 
The gesture recurs many times during the lesson. 

Picture 1a: Both hands are used to illustrate two features that must coincide with 
inhalation for singing: one is the lifting of the soft palate, accomplished by the 
contraction of two groups of muscles which simultaneously “elevate” and “pull 
horizontally the soft palate” (Bunch, 1993, p.89); this is represented by the right hand 
arched above the ear. Secondly there is the widening of the space inside the throat 
accomplished through a lowering of the larynx and a relaxed tongue and pharynx wall; 
this is represented by the left hand in front of the throat (with the open thumb not visible 
from this perspective). 
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Figure 1. Physiological Gesture 1: Inhalation and the ‘Open Throat’  

1a  1b  1c  

Picture 1b: The soft palate, illustrated through the right hand, has reached its highest 
position and the descending left hand shows the descent of the diaphragm which 
facilitates inhalation (Bunch, 1993). 

Picture 1c: The right hand is still elevated so as to ‘keep the palate in its high position’ 
whilst the left hand moves further down to illustrate the perceived ongoing descent of the 
diaphragm. This is the moment directly preceding the onset of tone. 

The posture of the teacher is very much part of the gesture, head and neck are in 
alignment with the back; the head is slightly tilted forward in order to emphasize the 
stretch of the neck and sensation of an ‘inner and upward space’ which is being illustrated 
by the right hand. 

Figure 2. Physiological Gesture 2: Diaphragm and Pelvic Floor in Exhalation and 
Inhalation  

2a  2b  

Context: The student has just sung the first part of a contemporary song and shows 
confusion regarding the use of the abdominal muscles whilst singing and breathing. 
Prompted by the teacher, the student says that she has been told to push the abdominal 
muscles “out and down”. In the ensuing discussion regarding the role of the diaphragm 
and pelvic floor in breathing for singing, the teacher shows the above gesture. 

Picture 2a: Teacher B maintains that the pelvic floor should be “active in the sense that it 
should have tension so you slow down the ascent of the diaphragm.” She says that, as the 
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pelvic floor is a “voluntary muscle”, it could and should be employed to “help control the 
involuntary muscle that is the diaphragm.”. 

Picture 2b: Teacher B shows the ‘passive’ state of diaphragm and pelvic floor saying: “if 
you let it be passive it would just pop back up and the diaphragm would go up with it”. 
There is a notable parallel between the gestures shown in 1c and 2a. 

Figure 3. Physiological Gesture 3: Tongue Position  

4  

Context: In the warm-up phase, the singer is asked to sing a five-tone scale downwards 
on “nyeh” ([njє]).The teacher uses the above gesture to illustrate the most favorable 
tongue position for this exercise. 

Picture 3: The teacher demonstrates the exercise and then explains that the tongue must 
lie broadly in the mouth, curving down just behind the bottom front teeth. She illustrates 
this with the above gesture in which the left hand represents the bottom teeth and the 
right hand represents the tongue. 

The objective of the exercise is to enhance the so called ‘twang’, an extremely forward 
placed tone (that is, a tone with a strong sensation of vibration of the facial bones). The 
“nyeh” is intended to be sung with exaggerated brightness which is helped by a high but 
broad tongue position. This position enhances pharyngeal space and ensures that the 
tongue is not retracted. Miming the desired tongue position with the hands helps to make 
the point very clear. 

On the other hand there were gestures related to acoustic phenomena like vocal timbre 
and tonal quality which did clearly not represent real physiological mechanisms. Those 
gestures invariably represented a particular sensation or a thought deemed helpful by the 
teacher for the production of a particular tone or phrase. The types of gestures in which 
the hands were used to give a visible form to a thought or sensation have been called 
sensation-related gestures. C 

Context: in the warm up phase (Figure 4), Teacher A demonstrates a five tone scale 
downwards on [u] – [i] the same scale for the preparation of which we have seen gestures 
1a – 1c. The above gesture is made as the phrase is sung. 

Picture 1a: Both hands at cheek bone level with rounded palms represent the elevated 
soft palate whilst the forward-pointing fingers illustrate the intended forward direction of 
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the tone. ‘Forward direction” refers to both the sensations felt in the facial bones and the 
movement of airflow. 

Figure 4. Sensation Related Gesture 1: Tone Placement and Forward Resonance  

1a  1b  

Picture 1b: the right hand starts moving forward as the phrase progresses. The teacher 
explicitly uses this gesture to emphasize the forward flow of air and direction of the 
phrase. 

Figure 5. Sensation Related Gesture 2: Tone Placement and Forward Resonance  

2a  2b  2c  

Context: In the warm-up phase, the student sings a five tone scale downwards on [mi] – 
[a]. The teacher explains that the thought of the “more focused [i]-vowel” could be a 
helpful guide when singing the “more open [a]-vowel”. He recommends to “think [i] 
whilst singing [a] and sings/demonstrates making the above gesture. 

Picture 2a: Whilst the teacher talks about the greater focus of the [i] vowel, his hands 
point to the forehead and bones and cavities in the front part of the skull (around the eyes, 
forehead and cheek bones) evoking a sensation of vibration in these parts sometimes 
referred to as “singing in the mask” (Miller, 1996, p.57). This gesture could also be seen 
to be pointing at the “nasal pharynx” which “amplifies nasal consonants” and vowels of a 
specific ‘twang’ quality (Bunch, 1993. p.86). 

Picture 2b: The fingers open as if to ‘release the sound’; the right hand starts to move 
forward illustrating the forward direction that the singer is supposed to feel. 

Picture 2c:  The right hand continues on its way in a forward movement. 
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Figure 6. Sensation Related Gesture 3: Open versus Covered  

3a   3b  

Context 3a: The teacher explains that the Italian [a] vowel needs to be bright and open 
making tha above gesture as he demonstrates the desired sound.  

Picture 3a: the gesture of a raised open hand with palm and fingers pointing upwards 
depicts an independent, iconic image of ‘openness’. 

Context 3b: In the warm-up phase, the student sings an arpeggio on [i] – [e] – [a] – [o] – 
[u] – [o] – [a] – [e] – [i]. The [u] in the transition from [o] to [u] which occurs on the 
highest note is too dark and lacks balanced resonance. The teacher says that it was “too 
cupo” (covered) and demonstrates the phrase, making the above gesture as he sings the 
undesirable closed [u] sound. 

Picture 3b: The downward pointing gesture which refers here to the conscious darkening 
of the vowel is an iconic gesture of ‘closed-ness’. 

 Apart from the Technical Gestures, there were gestures which communicated primarily 
musical concepts. The types of gestures in which the hands were used to give visible 
forms to musical phenomena have been called musical gestures; they are deliberately 
deployed by the teachers to communicate musical elements like phrasing, emphases and 
articulation. Music being an inherently immaterial, abstract matter, these gestures have no 
reference point in the ‘bodily world’ but symbolize pure thought-images.  

Context: The student (Figure 7) sings a phrase of an Early Italian Aria. The teacher 
criticizes a tendency to ‘drop’ parts of the phrase and says “…why don’t you just 
continue like…” finishing the sentence with the above gesture. 

Pictures 1a – c: The right hand is half open as if fingers and thumbs were holding or 
shaping some delicate matter whilst it describes a continuous horizontal movement. 

This gesture is as expressive as it is multi-functional. It captures the idea of an even line 
which in this context refers to both a musical and a vocal concept: evenness of tone and 
continuity of vowels relate to the musical concept of legato.  

 

 



 

209 
 

Figure 7. Musical Gesture 1: Legato  

1a  1b  1c  

Figure 8. Musical Gesture 2: Different Kinds of Phrasing  

2a  2b  2c  

Context: The teacher sings the first phrase of a jazz song demonstrating different kinds of 
phrasing which are accompanied by particular gestures. 

Picture 2a: Short, accentuated off-beat syllables are accompanied by vertical strokes 
referred to by the teacher as “clips”. 

Picture 2b: This gesture accompanies the same phrase now sung with a ‘classical’ legato 
line, long vowels and no accents. 

Picture2c: This gesture also accompanies the legato phrase. 

Context: Having worked through a song in great detail, the student (Figure 9) now sings 
the whole song with the teacher guiding her solely through movements of hands, arms 
and facial expression.  

Picture 3a: The “shush” emblem is here used to make the singer pause. 

Picture3b: Both hands pulse in the beat giving the shapes of the phrases as the singer 
sings. 

Picture 3c: The pronounced pointing gesture encourages an accent. 

Picture 3d: The raised and open arms ‘produce’ a ‘happy’ forte. 
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Figure 9. Gesture 3: Conducting  

3a  3b  3c  3d  

Singing Emblems: A Hypothesis 

Having identified these categories it was further investigated if it was possible to identify 
gestures which could be regarded as emblems. Were there gestures that recurred in 
different teachers and in different situations which looked similar and carried similar 
meaning? Gestures which were, when put into context, sufficiently clear and unequivocal 
in their meaning that they would be understood by a majority of voice students? If this 
was the case, would this not mean that the communicated meaning ‘belonged’ to these 
gestures and that they therefore could be defined by it? 

Despite the limited scope of this study, I found at least three gestures that seem to meet 
these criteria. As it was highly unlikely that the teachers would ever have seen each other 
gestures and were copying each others, I was confident that the same gestures had been 
used spontaneously and independently by different teachers to communicate the same 
concepts.. 

The first “emblem” (Figure 10) was used to communicate the concept of the “open 
throat” suggesting that holding both hands next to one’s head and neck with one hand 
representing the elevated soft palate and the other the lowered larynx can be coded as 
Singing Emblem A: Open Throat 

Figure 10. Singing Emblem A: Open Throat 

A    

 The second gesture was used to communicate the concept of “forward placement and 
direction” suggesting that moving a hand from the forehead forward in a pointing fashion 
can be coded as Singing Emblem B: Forward Placement and Direction. 
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Figure 11. Singing Emblem B: Forward Placement and Direction 

B    

 

The third gesture was used to communicate the concept of “legato” suggesting that a 
smooth horizontal movement of an open hand can be coded as Singing Emblem C: 
Legato. 

Figure 12. Singing Emblem C: Legato 

C   

Discussion 

It is of course an altogether different problem if these gestures, clear and unequivocal in 
their meaning as they might be, could be adopted by anyone as a means of expressing 
particular concepts?  Plenty of research (for instance Argyle 1988, p.200) and this 
observation as well show clearly that styles of gesturing are “highly individual and 
characteristic” to certain persons. Any hypothesis regarding the existence of singing 
emblems would have to be separated from the supposition that these singing emblems 
were usable as teaching tools for everybody.   

The relatively limited scale of the observation made it clear from the beginning that the 
findings could only be generalized to a point; on the other hand the observation gave the 
researcher the opportunity to study first hand and, in great depth and detail (due to the 
technical possibilities of a video recording like repeating, slowing down, extracting still 
pictures and so on) if, how and to what effect gestures were being utilised in the observed 
lessons.  
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Despite the huge body of material dealing with gesture, the observation yielded a lot of 
information that had as such not been available before and showed that gesture played 
indeed a crucial role as a pedagogic- and communication-tool in the singing studio. 

In view of a terminology that can be confusing and contradicting, the researcher needed 
to find a coding system that was wide enough to integrate different types of gestures (as 
coded by the psycho-linguists) under a new common denominator and to find a coherent 
criterion of distinction that was meaningful in the context of the present study. The 
categorization into technical gestures with the sub-categories of physiological and 
sensation-related gestures on one side and musical gestures on the other fulfilled these 
demands and was conceived with some satisfaction.  

One must note however that although most observed gestures fell quite neatly into one or 
the other category, the gestures still usually had at least some elements of another 
category as well. Looking for instance at Sensation Related Gesture 1: although the 
primary purpose and intention of was to illustrate tone placement and forward resonance, 
the first part of the gesture where both hands are held at cheek bone level with rounded 
palms is actually, according to the above definition, a physiological gesture - because the 
hands clearly represent here the elevated soft palate. Most gestures will under scrutiny 
show some elements of other gesture-types reflecting that physiological, sensation related 
and musical concepts often intertwine in singing.  

The study has further propounded the hypothesis that there were gestures which could be 
regarded as ‘singing emblems’ and has already – albeit tentatively - identified three of 
them. Yet the author is very aware that the term emblem demanded fulfillment of strict 
criteria, the first of which being universal understandability. A study the size of the 
present one could not have provided evidence enough to verify this criterion, nor was this 
study designed to investigate student perception; the author therefore suggests that further 
studies be conducted addressing this question in order to manifest this hypothesis. 

A further investigation into the use of gesture as a pedagogic tool in the singing studio, 
also addressing the question how movement and gesture can be a helpful activity for the 
singing student, will be the subject of the author’s PhD thesis.  
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My goal is to teach music and they ask me about global education 
 

Anne Power and Mike Horsley, University of Western Sydney, Australia 
 
 

It has been shown through research with primary and secondary Human Society and Its 
Environment (HSIE/SOSE) pre-service teachers (Horsley, Newell & Stubbs, 2005) that 
undergraduate disciplinary study provides new teachers with knowledge schemas they 
consider are related to their profession. Consequently, research demonstrated that when new 
teachers tried to construct Global Knowledge Disciplinary Schemas they called on their 
undergraduate studies in order to incorporate the term ‘global education.’ The question arises 
about what existing knowledge do pre-service music teachers call upon to construct their 
schemas of Global Education. This paper investigates ways these disciplinary schemas 
connect with knowledge, skills and values for pre-service teachers of high school music. 

 
Literature on global education and communities of practice 

 
Despite the growth of global education as a focus of new curriculum development, there 
have been few studies that have explored pre-service teachers’ existing knowledge of 
global education. In one study, Kubow (2002) surveyed 147 pre-service secondary social 
studies teachers from Canada, USA and UK to ascertain their views on: global trends 
likely to significantly impact on peoples’ lives during the next 25 years; and education 
strategies recommended by policy makers and educators to address these trends and 
develop desired citizenship characteristics. Kubow’s data suggested that pre-service 
teachers’ knowledge of global trends were organized into six thematic constructs: equity 
and fairness; peace and security; environmental concerns; education for development; 
information technology (IT) for cross cultural interaction; and 
empowerment/disempowerment. However this study did not address the socio-cultural 
bases of existing knowledge, skills and values of pre-service teachers relating to their 
disciplinary study.    
 
Socio-cultural theories in education look back to the work of Vygotsky (1980) as a 
source. These theories emphasise the embeddedness of learning and thinking in social, 
cultural and historical contexts. A particularly relevant factor in understanding how 
global education knowledge is learned is the cultural practice approach (Rogoff 1998; 
Rogoff, Matusov & White, 1996). This approach has extended Vygotsky’s initial ideas 
through understandings of the ways in which individuals become established members of 
a community of practice. The term ‘community of practice’ refers to a socio-cultural 
group that collaborates to achieve shared goals through particular practices and activities. 
The community provides the context in which the more established members assist the 
less established in their mastery of community practices through joint involvement and 
collaboration (Lave & Wenger, 1991). 
 
As individuals are enculturated into the practices of a community their identity undergoes 
change (Rogoff, 1998) and they may be moved to contribute to change in community 
practices. They negotiate new situations and activities, enriching what they already know 
(Brown, Collins & Duguid, 1989). In these communities of practice students are 
enculturated into academic practices in general, as well as the practices of specific 
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academic disciplines. Thus, for example, a musician’s knowledge base is shaped by prior 
experience and knowledge.  
 

Connecting to musical learning 
 

In this respect, socio-cultural theories align with concerns about the contextualising of 
musicological learning (Leong, 2003; McCarthy, 2004; Perlman, 2004) and the 
importance for communication of respecting and taking account of authentic performance 
practice for the musician (Fairley, 2005). It is not only in the music itself, but in the ways 
music is taught and learned that globalisation makes its impact: and, as such it reshapes 
music education and influences definitions of music as an object of study (Dunbar-Hall, 
2005).   
 
For the musician preparing to teach in NSW high schools, global knowledge is strongly 
based in NSW mandated and elective curriculum. In high school and university, this 
includes specific study of music of other cultures. Different views about the outcomes of 
such study are reviewed by Omolo-Ongati (2005). These encompass views that question 
the merits of teaching music to a non-native audience without reference to the social 
context and counter arguments about the fresh awareness of the diversity and diffusion of 
cultures. Within NSW curriculum guidelines, studying the music of another culture 
engages with performance, composition, musicology and aural analysis. Within 
composition, it is an expectation that students would consciously create hybrid forms, 
engaging with the musical materials of different cultures – rhythms, melodic features, 
tone colours and textures. As Jowers states, ‘those from one musical tradition incorporate 
elements from other traditions without lapsing into mere eclecticism’ (1993, 69). Such 
study is also surrounded by an approach to the topic that places importance on the context 
(location, time, culture, belief system) of the music in which the music conceptual 
information is explored. Along with other institutions, the University of Western Sydney 
(UWS) places emphasis on contemporary repertoire and the exploration of musics of 
different cultures through practical experience. 
 

Research method 
 

Early in 2008, the cohort of 330 teacher education students at the University of Western 
Sydney (UWS) responded to a survey on global education. The survey was administered 
prior to commencement of a unit on Diversity. Among the pre-service high school 
teachers at UWS, the music cohort (n= 17) provided subject specific data of prior 
learning and it is that data which this paper addresses. Three survey questions asked: 
  
1. What are the major understandings and concepts of global education? 
2. Which skills are important? 
3. What attitudes and values are fundamental to developing a global perspective? 
 
Additionally, the pre-service teachers were asked about their: 
4. observation of global education in their undergraduate degree; 
5. incorporation of global education values and attitudes  
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tolerance and equity 
counteracting stereotyping attitudes with positive classroom practice 
understanding links between development, peace, cultural diversity, human 

rights and sustainability 
receptivity towards and empathy towards other cultures 

6. experience in university curriculum of 
globalisation and interdependence 
identity and cultural diversity 
dimensions of change 
social justice and human rights 
peace building and conflict 
sustainable futures. 

 
The survey responses were subjected to content analysis, allowing the application of 
codes that have been identified and described from literature on global education. 
 

Results 
 

Pre-service teachers in music answered the first question about major concepts of global 
education with responses about developing abilities towards working together in a global 
environment (15/17 responses). This view presents the perspective of the 
interconnectedness of people and countries. It is a perspective borne out by musical 
understandings where styles, instruments and innovations cross borders. This ‘global 
environment’ response was further explained as being able to understand and respect an 
individual learner’s background (8/17 responses). Responses of this group added the 
dimensions of social justice and equity. Further, the ‘global environment’ response was 
also aligned with adaptability to different world views and perspectives (6/17 responses). 
This group of responses was concerned with attitudes of tolerance and acceptance. Global 
education was seen to be connected with the development in students of values, skills and 
attitudes to perceive the world and the individual’s identity and interaction with society 
(5/17 responses). These responses demonstrated a sense of agency, both from the pre-
service teachers and with the intention of inculcating this sense in students in the future. 
 
Skills which these pre-service teachers identified as important were observing, 
communicating, critical thinking, adapting, mediating, being flexible, being open to other 
cultures, embodying a sense of understanding and acceptance, being reflective, being a 
lateral thinker and being creative. This collection includes skills which these pre-service 
teachers deemed necessary to inculcate in future students as well as those they needed to 
live themselves and model in their pedagogy. They are not music specific although all the 
skills can be activated with a musical lens. The thinking that generates such a list reveals 
philosophical approaches developed at the end of undergraduate studies of the projected 
way in which music teaching can contribute to these skills. The nominated skills present 
‘big picture’ ideas, connected with the intercultural nature and practice of undergraduate 
music studies for the majority of students answering the survey.  
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About attitudes and values, pre-service teachers were focused on respect and acceptance 
in their views. One student wrote that: My first degree was a broad one which focused not 
only on performance and music history, but also on ethnomusicology with an emphasis 
on Aboriginal and African music, placing performance practices respectfully within 
historical contexts. Another stated: Within music, I believe that giving the students the 
opportunity to become aurally aware of different musical styles, genres and world music 
is a means to avoid biased views. Still another wrote: I grew up and went to school in the 
Bankstown area1. I believe global education would have made a difference for people 
such as myself. I remember that race was an important issue in high school and there 
were a lot of conflicts because of a lack of understanding and acceptance. This was 
echoed in responses about empathy and openness. Other attitudes that were highly valued 
were those of flexibility and adaptability to change. 
 
On the fourth question’s probing about their undergraduate degrees, some pre-service 
teachers responded in a confused way to the term ‘global education.’ Having analysed 
their responses to the first three open-ended questions, it became clear that some students 
did not connect the term ‘global education’ with skills and knowledge they had acquired 
in their first degrees. Consequently, some students (3/17) responded that they had not 
directly observed global education in their undergraduate degrees. Nevertheless, from 
their previous answers, it was clear that they understood key concepts of global education 
and had, at least partly, gained these understandings from their undergraduate degree. 
Another group (3/17) responded they had no experience at all of global education. For 
those students who believed they had not encountered global education concepts in their 
undergraduate degree, it is most likely the case that explicit connections were not made in 
their disciplinary study. Consequently, as pre-service teachers, they tended to see global 
knowledge, skills and values as additive instead of an integral and powerful component 
of the role they can play as music teachers, facilitating the critical and creative musical 
responses of students to their social worlds.    
 
The remaining students (11/17) responded that they had observed global education in 
their undergraduate degrees. Significantly, these students identified composition and 
collaborative projects in the community (combining elements of performance and 
musicology) as having extensive impact on their understanding of global concepts. These 
pre-service teachers identified that undergraduate music had incorporated values of 
tolerance and equity through their study of composition, musicology and performance. In 
their view, their study significantly emphasised identity and cultural diversity, and drew 
attention to change experienced by people and communities. However, their university 
undergraduate study provided little specific understanding of sustainability, peace 
building or conflict mediation. 
 

Conclusion 
 

In the preparation of music graduates, much effort is expended in the selection and design 
of course content. Students enter their undergraduate music degrees, choosing pathways 
in performance, composition and musicology. Their time at university is engaged with 
core units and electives; and their professors provide opportunities for them to ‘stretch 
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their wings.’ It is certainly the case that they experience music as social expression that 
reflects the community. However, they have limited experience of some key global 
education values and attitudes. Pre-service teachers’ knowledge of global education 
originates in their subject discipline area and has been shaped by the music learning 
practices they have experienced. There cannot be conclusions drawn from a cohort of this 
size. However, this research has revealed that teacher education programs need to 
consider the prior knowledge of pre-service teachers in order to deepen the experience 
that prepares them as educators for the future. The University of Western Sydney has 
offered an education major for some years. Since the Master of Teaching programs 
moved to a graduate pathway, the education major has become a mandatory component. 
The unit called Equity, Technology and Education: Local and Global will operate for the 
first time in 2009. It will be interesting to track the change in perception of graduates 
entering the Master of Teaching program after that innovation.     
 

Notes 
 

1. Bankstown is located in south-western Sydney. It is semi-industrial and has a very diverse cultural 
population, with pockets of affluence and pockets of low socio-economic status. 
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Innovation and tradition in instrumental music in South Australian 
government schools 

 
Jennifer C. Rosevear, University of Adelaide, Australia 

 
 

In South Australian government schools there is a tradition, arising from the post World War 
II years, of the provision of small group instrumental music instruction by peripatetic 
teachers.  The development of the Education Department’s Music Branch enabled many 
thousands of children to participate in small group instrumental music lessons, with the 
halcyon days of the 1970’s leading to the economic rationalism of the 1980’s and 1990’s.  
Despite tighter budgets and some reductions in staffing over the last ten to fifteen years, the 
Music Branch, which subsequently came to be known as the Instrumental Music Service 
[IMS], continued to provide small group instrumental music instruction to at least 8500 
students each year.  An Examination of the IMS was carried out in 2006-7 by the Department 
for Education and Children’s Services [DECS], and this highlighted inequities in the 
allocation of instruction to schools.  DECS proposed some changes in mid-2007, however, 
these were subsequently put in abeyance and the status quo maintained whilst some trials of 
alternative models were carried out during 2008.  The trials cover a wide range of different 
forms, many of which involve the innovative use of resources and whole class methods.  This 
paper aims to explore the competing forces of tradition and innovation in instrumental music 
instruction in government schools in South Australia. 

 
Background 

 
Instrumental music teaching in South Australian government schools had its origins in 
the post-World War II period of the late 1940’s, when there were links to the Public 
(Primary) Schools’ Music Society which itself had originated as early as 1891. The 
Public (Primary) Schools’ Music Society organised annual concerts featuring the 
“Thousand Voice Choir”, for which noted music educator Alexander Clark (1843-1913) 
was the first conductor.  In 1945, there was a proposal that these annual concerts be de-
centralised, and in 1946 it was resolved that “a staff of three of four musical people be 
placed under the direction of Mr. Penrose to travel around schools for the advancement of 
musical education” (Minutes of Public Schools’ Music Society, 1946, cited in Fox, 1988, 
p. 389).  Mr Alva Penrose had been the Supervisor of Music in the Education Department 
since 1937.  This resolution came to fruition with the appointment of Patricia Holmes and 
John Slee, who were to be joined by Misses Pickering and Perkins in 1950 (Minutes of 
Public Schools’ Music Society, 1949, cited in Eckermann & Donaldson, 1991, p. 91).  
Thus, the idea of teachers travelling to different schools to provide specialist input in 
music was established.  Eckermann and Donaldson (1991) suggest that “the appointment 
of Patricia Holmes and John Slee was the beginning of the Music Branch of the 
Education Department” (p. 91).   Another key musical figure around this time was John 
Bishop (1903-1964), who was the fourth Elder Professor of Music at the Elder 
Conservatorium of Music at the University of Adelaide from 1948 to 1964.  Along with 
Sir Lloyd Dumas, John Bishop was the driving force behind the establishment of the 
Adelaide Festival of Arts in 1960.  In 1961, David Bishop, son of John Bishop, was 
appointed by the Education Department to organise the establishment of a string teaching 
program.   
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Music Branch 
The Music Branch began in 1962, when another two teachers joined David Bishop.  Their 
role was two-fold: to conduct group lessons and to perform as an ensemble (piano trio) to 
primary school children (Bishop, D., 1986).  In 1963, the string teaching program 
embraced three primary schools (Farwell, 1981). String instruction was introduced into 
secondary schools in 1969, with woodwind and brass being added in 1970.  By the mid-
1970s, the program included piano, voice, recorder and guitar in addition to the orchestral 
instruments, and 1976 saw the introduction of woodwind and brass teaching into upper 
primary levels. 

 
The 1970’s saw great expansion of music education in SA, as evidenced by three main 
factors: the growth of the Music Branch, the establishment of the four Special Interest 
Music Centres, and the introduction of two Music subjects at year 12 level. By 1981, the 
Music Branch catered for approximately 6,000 students and employed 100 instrumental 
and vocal teachers, and 5 senior instrumental teachers (Farwell, 1981).  The teachers 
visited a total of 151 primary schools, 93 secondary schools and 10 area schools (Farwell, 
1981).  The Music Branch was administered from the ‘Orphanage’, at Goodwood, a 
central facility (which in earlier times had been a children’s Orphanage) a few kilometres 
from the central business district of Adelaide.  Alan Farwell (1981), the Principal of the 
Music Branch, warned that “financial resources will be less easily come by … [and] there 
is the need for ongoing monitoring, evaluation and modification to existing activity” (pp. 
54-55).  The four Special Interest Music Centres were developed during the time of the 
Dunstan Labor government, and were established as part of the high schools at 
Marryatville and Brighton (1976), Woodville (1977) and Fremont (1978).  Music was 
available as a single matriculation subject from 1966, and in 1979, after several years of 
planning, two separate subjects became available, namely, Music (History and 
Literature), and Music (Theory and Performance). 
 
Music Section 
By 1990, administrative responsibility for the Music Branch was devolved to five Area 
offices, with three designated metropolitan areas (Adelaide, Northern and Southern) and 
two rural areas (Western and Eastern).  The term ‘Music Branch’ was replaced with 
‘Music Section’, although ‘Music Branch’ persisted in common parlance.  The number of 
students being taught had increased to 8,200 by now, with 74% of these being 
metropolitan, and 26% rural (Giles, 1991).  At the end of 1994, the Department for 
Education and Children’s Services [DECS] announced that there would be a review of 
Music Education which was defined as classroom music in junior, primary and secondary 
schools, instrumental and vocal music by itinerant teachers and private providers, and the 
Public Schools Music Society.  By September, 1995, the government announced cuts of 
25% to music education, to be applied to instrumental and vocal teaching and the special 
interest music centres.  Public outcry followed, culminating in a march and rally to 
Parliament House on 19th November, 1995.  This public activity appeared to have some 
impact, and the level of cuts was eventually of the order of 10-15%.  There were 
questions about music education being asked in State Parliament (e.g. Legislative 
Council, November 21, 1995; 11 April, 1996; 26 November, 1996).  Despite uncertainties 
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with funding and administration, the Music Section managed to continue teaching 
instrumental and vocal lessons to approximately 8,000 students each year. 
 
Instrumental Music Service 
In 2003, a Music Programs Manager was appointed, and this included responsibility for 
what was now called the Instrumental Music Service [IMS].  The allocation of 
instrumental teaching resources was becoming increasingly contentious, as there was 
nowhere near enough supply to satisfy the demands from schools.  Instrumental teachers 
were increasingly being expected to diversify their specialist expertise (‘multi-skilling’) 
so as to be able to teach at least a family of instruments in order to improve efficiency in 
the use of staff resources.  The comprehensive report of the National Review of School 
Music Education [NRSME] (2005) made many recommendations regarding the quality 
and status of music in Australian schools, and included the following:  
  
• That every Australian student participates and engages in initial instrumental music 

programs, and, 
• That students with identified interest and talent in instrumental music are provided 

with sustained instrumental music programs ( p. 127). 
 
DECS responded to these particular recommendations with the announcement in late 
2006 that there would be an examination of the instrumental music program.  The terms 
of reference for the Instrumental Music Program Examination (2006-2007) were: 

 
1. To examine school access to instrumental music; 
2. To examine the availability of the instrumental music program for disadvantaged 

students; 
3. To examine the provision of instrumental music in the early years of schooling; and, 
4. To examine the general effectiveness of the current Instrumental Music Service 

(DECS, 2006). 
 

The examination process involved an online survey (947 responses), written submissions 
(118), meetings and interviews with stakeholders (19), interviews with IMS staff, 
interviews with more than 100 students, schools visits (6) and an examination panel 
(Anderson, 2007).  The subsequent report, prepared by Robin Anderson, was completed 
in May, 2007, and put forward 12 specific recommendations, including: widening 
opportunities for every Year 5 student to learn a musical instrument, holistic classroom 
music programs be developed for the early years (junior primary), professional 
development for IMS teachers to broaden instrumental and teaching skills and to broaden 
understanding of disadvantaged students, and transfer of DECS base line management of 
all IMS staff in to schools (Anderson, 2007).  Anderson observed that the IMS 
curriculum is planned, documented and sequential, is aligned with the South Australian 
Curriculum Standards and Accountability framework, and is compliant with the South 
Australian Certificate of Education. The Anderson report noted too that at the time of the 
examination, the IMS was teaching approximately 9,000 students, with 88.4 (full-time 
equivalent) staff, including a Program manager, two managers and six coordinators.  
Table 1 gives a breakdown of the total number of schools, and the numbers with access to 
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the IMS in 2006. Approximately one-third of eligible schools did not have access to the 
IMS. 
 
Table 1: Number of schools and IMS services (Anderson, 2007, p. 9) 

Total DECS schools receiving IMS services 373 
Total DECS schools not receiving IMS services 184 
Total DECS junior primary schools (not eligible for IMS 
services) 

  48 
 

Total of all DECS schools  605 
 
At the end of June, 2007, DECS announced changes being proposed to the Instrumental 
Music Program, many of which were based on the recommendations of the Anderson 
report.  In addition, it was proposed that “small group tuition will be phased out from all 
schools” (DECS Chief Executive Circular 07:026, 29 June, 2007).  Whilst some aspects 
of the proposals were welcomed, there was a large amount of public controversy with a 
public meeting being held on August 14th, 2007, in the Capri Cinema at Goodwood.  The 
venue was filled to capacity (approximately 800 people) with many more turned away at 
the door.  Earlier on the same day, DECS issued a further press release stating that the 
status quo for IMS would remain for 2008 and there would be some trials researching 
various approaches in classroom and instrumental music tuition during 2008 (DECS 
Chief Executive Circular 07:030, 14 August, 2007). 
 

Music Trials (2008) 
 
Schools were invited to lodge Expressions of Interest to participate in the Music Trials by 
February 15, 2008.  The DECS goals for the trials were to research and identify 
successful approaches in classroom and instrumental music tuition which can blend with 
current practice to increase access for more students.  A total of 25 schools were selected 
for the trials, with 17 individual schools, and 3 trials involving a cluster of schools (see 
Appendix A).  Each trial school received a grant of $2000 to assist with the setting up of 
the trial.  Other support for the trials includes: the appointment of a DECS Music Trials 
Coordinator (Lorraine Brunner), a Music Trials website (www.decs.sa.gov/musictrials), a 
fortnightly Trials newsletter, a research consultant (Bob Smith) to guide inquiry planning 
and action research, Core Learning Days (a total of 3) for trial schools, with the first Core 
Learning Day (May 2, 2008) incorporating a visit by Nick Beach, Deputy Director, 
Music and Performing Arts, Trinity College, London.  Nick Beach is also involved with 
the Open University in the PD program for teachers in the Wider Opportunities program 
in England which is based around whole class instrumental approaches as a vehicle for 
musical learning and is based on the philosophy that ‘it is not just about the instrument’. 
The program is based on four main principles, namely, access and inclusion; 
collaborative teaching and learning; creativity; and integration (Trinity Guildhall, 2008).  
These principles seek to ensure that all children have the right to be involved in 
instrumental learning, that such learning occurs as a regular part of classroom activity, 
that creativity is at the heart of music learning, and that the various musical experiences 
of listening, composing, performing and appraising are integrated (Trinity Guildhall, 
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2008).  The DECS Music Trials have embraced similar principles, in particular, access 
and inclusion, and collaborative teaching and learning. 
 
The progress and results of the Trials are being keenly anticipated in many quarters (Pilot 
projects in SA schools, 2008; Harvey, 2008).  Data and evidence are being collected from 
all of the trial schools, including surveys and inquiry templates.  Some initial impressions 
suggest that access to learning an instrument has increased and that peer tutoring has 
become a natural (and perhaps, unexpected) part of many of the trials.  The collaborative 
model evident in many of the trials, which involves combined work between specialist 
and general classroom teachers, appears to be effective, and there is much energy and 
enthusiasm being observed in learners.  Teachers involved in the trials are tending to seek 
advice on collaborative teaching methods as well as lesson content.  It also appears that 
there seem to be various benefits such as improved attendance and engagement at school 
in general.  Information about what has been learned from the trials is expected to be 
available in the latter part of 2008. 
 

Tradition versus innovation 
 
From its origins in the 1960s, instrumental teaching in South Australian government 
schools has built up a traditional approach which has typically taken place with one 
teacher working with small groups of selected students (e.g. group size of 2-6 students), 
during school time and with students coming out of other lessons to attend instrumental 
lessons.  In contrast, the issue of equitable access to instrumental teaching is the driving 
force behind the innovative trials that are in progress.  The Anderson report (2007) 
identified access to instrumental teaching as being embedded in its historical 
development:  
 

In previous years there appears to have been no long term strategy to address and 
monitor equity issues and develop and maintain a program of access that is 
equitable, fair and transparent. … The historical basis of many past allocations 
(where demand and interest were the benchmarks for increases or decreases) has 
meant that there continue to be many schools where the actual allocations do not 
reflect school size or IoED (Index of Educational Disadvantage). (p. 8) 

 
The current music trials are largely based on whole class approaches with collaboration 
between a specialist teacher and the general classroom teacher, and where all children in 
the class have access to an instrument and where playing an instrument becomes a valued 
and regular part of class work, not an isolated experience for a few selected students once 
per week.  
 
The tensions between tradition and innovation are evident in the current developments in 
instrumental music teaching in South Australian government schools.  The goal to 
provide initial instrumental music experiences for all primary school students is a worthy 
one and takes on board the recommendations from the NRSME and the IMS 
examination.  It is unfortunate if such provision were to be made at the expense of higher 
level instrumental learning in government schools.  It is hoped that a balance can be 
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struck whereby there is the provision of whole class instrumental music through 
collaboration of instrumental and class teachers, whilst maintaining smaller group 
instruction for continuing students.  The issue of increasing classroom music for the early 
years is not being addressed in the Trials but is an area that would certainly benefit from 
further attention.  It is anticipated that data from the Trials will identify key aspects which 
will be crucial in determining the future of instrumental music teaching and school music 
education in government schools in South Australia. 
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Appendix A: List of Music Trials 

School Year 
levels 

Instrument Notes 

Blyth PS  5-7  Percussion and recorder   
Eastern Fleurieu 
R-12 School  

5-6 Band Supported by town band 

Fulham Gardens PS
   

6-7 Percussion  Combined with a media music 
program approach  

Hackham East PS
   

5-7 Virtual instruments GarageBand/Logic Pro computer 
software  

Kimba AS  
   

6 Rhythm section, 
keyboard & voice band 

Single sex classes 

Mt Gambier North 
  R-7 School  

4-7 Keyboard Focus on Burmese refugees 

Noarlunga Downs 
PS   

4-7 Drumming & chanting Three classes plus a parent group 

Paralowie R-12 
School 

5-6 Ukulele   

Paringa Park PS
   

6-7 Band Supplemented by music media 
computer software 

Port Augusta 
Special School 

  Tuned and un-tuned 
percussion 

Whole school  

Port Elliot PS 5 Ukulele   
Port Noarlunga PS 6-7 Guitar    
Rapid Bay PS 4-7 Recorder, guitar & 

percussion 
Composition and performance:  

Rose Park PS 5 Percussion Combined with music media computer 
software 

Trinity Gardens P-7 
School 

3-4 Strings Steiner whole class  

Windsor Gardens 
Vocational College 

8 Percussion & guitar   

  Clusters      
Nuriootpa PS &  
Angaston PS 

4-6 Woodwind, guitar & 
percussion 

‘Taster' program 

Elizabeth Park PS 
Elizabeth Grove PS 
South Downs PS  

6-7 Concert band Four classes across three schools. 
Trials supported by Fremont-Elizabeth 
City HS.  

Seacliff PS 
Brighton PS 
Glenelg PS  

5 Virtual instruments Composition and musical awareness 
utilising loop-based computer 
software. Trials supported by Brighton 
Secondary School. 
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“It’s a bit harsh, isn’t it!” Judgemental teaching practice corrupts instinctive 
musicality 

 
Eve Ruddock, Murdoch University, Australia 

 
None of us could sing, none of us can…so I wouldn’t say any of my family were 
musical (Caterina, office worker). 
 

A recent study of self-perceived non-musicians demonstrates powerful negative perceptions 
of musicality. Current literature shows that this phenomenon is widespread in ‘Western’ 
culture despite increasing evidence to support an understanding that humans are instinctively 
musical beings. This paper traces reflective qualitative research methods that led to an exposé 
of lived experiences to reveal a judgemental society in which music is perceived as a 
performance by the talented. 

 
Introduction 

 
It was all too easy to find ‘non-musician’ participants willing to take part in my research 
that investigated perceived musicality. Although I deliberately sought to include those 
who might feel that they were ‘musical,’ twenty out of twenty-nine participants of this 
study (Ruddock, 2007) saw themselves as being ‘not musical’. Their tradition had taught 
participants of The Ballad of the Never-Picked that people were either ‘musical’ or 
‘unmusical’ (see Nettl, 2006). In my study of self-perceived non-musician participants, 
those individuals who considered themselves ‘non musical’ thought that music was 
something people could only do if they happened to be born ‘musical’; i.e. they 
‘possessed’ a ‘natural’ musical potential. Should this not be the case, then they expected 
to live as passive receivers of music performed by professionals (except on those 
occasions when they ‘did’ their own music in ‘private’ or when drunk). This paper traces 
reflective research methods to reveal how previously convinced non-musical non-
musicians actually have innate musicality. 
 
“[W]e shape all knowledge in the way we know it” (Polanyi, 1966 p. 77) so that when 
individuals ‘accept’ an ‘unmusical’ label, they necessarily limit how they can perceive 
and respond to music in their lives. In the same way that “we can know more than we can 
tell” (Polanyi, 1966 p. 4), Serafine (1988 p. 234) claims that her research into cognitive 
music knowing indicates that not only is the acquisition of musical skills analogous to 
learning of language and number, but that all persons have a considerable knowledge of 
music (Serafine, 1988 p. 1). In my study seeking to understand how music might be 
perceived in my community, a general understanding emerged from ‘conversations’ with 
twenty-nine self-perceived non-musicians that individuals either came from a ‘musical’ 
background or they did not; that they had a propensity to do music or they did not. Two 
young mothers, for example, considered themselves to have come from ‘non-musical’ 
families and wished to give their children different opportunities so that they could feel 
part of the musical world, while an 82 year-old retired Scottish farmer was more 
fatalistic: “…there was no music in our house. We didna’ have this musical connection.”  
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Several participants told stories from their school days that related directly to traditional 
practice in schools: 
 
• There was little or no music learning (see Australian Government Department of 

Education, 2005).  
• They were never picked to sing in a group.  
• They had no opportunity to access instrumental tuition.  
• They were asked to mime when ‘singing’ with their class.  
 
In this last instance, where the teacher had directed a twelve-year-old boy to mime, the 
now 37 year old physiotherapist reported thinking ‘I’ll never be a rock star.’ He 
remembered that while he “thought it was funny, just accepted it at the time, later on – 
looking back, [he had] thought the teacher could have been more encouraging.” That such 
incidents may have long-lasting effects is reflected in his feeling that “it’s a shame as 
even when on my own, I still, even now, feel self-conscious…let alone sing with other 
people around” (Ruddock, 2007, p. 55).  
 
In similar vein, a new study from Canada reports on four cases where teachers cause 
individuals to ‘learn’ they are ‘non-singers’ (Whidden, 2008); it reveals how the 
‘education’ of four women had an ongoing negative impact on their musical lives. 
Whidden goes so far to assert that the Canadian schools which tolerate such practices are 
responsible for allowing a “social injustice” (Whidden, 2008, p. 11). Her paper, tracing 
particular long lasting effects of inappropriate practices of some ‘music educators,’ 
questions a dominating adherence to the ‘talent account’ (see Howe, Davidson, & 
Sloboda, 1998). In her concern for individuals who experience “humiliating” experiences 
in relation to singing, Whidden touches on the widespread phenomenon in ‘Western’ 
culture where complex societal responses lead individuals to judge themselves to be non 
musical (Ruddock, 2007). 
 
Music education research is increasingly exposing traditional common practice in 
schools that has a negative impact on students’ musical development. Despite the fact 
that many music educators do perceive individuals to be inherently ‘musical’ (see 
Burnard, (2003, pp. 29, 30) it was the actions of music ‘tutors’ and ‘teachers’ who were 
responsible for ‘non-musical’ perceptions of participant in my recent study. Could it be 
that these music educators’ work is directly affected by perceptions similar to those of a 
group of educators (most of them in the field of education) reported by (Sloboda, 1996, p. 
108)? Sloboda reports that 75% of a group of professionals believed that innate talents 
were pre-requisites for singing and playing instruments. This understanding, too, is found 
by Burnard (2003) in her exploration of notions of human musicality. She refers to 
current research that reveals a general belief in the “talent account” (see Howe et al., 
1998) and emphasises that current exclusive practices in the arts need to adapt to embrace 
new perspectives in music education (Burnard, 2008 p. 61). 
 
In both the United Kingdom and Australia, educational focus is frequently directed 
towards those ‘gifted’ individuals who are believed to have a propensity to develop 
excellent music skills. In her contribution to a broadly focussed volume which provides 
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fresh perspectives towards effective music education (Leong, 2003), Burnard (2003, pp 
29-36) exposes the crucial aspect of language where our everyday use of words inculcates 
perceptions that ensure the longevity of the notion of and preferment for the ‘gifted’. Her 
research supports that of O’Neill (1997) and Ruddock (2007) who warn of the negative 
effects of discriminatory practice; to label students as not ‘musical’ means more than to 
restrict access to music learning; it has been seen to lead to an alienation from an 
essential aspect of what it means to be human (Nzewi, 2007). 
 
Burnard’s work reflects a reality that is shared in the Australian community, one that is 
reported in the recent National Review (Australian Government Department of Education, 
2005). In my research, drawing upon participant experiences in Western Australia 
(Ruddock, 2007), individuals reported feelings of being ‘not musical’ because of their 
experiences of unsatisfactory instrumental learning; in several cases, long-term negative 
self-perceptions can be directly related to instructors’ focus on successful performance 
ability. Instead of learning to do music, participants revealed that their music ‘tuition’ had 
resulted in their loosing confidence in themselves as musical beings; they felt that they 
should not attempt further access to singing or instrumental lessons because they ‘knew’ 
that they were musically inadequate (Ruddock, 2007). School learning and private tuition 
had taught them that they were ‘not musical’ because of negative responses to musical 
actions. 
 
Societal views outside organised education, too, challenge individuals who attempt to 
learn to play an instrument or to sing. One recent public example that illustrates a 
preconceived notion of what it is to be able to play or sing was when Maushart (2008), a 
popular presenter in a segment of ‘Life Matters’ on Australian National Radio, observed 
the first violin lesson of a 51 year-old lawyer who had decided to learn that demanding 
instrument. Maushart’s ‘voice over’ is revealing: 
 

You look so happy. Your eyes are shining...the whole thing was pretty damn 
heart-warming but I was still interested in whether [the teacher’s] ‘feel the fear 
and do it anyway’ approach was as valid musically as it clearly was 
therapeutically. 

 
Although this man had not yet begun to become familiar with the instrument, Maushart 
raises issues of ‘performance, judgement and talent’. She fails to appreciate the neophyte 
violinist’s immersion in the physicality of the action itself; of the pulling of the bow, of 
feeling the sound; of being in the music. Yet, in this case, the instrumental teacher was 
knowledgeable and encouraging. Unlike many ‘judges’ in the community, she understood 
the learning that was necessary to gain performance competence; she expected to hear 
‘beginner’ sounds; a reaction in contrast to the presenter who reflected a widespread 
societal ‘norm.’ In our culture where commercially available recordings present 
‘professional’ and frequently ‘tidied up’ versions of performances there is not general 
societal understanding of the processes involved in the acquisition of music performance 
skills. This lack of awareness also contributes to ‘judgemental’ perceptions of those many 
professional educators who do not recognise ‘normal’ music learning processes. When 
this is considered together with the reality that many children only get a chance to learn 
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an instrument if they ‘win’ a place in a ‘select’ school instrumental program, I suggest 
that it is not surprising to find that “it is common to distinguish between ‘musical’ and 
‘unmusical’ persons”… in Western societies (Nettl, 2006). 
 

Humans: Instinctively musical 
 

Neurological science now provides substantial evidence to challenge societal practice that 
lead can lead to an estrangement from a sense of musicality. Indeed, work on brain 
specialization shows that we are specifically equipped to process music; humans are 
hard-wired to do music (Tramo, 2001). We experience powerful physical responses to 
sound and Tramo et al. (2003) remind us of long-term human interest in these affects 
when they quote Galileo’s writings on “consonance”. It was in 1638 when Galileo 
considered the discomfort of particular combinations of sound that happens when their 
vibrations “strike the ear out of time” (p. 135); such physiological response to sound is 
now being understood in finely measured detail. Research on harmonic perception by 
Tramo and his colleagues (2003), for instance, leads to deeper understandings of our 
musical behaviour; I suspect that their fresh view on consonance will lead to a freedom 
from some traditional teachings regarding this phenomenon. 
 
A detailed review of neuropsychological work reveals that music is not only a product of 
culture, but is an instinctive human behaviour (Peretz, 2003 p. 192). Work being carried 
out in the field of psychology also indicates that music cognition is dependent on normal 
cognitive learning experiences (Serafine, 1988 p. 234), so detailed scientific research now 
supports Davies’ earlier view that being musical need not depend on the “magical 
properties of some sort of musical priesthood” (Davies, 1978, p. 15). On-going work 
shows that the acquisition of musical skills depends on both long-term listening 
experiences and formal learning (Altenműller, 2004); Altenműller carried out 
experiments to reveal that even brief musical training can enhance brain activity; musical 
skills can be learned (2004, p. 29). This verifies the earlier work of Serafine (1988). 
Indeed, measurable brain patterns show how quickly long-term music learning can take 
place and Altenműller’s work revealed that neuronal changes not only remained for up to 
a year following music-learning sessions but they showed no signs of diminishing (2004 
pp. 30,31). Neurological research, then, is providing evidence to support the 
understandings of those who question the talent notion. An expanding field of research 
(see, for example, Peretz & Zatorre, 2003) now exists to support the importance of 
listening and learning; the experiential account for acquiring musical ‘ability’ is 
increasingly being backed up by ‘scientific’ evidence. 
 

Does music matter? 
 
What does it matter whether people do music, art or dance? Since I first witnessed the 
severe restraints that some individuals expressed when they considered singing or 
playing, this question about doing music has become an ever insistent issue for me. What 
use might the arts offer to us in an everyday sense? Does it matter if we feel free to do 
music? As she mused: “What is music to me?” Caterina, a self-perceived non-musician 
from my study (Ruddock, 2007) considered that: 
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…music is everything. Music is…sounds weird, but music can be just the sounds 
of…of life.  I mean, to me that can be music as well.  I know that sounds a bit 
abstract but, you know, just sitting quietly and listening to the trees and the birds, 
and to me that’s a kind of a music of life, it’s the sounds of life. So it’s almost a 
mystical thing to me I think. I don’t know about spiritual or if that’s too far ‘cos I 
don’t really mean spiritual…but more mystical. So that’s why I think it’ 
something very, very, very special…music. 
 

Caterina, generously offering her thoughts during her lunch-time break, expressed an 
aspect of relating to the arts that has been considered in depth. It is through the arts that 
we can experience “a truth” that we can access in no “other way” (Gadamer, 1989 pp. 
xxii, xxiii). Yet a gradual transformation of arts into ‘objects’, into ‘things’ to be judged 
has occurred in the ‘West’ since the so-called ‘Enlightenment’ of the late eighteenth 
century. Participants in my study (Ruddock, 2007) who perceived themselves to be non-
musical felt directed by an invisible societal dictate that the doing of the ‘arts’ (including 
dance, music and visual arts) was necessarily performed only by talented individuals who 
could use their genius to create potentially great works. Allowing this perception to 
dominate their actions frequently meant that individuals would avoid any attempt to be 
actively involved in music making (especially where they believed that someone might 
hear them). 
 
It is important to ask here in what ways it might matter if humans undermined their 
artistic acts by feeling that they could not appreciate a play or understand certain music. 
In considering the powerful affects of “play”, Gadamer (1989, pp. 116, 117) explores 
how, when engaging in drama, music, dance or art performers and listeners together 
cause these “play” forms to transcend everyday existence. In this ‘doing’, Gadamer 
argues, the form becomes greater than the separate parts (i.e. of the 
performer/painter/dancer and the spectators) as artistic involvement enables a 
consciousness that opens up a deeper way of knowing; it can allow the doer to experience 
an essence that evokes an ‘enlightenment’.  
 
To do arts, then, is to engage in a deeper knowing of our being; it enables us to access an 
important aspect of our humanity (Nzewi, 2007 p. 31). To make music is to be able to 
transform our being through sound, to bring us towards a tangible awareness an essence 
of being than cannot otherwise be “recognised” (Gadamer, 1989). To have a separatist 
cultural ‘heritage’ that denies individuals from engaging in artistic acts, to exclude people 
from feeling that they are part of aesthetic life-forms can limit their essential knowing of 
their being. It can undermine potential interrelation with others and deny deeper 
awareness. To sing, to play an instrument, to paint or to act out a drama can become ways 
towards a sensual ‘knowing’ of reality, “a knowledge of the essence” (Gadamer, 1989, 
pp. 114, 115) of the ‘played’. In this way, the ‘arts’ are no mere entertainment but are a 
means towards essential self-knowing.  
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Research Methods 
 

For research findings to be trustworthy and to have findings that can be useful for societal 
practice, the work must be transparent and demonstrate rigorous methodological 
procedures. While I had initial guiding questions to direct our minds towards perceived 
musicality, “conversational partners” (Rubin & Rubin, 1995) were encouraged to make 
free responses, to ponder on their own experiences and to express their feelings, both 
negative and positive. Rather than researcher directed questions, participants actually 
responded to my interest in their stories; they allowed me to hear their reflective 
understandings and to learn about the reality of music in their lives (I did, however, 
initiate a return to points where I felt that there was ‘more to tell’). Surprise revelations 
from participants challenged my understanding as a music educator that everyone was 
essentially musical (Burnard, 2003, p. 30). From the outset of this study, pilot case 
studies revealed that beneath the veneer of the successful lawyer, teacher educator, high 
school teacher and retired technician lay deep convictions of being non-musical. 
 
These participant experiences led towards a central question: How could it be that 
members of a musical species would take on and act out a non-musical role? With 
researcher journal entries recording changes in perceptions of both myself and the 
participants, I began to realise that my own views were becoming enmeshed with the 
informants (Clandinin & Connelly, 2000, p. 20). Words and impressions continued to 
gather in a confusing cloud of experiences and thoughts. Iterative revisiting of 
transcriptions showed layers of meaning where constructed narratives told tales revealing 
disparate participant realities. 
 
As voluminous data began to swamp clarity I sought insight from ‘experts’ in research 
(Lincoln, 2002; Rubin & Rubin, 1995) and I recognised the need to employ various 
methodological procedures to facilitate effective analytic and reflexive research practice. 
After careful observing, listening, and transcribing, I coded and analysed material from 
participants to find their reality governed by three particular perceptions; performance, 
talent and judgement. So that perceptions could be set side by side, it was useful at this 
early stage to use comparative tables (Guba & Lincoln, 1981, p. 249). Table 1 is an 
example of how I clustered perceptions; this procedure led to a categorisation of themes. 
 
Detailed material from participant contributions comprised transcriptions, notes (of my 
own reflections, telephone conversations, observations and ‘casual’ comments), tables, 
codes, memoranda, and a research journal. These all needed to be set into a form so that a 
reader could appreciate rich insights as they reflected aspects of music teaching practice. 
It became crucial to transform the morass of data into coherent text. It was important to 
turn confusion into sense; to make apparent contradictions reconcile towards accessible 
form. Further, in order to be credible, the research process had to be transparent and to be 
filtered through perceptions other than a single researcher. In addition to reflective 
participation of researcher and researched I sort to include reflective help from a wider 
community of readers (Lincoln, 2002). To in-depth reflections on my own interpretations, 
then, I valued input from a group of community readers who provided comments from 
their own different perspectives. 
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Table 1. Example of perceptions that led to emergence of themes 
  Music as performance:  Music as human action Identity 
Sonya I have cousins who belong 

to marvellous choirs. 
There's no doubting their 
musicality. Mine never was 
/ never will be at that level. 

I love to clap and dance along 
to the music and I love to listen. 
I enjoy it much more if I don't 
have to keep still. I want to 
move not just with the beat but 
the emotion that I hear in it. 

I do consider myself '  

‘musical’ if you include 
enjoyment and a passionate  

commitment to helping 
others enjoy it too. I'm 
assured that I can't sing in 
tune…I accept ruefully. 

I don't consider myself 
‘musical’ compared to a 
musician. I’m not even in 
the [same] ballpark.  

Vi …they have to be able to 
project themselves 
satisfactorily to other people 
as being ‘musically’ 
talented. If I hear a singer 
[who does not sing well] I’ll 
say, ‘Who the heck told 
them they could sing?’  

[A musical person] can sing or 
play a ‘musical’ instrument. 
[Their sound] must be easy to 
listen to, relaxing, inspiring, 
stirring or stimulating to my 
senses. Knowing that I have a 
hopeless voice I would not like 
to inflict my singing on 
someone else. 

I don’t really think I am 
musical. I have no voice to 
sing I would love to be able 
to sing; I enjoy humming 
along with the radio.  

Caterina [A musical person is] 
someone who is a trained 
musician in some sense, or 
they have a gift. [Their 
music] moves you in some 
way.  

They have a natural ability to 
be ‘musical’…they’ve got this 
innate gift in them. That’s what 
I would think if someone 
said…a ‘musical person.’ If it 
sounds nice to me…sounds in 
tune, …just is a nice sound in 
my ear…something in it that 
moves you in some way. 
…certain hymns that all the 
children liked…ones that would 
be really popular, an’ they’d all 
start singing it really well; I 
love singing hymns. 

I’m not musical.  I’m not 
trained. As a family, we 
were brought up around 
music but none of us could 
sing, so I wouldn’t say any 
of my family were 
‘musical.’  

I always think ‘God I wish I 
could sing’ 

 
This helped to ensure that insights and questions would receive wider interpretations than 
possible when limited to one researcher and one supervisor (Haynes, 2006). In an attempt 
to reduce excessive length and to make the data accessible, I adapted participant words to 
form a narrative core where iterative interpretations were allowed to become vibrant 
sources of understanding, not just ‘interpretations of interpretations’ (Levering, 2006). 
 

What ‘non-musicians’ can tell 
 

God I wish I could sing. I’d love to do singing lessons but I’d be too 
embarrassed …the teacher’s going to go ‘Oh, no hope’ (Caterina) 
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Voices of self-perceived non-musicians resonated with musical memories; of revelling in 
drunken singing with friends; of having no interest in music yet bursting with pride to tell 
of a son’s singing; of fear to do music in public because of ridicule. Participants told of 
musical experiences that stayed with them; memories of music in their lives revealed 
deep layers of connection, disconnection and contradiction. When the number of 
‘conversational partners’ reached twenty-nine I was satisfied that their information had 
reached saturation (Glaser & Strauss 1967; Minichiello, Aroni et al., 1995). At this point, 
it also became clear that participants’ experiences highlighted non-musical self-views that 
reflected findings reported by Davidson et al. (1997, p. 197) where negative effects of 
criticism impacted on individuals during their school years. Tables 2 and 3 present 
examples of participant experiences that show how non-musical perceptions emanate 
from school and instrumental ‘learning’. 
 
Table 2. Negative Effects of School Learning 

Name Perceptions of being Not Musical 
Caterina Learning the recorder at school started putting me off ‘cos I thought ‘I can’t just read it…I 

can’t read music!’ I felt stupid. I am the most unmusical person…I’m not musical.  I’m not 
trained…God I wish I could sing. 

Chas By about age 8, I knew I was not musical…this knowing was a gradual thing. I cannot say 
how it happened. I hardly outshone…others in the class when we learned the recorder. 
Whereas I excelled easily in maths. [Private piano learning confirms this conviction.] 

Rhonda I…didn’t play a musical instrument because I felt that I just was shocking when I did try – 
and that everyone else would think that I didn’t know how to do it right.  Year six was the 
first…attempt at playing a musical instrument…my problem was that I couldn’t read music. 
My brother and sister had been introduced at a younger age and they could do it and I 
couldn’t. Dad used to teach dancing…he has good rhythm an’ beat…I can’t even jive.  I put 
one too many steps…very self-conscious everyone’s watching…really embarrassed. 

Sally I was pretty good in primary school…then I just didn’t like it…my teacher [was] boring. 
I’m not really musical cos [to be]…musical [is to be able to] play an instrument. 

Sonya I was never picked to sing or play at school. I don't consider myself musical.  I'd love to be 
a proficient practitioner, but I'm not…don't regard myself anywhere in relation to a 
practising musician.  I'm assured that I can't sing in tune and the only thing I can play is a 
CD.  Yes, I enjoy it.  No, I can't do it.  That's why I'm not even in the ballpark [of a 
musician.] 

Jim The teacher told me to mime. I thought ‘I’ll never be a rock star.’ At the time I thought it 
was funny…just accepted it. Later on – looking back, I thought the teacher could have been 
encouraging. It is a shame as even when on my own, I still, even now, feel self-
conscious…let alone sing with other people around.  

Vic I couldn’t even play the recorder…would rather do detention than do music at school.  
 
In their words, individuals exposed self-perceptions of musical inadequacy; feelings that 
reflect a widespread influence of the ‘talent-account’. These reported negative 
perceptions could have been turned around by the knowledge that singing and playing, 
like other skills, need to be allowed normal development. Small recognised this and 
advocated “practice and encouragement” (Small, 1998 p. 212). He abhorred the practice 
of silencing individuals because they had not learned to sing in tune, stating that: 
 

The voice is at the center of all musical activity, but it is all too easy to silence and 
very hard to reactivate, since those who have been silenced in this way have been 
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wounded in a very intimate and crucial part of their being. In my opinion any 
music teacher caught doing such a thing…should be sacked on the spot (Small, 
1998, p. 212). 

 
Table 3. Negative Effects of Private Music Learning 
  

Name 

  

Self-perceptions of being Not Musical  
Ada …we always sing [in Croatia…but after] singing lessons [in Australia where an] eisteddfod 

was a disaster…I was embarrassed. [Now] I don’t think I have an ear for music because I 
think I’m tone deaf…I never thought I was but I think I am. I am not musical but I am not 
unmusical. 

Chas When faced with the demographic statement ‘I have learned to play a musical instrument’ 
Chas responds: ‘I was taught but I never really learnt. There is a subtle difference…I didn’t 
have an aptitude for it...I wasn’t good at it straight away.’ 

Harry When I attempted to learn the trumpet it was a matter of seeing how it went. I got to a 
certain point that the amount of effort involved and level of expertise [achieved meant] that 
I was not musical. It was not something which came easily. The disappointment that the 
results were not as attractive as one might’ve wished [led me to abandon such learning]. 

Janice …it normally means someone who performs. [When I was little] I thought I was crash 
hot…the crunch came when I actually started to learn the piano and…found out that music 
wasn’t all nice at all…it was full of people who growled at you all the time. It was a 
disillusionment to me. I felt a bit of a failure. 

Jessy When I think of ‘musical’ I always think of classical music. I kind of don’t like it much and 
don’t understand it. I was a little bit frightened because you feel you ought to…you’re 
lacking some kind of refinement if you don’t understand. [Piano learning] undermined my 
confidence. I felt stupid.  

Nell I did want to learn guitar. I didn’t understand what a note was…I just felt it was a foreign 
language and I just couldn’t grasp it. I just had no innate ability to understand it. Theory 
lessons [seemed to be] a foreign language and I just couldn’t grasp it.  

 
It was during a drama exam that Caterina experienced a judgement regarding her voice; 
this instance affected her on-going self-perception: 
 

I failed my exam because…she said my voice, my pitch in my voice was too 
singy. That was pretty devastating.” I’ve always believed that I am ‘tone deaf’.  
I’ve always believed that I’m a bad singer. I love music but I’ve never believed 
that I’m someone who can perform in any way…or can sing in any way…or…I’m 
just an observer of music.  I like it. I would…if someone, if God or whoever could 
give me a gift…I would love the gift to sing.  I would love to be able to sing! 

How can it be that Caterina ‘learned’ that she was ‘tone deaf’? Small (1998) confronts 
this notion of leading people to believe that they are “tone-deaf” as “odious;” and laments 
this situation where “somebody [teaches] otherwise intelligent and articulate [people] that 
they could not, must not, sing” (pp. 211, 212). He recognises that this can be an outcome 
of teachers believing it was their function to discover potentially talented students who 
could become professionals rather than undertake inclusive music education. Caterina’s 
experience confirms perceptions explored by Small. It was after I had shared perceptions 
of my own musical inadequacy with Caterina that she became increasingly confident to 
tell of her own musical disappointments. She talked of her hopes to give her unborn child 
a chance to experience music, yet she feared that it would be a “struggle [because] we’re 
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not a musical family”. Before she continued, she checked on the confidentiality of our 
conversation then confided her fears regarding her young child learning music had been 
exacerbated because of her observation that: 
 

…certain teachers - they want the bright students…the talented, the gifted ones. 
That makes it easy for them. And possibly because they’re not natural teachers 
themselves, they have to be a lot more judgemental. 

In was her work in a music department that led Caterina to observe that teachers preferred 
students who were “going to make it”. She lamented that they did not “encourage the 
ones that maybe aren’t as…‘gifted’. It’s a bit harsh, isn’t it!” 
 

Conclusion 
 
Together with the other participants in my study, Caterina’s experiences revealed the 
potency of teacher actions to impact on musical identities. For fifty percent of this group 
of ‘never-picked’ it was the actions of music teachers, either in schools or in private 
studios, which led toward participant negative self-perceptions. Yet, while it is tempting 
to ‘accuse’ particular teachers for undermining innate musicality by unrealistic or 
ineffective teaching practice, observations made during my study suggest that these 
‘tutors’ acted with the best intent to respond to societal expectations. Echoes of the early 
Australian tradition continue a perception that music is “a desirable artistic pursuit and 
social accomplishment for the children of upper and middle class families [and tutoring in 
music was mainly available for] young people who exhibited particular musical talent 
and wished to undertake vocational training as performers” (Stevens, 1997). Values from 
these expectations are reflected in participant embarrassment at ill-prepared attempts to 
‘perform’ which lead many to experience a reluctant acceptance of their ‘lack of talent’ 
and they acquiesce to societal pressure not to sing and play. Despite recognising the vital 
part that music played in their lives and self-knowing, the respondents who perceived 
themselves to be non-musical nevertheless accepted their ‘lack of being musical’ status 
without question’. 
 
Where our understanding of what it is to be ‘human’ is increasingly being informed by 
neurological (see Peretz et al., 2003), philosophical (Gadamer, 1989) and other scientific 
findings (Aldridge &Aldridge, 2008; Sacks, 2007), we can now recognise the important 
effects of engaging with music and other art forms. To ‘play’ or ‘work’ in the arts gives 
us an access a deeper sense of self and communal knowing that can take us beyond 
everyday chatter towards a deeper awareness of existence and of being a living part of 
something greater than a shallow surface reality. To be denied access to active 
involvement in the arts, as experienced by the ‘never-picked’ participants of my study, is 
to be denied a fundamental aspect of human living. Their stories reveal a reality where 
they are unable to engage in an important means of experiencing the interrationship of 
tangible and intangible aspects of their lifeworld. 
 
I wish to assert that false separations like the ‘musical-unmusical’ dichotomy are not 
useful constructs. As Lines (2003) argues, “music and cultural work form a synthesis 
and…their separation, by means of objectification, is actually a radical break away from 
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‘what is’ ” (p. 239). Where music is a part of everyday life, not just something to be 
consumed and not something made by only by specially gifted individuals, it can add a 
rich dimension to our life’s awareness. So, with measurable data now supporting an 
understanding of the crucial role played by listening/doing/learning towards musical 
being and doing, I argue that informed education practice can make it possible to reverse 
the unnecessary musical/unmusical dichotomy. By focussing on the vibrant engagement 
of the students rather than on the excellence of ‘performance,’ music in schools need not 
“contribute to…demusicalization” (Small, 1998, p. 212) but can instead, celebrate “the 
musicality of the ordinary person” (Small 1977, p. 163). 
 
I believe that the experiential account for acquiring musical ‘ability’ (Serafine, 1988; 
Sloboda, 1996) provides a convincing bass from which we can argue for music to become 
part of an inclusive practice in general education. It is important to question why is it that 
our tradition of teaching in schools (Small, 1998 p. 212) leads musical beings to believe 
that they are not musical. How can it be that some teachers accept negative aspects of 
traditional practice that accentuate ‘performance’ at the expense of human musical 
expression? How is it that instinctively musical beings can learn they are not musical? 
My inquiry into this phenomenon shows a need to address these questions if we are to 
change for the better. 
 
Unrealistic or inappropriate ‘standards’ that lead many individuals to ‘learn’ that they are 
not musical, are part of an ill-informed education structure that has no place in an 
‘enlightened’ educational setting. As music educators, we can influence educational 
practice by noting negative effects that undermine holistic development; we can speak 
out about the long-term dehumanising influences of outdated traditions with roots in the 
so-called ‘enlightenment’. I look forward to inclusive understandings of human 
musicality as innovative music educators continue to create ways to inspire students to 
engage in music making as it connects “us into a resonance…that [can] quicken and alert 
us of our condition as creative humans immersed in cultural and expressive life” (Lines, 
2003, p. 241).  
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Updating Music Education in Australia:  Recommendations to bridge the 
divergence between classical and contemporary music as a response to issues raised 

in national and state reports in 2005 and 2007. 
 

David Salisbury, James Cook University, Australia 
 
 

This paper delves into the problems Australian teachers are facing in today’s music education 
environment.  In 2007 the South Australian Department of Education and Children’s Services 
(DECS) produced a report in response to a 2005 report conducted by Murdoch University for 
the Department of Education Science and Training titled, National Review of School Music: 
Augmenting the diminished.  Both of these reports recommend the inclusion of music 
technology and contemporary music of all styles and genres in order to engage students 
(Anderson 2007).  In the Australian context this initiative falls most directly into high school 
instrumental programs.  The aim of this investigation is identify some of the main issues in 
the implementation of these types of directives and to propose recommendations to support 
teachers who are engaged with implementation of these reports. 

 
Introduction 

 
The following excerpt from a Queensland Sunday Mail report points to funding priorities 
in Queensland Education: “Education Minister Rod Welford has called for a shake-up of 
the state’s schooling system in the wake of alarming literacy and numeracy results” 
(Weston 2008). 

 
In this education climate the arts including visual, performance or theatre, music and 
dance are usually the first to experience cuts in funding.  In Queensland individual tuition 
in instrumental programs have been replaced with group lessons with a minimum of three 
students per group.  In classroom teaching and instrumental programs many schools are 
hard pressed to maintain numbers after years eight and nine when music becomes an 
elective and student are more inclined toward technology based elective such as IT and 
other computer based subjects. Southcott and Hartwig (2005) state that, “Music, as with 
the other arts areas, has, in some states, effectively become optional and, once again, 
music educators are forced to undertake advocacy for their place in schooling” (p. 142). 

 
This study looks at four case studies to highlight the issues facing music education 
teachers in the current education climate.   These case studies underline the challenges 
that music teachers encounter maintaining their programs and responding to directives or 
recommendations outlined in reports such as the 2005 National Review of Music 
Education: Augmenting the diminished. 
 

Background and Literature 
 
National and State Reports 
Anderson (2007) produced a state report in response to a 2005 national report titled, 
National Review of School Music: Augmenting the diminished, for the South Australian 
Department of Education and Children’s Services (DECS).  Both of these reports 



 

241 
 

recommend the inclusion of music technology and “the breadth of music in contemporary 
society” in order to engage students (p. 6). 
 

There is a need for instrumental music to be open to innovation, change and 
development. In a similar vein, instrumental music must encompass the broadest 
definition of what a musical instrument is in contemporary music practice (Pascoe 
et al., 2005, p.126). 

 
In regards to technology in music education the report states: 
 

Music technology, which is essentially using new musical materials to make 
music, is heavily involved in popular music, film music, computer games music, 
most ‘cross-over’ music, and much new classical music (p. 23). 

 
Also that: 
 

A survey of music technology literature shows that nowadays it is a pillar of 
mainstream music making and probably connects more than other music to young 
people’s lived experiences. This has impacted on teaching and learning of music 
(Pascoe et al., 2005, p. 23).  
 

Watson (2007) gives a clear summary of curriculum initiatives over a thirty-year period 
in which she points to the National report focused on in this paper and the statement 
made by the authors that “it was difficult for teachers to access curriculum materials 
suitable for music” (p. 170).   
The national review identified that there are major concerns about music curricula in 
regards to a cyclic attention to music; the currency and relevance of curriculum materials; 
a movement towards frameworks away from specific syllabi (in some States and 
Territories); a movement to essential learnings curricula; and, some problems with access 
to curriculum materials (Pascoe et al 2005, p. 120).   The review also pointed to some 
specific gaps in curricula including: in particular music technology; the need for inclusive 
repertoire and indigenous music; music education for gifted and talented students; and, 
approaches to creativity, improvisation and composition (ibid). 
 
Lowe (2007) referring to the same report emphasizes the authors comment “Many 
secondary class music programmes in Western Australia suffer high attrition rates” (p. 
95).  Southcott and Hartwig (2005) point out that in Queensland the new syllabus starting 
in 2006 still maintains an emphasis on Western art music and that there is no inclusion of 
other representations of music, graphic or technology based, but rather a reliance on 19th 
century classical notation and theory teaching methods.  In a study conducted by 
Ballantyne and Harrison (2005) pre-service and early career music teachers did not see 
the development of knowledge and skills in technology as important. 
 

Methodology 
  
This study was based on four case studies conducted in Townsville, Queensland and 
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represents phase one of more broadly based inquiry that will include a wider regional 
study in phase two and a statewide survey in phase three.  The four case studies include 
Case Study One from a co-educational state high school and an interview with Philip (all 
names used are aliases); Case Study Two from a co-educational state high school where 
Gail was interviewed; Case Study Three a private boys high school with Mark as the 
teacher interviewed and Case Study Four a private co-educational high school where 
Steve was interviewed. 
 
Interviews and Case Studies 
The following excerpts focus on three main questions of a ten-question interview 
conducted over a two-week period in September 2008. 
 
Question One 
(Researcher) What are the main issues facing music education teachers in Queensland 
and more specifically in your school? 

 
(Philip) Probably from our perspective here and from an education Queensland 
perspective is the creative curriculum in general and what I mean by that is the 
marginalisation of the arts and music through other mandated programs in schools 
especially when you look at the situation with numeracy and literacy and an 
increasing targeted time given to addressing that problem in response to poor 
results on standardized test.  So some of the programs they look at first in terms of 
cutback are what they call non- core areas and the arts and music fit into that. 
 
(Gail) In my school it is the lack of formal education for these kids or private 
education most of the kids will come here with only having done classroom 
primary school music or been in the instrumental programs at a very beginning 
standard.  None of the kids here due to the socio-economic level can afford private 
lessons, that is an absolute luxury so that what we are dealing with here is a real 
grass roots or basics standard. 
 
(Mark) Probably the biggest is budget restraints.  I have been at this school now 
for five years and it is only now that I am starting to see a little bit of money come 
my way.  We are not considered a rich school, it need to be so structured and they 
need to have every detail covered in what you want to achieve but saying that 
there is still not the money there to put in new initiatives, so money is the biggest 
one for us.  This then leads on to space.  I’ve got three rooms to use and I’ve got a 
full classroom program to run, bands to run, instrumental tuition to run, so space 
is the next biggest issue.  The knowledge base that these kids have got when they 
come to us in year eight, the problem I’ve got is that I’ve got a thirteen-week 
timeslot to get year eight students interested in music because they’ve been 
scarred from what they did in primary school so I have thirty-nine lessons to get 
them interested in doing music from years nine to twelve. 
 
(Steve) Fitting decent music in an already packed curriculum, there are not 
enough hours in the day.  That’s one challenge and another challenge is to 
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encourage kids to broaden there musical experience and understanding so they are 
expose to music in the popular media and it’s important to validate that.  I think it 
is also important to enrich their general knowledge musically by encouraging 
them to listen to and perform in styles and genres other than what is generally 
streaming through such as the Australian Idol type of music. 

 
Discussion Question One 
 
Of the four teachers interviewed only Steven prioritized issues other than funding and 
space.  Mark also brings out an important point of  “previous musical knowledge” in his 
student body as being a problem for him in the delivery of the Queensland music 
syllabus.  Steve also points out that time constraints where an issue for him in delivering 
the best outcomes for his students.  Overall the funding and space issue was of prime 
importance to three of the four teachers interviewed and represents the fundamental issue 
stated at the beginning of this paper, which is that the arts are usually the first to be cut in 
a critical fiscal decision by education administrators aiming to use their funding 
allocations in the most economical way. 
 
Question Two 
(Researcher) A recent national review calls for the implementation of the “breadth of 
contemporary music”.  How can you achieve this directive in the context of your school 
and current situation? 
 

(Philip) It is difficult and I really think you have to look at the skill sets of the 
teachers you have.  Bearing in mind our situation here, our three classroom music 
teachers, one is a classically trained violinist, the other one is a brass band person 
and the third one is a classically trained singer.  So our backgrounds are not the 
contemporary music area and I suppose, unless the teacher make a personal 
decision that they are going to go and invest time and energy to improve their 
knowledge and skills in that area, we are not going to get time and works not 
going to arrange for us to do it. 
 
 
(Gail) Well I do, you certainly do because you have to, to suit the clientele that’s 
here.  If we just did pure art music, you’d lose them even though I can, but I can 
mix it up with popular music.  They can also have the chance of singing popular 
music in the choir as well as traditional music.  We also do that in the band so we 
can mix up traditional concert band stuff and popular and contemporary, same as 
the strings. 
 
 
(Mark) This is a tricky one because with boys, they have got to see rewards 
straight away.  Now that is difficult when you got to have some basis in theory or 
music knowledge before you can give them those rewards, so there is a fine line 
there that you need to tread to say right if you do this little bit here then you going 
to be able to achieve this and that is why in year eight we dabble a little bit with 
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keyboard and guitar so they get into the instrumental stuff but I have also got to 
give them some theory so that they can play the stuff.  Same with notation, I start 
them in year nine with Sibelius so they need to understand basic notation before 
they can use those types of programs. So it is the balance between having to teach 
the basics but give them the rewards soon after otherwise they lose interest. 
 
(Steve) Mostly this would be up to me in terms of how I interpret the syllabus and 
implement it.  My aim is to encourage kids to be listening to and be involved in 
contemporary Australian music.  My own interest would happen to be ‘art music’ 
of the last thirty years within the Australian context and when I was teaching in 
New South Wales that was a mandatory requirement for year-twelve music, as 
outlined in a course called music 2.  One unit was Australian music of the last 
twenty-five years and the understanding was that was ‘art music’ such as 
Sculthorpe, Ross Edwards, Matthew Hindson, and Carl Vine etc. were composers 
we were looking at.  But we have to mindful that not all students would be 
wrapped in that so we would also introduce units of work on the history and 
development of Rock music which I find is good for middle schools so years eight 
and nine and encouraging kids to perform in those styles. 

 
Discussion Question Two 

 
Interestingly three of the four teachers interviewed felt that they lacked a certain level of 
understanding of contemporary music in regards to implementing more contemporary 
based music into their delivery.  Paul confirmed that most of his staff had a Western Art 
Music (WAM) background and Mark admitted that it was an important factor for 
retaining students in his program after grade eight when music became an elective.  Gail 
was comfortable with the most genres of contemporary music as she put herself through 
teacher training playing bass in bands to make money.  Steve admitted that WAM was his 
forte but felt confident to do units of popular music as well.    
 
Question Three 
(Researcher) What is the state of technology hardware and software in your music 
section? 

 
(Philip) We have work over the last couple of years to improve the technology 
that we have got and we are not talking big money here but we’ve spent about 
$30,000 dollars over the couple of years and we’ve bought fifteen Macs (IMacs), 
plus two Macbooks available to our students.  The biggest problem connected 
with that is of course software and the flow on to that is space. At the moment in 
music we are using Garage Band, we are using Finale 2004 which we are about 
review that whether we are going to continue down that path, or move away from 
spending that much money on site licensing for notation software, really the bulk 
of our students when given a the opportunity to choose wether they are going to 
compose using notation software or through recording and sampling are not 
choosing notation software.  So why are we spending all this money on site 
licensing for that?  That is the extent of our software at the moment. 
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(Gail) Money, that’s the main thing however, I do have finale notepad.  I don’t 
have that set up here in the music building but I do have that program set up on all 
of the library computers.  So for composition, we can write it here on manuscript 
paper and then go and punch it in and that way the kids actually get to listen to it.  
The good thing about it too, I’ve just finished with year elevens, they can email 
me those composition and can then mark them and listen to it as well. 
 
(Mark) Once again budget and the second would be the amount of programs that 
are out there.  I am not talking about notation programs but music loop programs 
that use sound loops such as Magic, Groove, Acid all those types of things and 
programs so there are lots of programs but no one has said this is the best program 
for you guys and of course site licenses are expensive.  Also in my own 
professional development I don’t have a lot experience in music technology 
because I have come through on a traditional program so I am learning as I go but 
I am also working collaboratively with the IT people here at school and so I am 
getting most of my information and direction from them. 
 
(Steve) The technology is updating and changes more quickly than a curriculum 
document can keep up.  For example ten years ago sequencers were all the rage 
with classrooms with keyboards, sequencers and samplers.  We moved on from 
that now, so I think keep up to date and also keeping my skills up to date, I used 
to worry that I would know less about the technology than the kids.  That doesn’t 
worry me any more, if they know more about a program than I do that’s good, 
they can share their knowledge with me and I view it similarly that I don’t know 
how to play the bassoon but if I take an orchestra that has a bassoon in it, I know 
enough to be able to deal with it, so that is one issue.  Another issue is 
maintaining it so that every work station is operable it is frustrating if you got 
twelve computer but only eleven are working, so having it maintained and 
keeping abreast of what it can actually do, so the other issue is making sure that 
the technology is not the tail wagging the dog. 

 
Discussion Question Three 

 
Issues that appeared to be prominent in response to this question included a lack of 
funding, physical space and experience or training in the use of music technology.  Philip 
confirms that his school has supported him financially but also makes that point that 
software licensing is an issue with many of his students preferring to record their projects 
versus using a notation program to score their music.  Steve also brings up the point of 
the rapid changes in the technology and the inability of any curriculum document to keep 
up with these fast changes.  All of the teachers where grappling with the issue of music 
technology in some fashion and all of them agree that students are attracted to the 
inclusion of music technology in the music offerings at their schools.   
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Technology and Resource Issues 
 

During an information night at James Cook University recently, eighteen teachers out of 
approximately 40 attendees filled out a short survey.  The table below highlights many of 
the issues the respondents considered important such as infrastructure or resource issues 
and professional development needs (see Table 1). 

 
Table 1. JCU Teachers Night Survey (August 2008) 

Survey of Eighteen Teachers in the Townsville Region 
Overall 
Infrastructure 
Issues  

Lack of 
Resources 
Generally 

Lack of 
Space 

Lack of 
Recording 
Equipment 

Lack of Funding 
or Budget 

 10/18 or 55% 5/18 or 27% 10/18 or 55% 10/18 or 55% 
Types of 
Technology 
Professional 
Development 
Needed 

Software Recording   

 9/18 or 50% 9/18 or 50%   
 
The responses in the survey align with the four case study responses and highlight the 
concerns teachers have when confronted with directives such as those found in the reports 
discussed in this paper. 
 

Process versus Product 
 
Green (2006) discusses the phenomenon of how contemporary musicians gain their 
knowledge of music without formal training and is essentially self-taught.  She 
emphasizes that all aspects of musical awareness, listening, composing, improvising and 
performing are more holistically connected in an informal learning environment and 
usually take place in a group setting.  Finally that informal learning is a process rather 
than a product oriented activity.  Her contention is that contemporary music originates 
from an organic process that should be reflected in a classroom context as well. 
 
The researcher’s experience lecturing in composition to tertiary students, many enrolled 
in a teacher education course, created an opportunity to develop alternate assessment 
strategies due to the fact that some of these students would have little formal composition 
experience or depth of musical background. 
 
It became apparent that assessment of the aesthetic and technical aspects of a composition 
would be subjective and biased towards full time music students.  The alternative strategy 
employed was to emphasize a process diary that chronicled the student’s progress in 
creating their compositions.  The process diary is an established assessment strategy in 
the visual arts but may not be as widely employed in a music education context.  This is 
particularly useful in the assessment of projects that are recording versus notation based.  
The following is an excerpt from a technology student’s process diary attending JCU. 
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The drum compositions though I can discuss, at first when I heard the riff I 
thought, wow, this is going to be a nice song, I knew it had potential and it was 
going to be a long song. The thought process that goes behind laying down a beat 
doesn’t require a lot of thinking at first; I just explore the grooves that I feel at the 
time and play. I listen to the progression and feel how my body moves, and try 
and emulate that through my playing. Most of the time I can’t play the perfect 
beat right off the bat, if anything I overplay when I hear something for the first 
time, I try a lot of different beats and fills and when I stumble across something I 
like I stick with it. So I ask Fergo if he can just repeat the intro for about sixteen 
bars and I play the first beat which is below: 
 
First beat pattern that was played: 
 

 
 
The beat that is now in the song: 
 

 
 
 

Discussion and Conclusion 
 

In this paper issues facing music education teachers have been identified in particular 
with regards to recommendations by national and state reports.  The recommendation of a 
more contemporary based music approach with a music technology basis is problematic 
in most cases due to a lack of contemporary music experience or training and a lack of 
resources and funding to establish an adequate technology platform.  Although these 
issues are not new and teachers have been contending with ongoing difficulties in the 
delivery of music education in Australia, over the last two or three decades, the 
comments and opinions expressed by the four case study participants contained in this 
paper present an opportunity to document their concerns and frustrations.  The condensed 
list below highlights a few of the problems discussed in this paper. 
 
• Teachers are facing difficulties in assessment practices due to technology-based 

submissions. 
• There is a lack of curriculum materials and support for teachers who lack 

contemporary music backgrounds. 
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• There is a lack of support and few opportunities for professional development in 
technology or contemporary music pedagogy. 

 
To address the issue of curriculum materials for teachers who lack contemporary music 
backgrounds, the teacher from Case Study Four lent me a copy of Peter Dunbar-Hall’s 
Teaching Popular Music textbook.  In this well researched and effective textbook 
Dunbar-Hall gives a thorough grounding in contemporary music along with ways in 
which a teacher can set up a classroom and Black-Line Masters for exercises and 
practical tasks.  The issue the teacher had with this textbook was that many of the 
examples and references to current artist and styles are now out-of-date as the textbook 
reviewed was published in 1993.  This reinforces the need for an ongoing output of new 
curriculum materials for teachers to access. 
 

Recommendations 
 

Two recommendations generated by this study include: 
 

• Encourage music education providers to run more workshops and short courses for 
professional development to give teachers more support in contemporary music 
concepts and music technology. 

• To create more curriculum materials to support classroom and instrumental teachers 
in delivering contemporary music and music technology. 
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Music Education in a digitized world: Embodied knowing and understanding in the 
information society 

 
Trevor Thwaites, University of Auckland, New Zealand 

 
 

Many current educational practices are relying on a digitized engagement with knowledge, 
which silences, conceals and limits how we physically come to know and understand. We 
live in the world and our practical relation to space requires an explanation of the self and 
practical understanding. Our perceptions of the world must necessarily recognize our bodily 
engagement mainly because without this there would be nothingness, for human beings 
integrate the corporeal into everything they do. Cognition is for action and education has a 
need to recognize a bodied curriculum that attends to the relational, social, and ethical 
implications of being-with other bodies and to the different knowledges such bodily 
encounters produce. 
 
This paper examines the relationship between a music curriculum and the social and cultural 
body. A music curriculum should be an organic and dynamic form conceived as an 
aspiration, the object and hope of our intentionality, and when actualized it becomes the 
ground of our action and part of our situatedness. Merleau-Ponty (1945/2002) interprets the 
philosophical notion of individuality in terms of “the body”, which he considers from a 
strictly phenomenological perspective. Music educators need to consider the implications of 
disembodied classroom practices and endeavour to reinstate pedagogies that celebrate the 
body and to promote teaching and learning that is integrated with the mind and enmeshed 
with experience. 

 
Introduction 

 
The various digital technologies, in combination, appear to actualize our accumulated 
social and musical knowledge. Where some teachers see these technologies as the next 
logical step in human progress and as innovative tools for the classroom, others see 
technology as opposed to humanity because its objectives are not socially motivated. 
Indeed, we could say that in many cases the motive is driven by a market share and the 
desire to increase profits. Most governments who subscribe to the free market economy 
also subscribe to an affirmative view of digitized technologies to the extent that they 
deliberately include them in their curriculum documents and understandably see them as 
necessary tools for participation in the vaporous concept called the ‘knowledge-
economy’.  
 
There is no doubt that digital technologies offer convenient access to a range of 
knowledge such as music notation, music sequencing, composition and editing tools, 
recording systems as well as access to the global network of information on the World-
Wide Web. People often use technologies to get the things they need from each other, 
rather than from traditional institutions. YouTube and similar sites are also having a 
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significant impact on teaching and learning in the classroom as well as on students’ 
private lives. Many teachers now no longer purchase CDs and simply show a 
performance clip from YouTube or plug in their iPod.  It is therefore apparent that digital 
technology is dominating, possibly even controlling, music education and this paper 
addresses this issue and urges for the restoration of a balance in music education. This 
balance should acknowledge that the world is an ambient environment and that humans 
move around in a physical space and so our corporeality should be secure. My concern is 
that the new spaces of interaction appear to be less physical and engagement with them is 
virtual and passive. What might this mean for embodied knowing as students are 
encouraged, even instructed, to express themselves through binary codes and in cyber-
space where ambience is digitized and human interaction often confined to on-line 
interpretations and contrived persona? 
 

The Aesthetic 
 
I see a clash between aesthetic perceptions and sensory experiences in the real world and 
those in the digital or virtual cyber-world. Aesthetics comprises both perception and the 
communication of that perception, processes which are fundamentally temporal, the form 
of which may endure over time and even across cultures. Of course, aesthetics is not only 
limited to arts-based communications and can equally apply to a range of objects and 
concepts such as fashion or mathematics. Not everything regarded as having aesthetic 
appeal is necessarily created by humans.  
 
If we regard knowledge as unlimited, then knowledge through the senses (‘sensible 
knowledge’) brings new possibilities for knowing in and about the world. Both Kant and 
Hegel struggled with this concept—Kant calling such knowledgeable experience 
“sublime” and Hegel as “non-being” and unrepresentable. Both philosophers 
acknowledged that such experiences are fundamental to the emotions and to human 
existence.  
  
The term ‘aesthetic’ is often associated with ‘taste’ which for Bourdieu (1979/1996) 
“classifies, and it classifies the classifier” (p. 6). Certainly taste is significant in aspects of 
differentiation, whether high or low culture, or between art music and rock. For Lyotard 
(1993/1997) the art in a work of art is independent of context and occasion, for art “is 
always a gesture of space-time-matter, the art of the musical score, a gesture of space-
time sound” (p. 217). Rather than associating aesthetic with ‘beautiful’ Lyotard prefers 
that we ask: “What can be said to be art?” Lyotard’s use of the term ‘gesture’ is 
significant here, for musical gesture stems from our embodied way of communicating, of 
knowing, and it helps define who we are.     
 
Walter Benjamin came to regard the bourgeois attitudes to art as creating an “aura” about 
art, ascribing to it notions of authenticity, uniqueness and originality. So regarding a work 
of art as “art” and outside the social context from whence it came is likely to bring about 
a “false aura”. Contrary to Benjamin’s expectations that mechanical reproduction, such as 
photography, would break down this false aura, he soon came to realize that this was not 
to be for people posed for photographs presenting a discord against what was intended to 
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be represented. The similarities between this and digital production and reproduction are 
striking, for removed from the actual/real musical instruments they represent digital 
sequencing technologies simply pose at being what they are not. They lack the physical 
moment of sound production as the air enters the tube, or when the string or membrane is 
made to vibrate. 
 
For Benjamin (1968), “even the most perfect reproduction is lacking in one element: its 
presence in time and space, its unique essence at the place where it happens to be” (p. 
220). While mechanical or digital reproduction may not touch the work itself, the quality 
of presence inevitably depreciates the artistic object. Digital reproduction can bring about 
a loss of distance and spatiality because it is removed from the physical and social 
contexts in which music is usually produced. Benjamin’s concerns are that “quantity has 
been transmuted into quality” (p. 239). 
 
In the digital classroom we encounter aesthetics in new forms as computer-based 
creations demonstrate the possibilities of the medium. Here time and space are called into 
question for with new technologies most aesthetic products have a limited duration of 
appeal before becoming out-dated. This then calls into question whether these can be 
truly called “aesthetic” as virtuality replaces the actual, which is more ‘earth-bound’. 
Space is also encountered in new ways and separates off the actual from the virtual. 
Digital competence brings with it its own kind of power, one often based on ignoring 
rules and constraints which themselves would ‘date’ the material. 
 
If we subscribe to Bourdieu’s (1979/1996) notion that “a work of art has meaning and 
interest only for someone who possesses the cultural competence, that is, the code, into 
which it is encoded” (p. 2) then, apart from helping to explain why many students are 
‘turned off’ by classroom music, it gives a form of empowerment to those who produce 
artistic works through digital means. Do the codes and internal logic that are embedded 
within computer processing systems bring their own kind of aesthetic meaning to the 
‘digital native’—those enculturated into digital technologies?   
 

‘Real’ and ‘analogue’ being-in-the-world 
 
New technologies enable us to fluctuate between being a physical presence-in-the- 
world—real—and being in the spaces of analogue representations, ready-to-hand in the 
virtual world. This is the cyberworld where authorship can no longer be a claim, for even 
the information we retrieve from this world may have several authors of varied 
knowledge and authority. Our identity in social networks often a fictitious ideal that 
nevertheless feeds a strange trust for things online where truth is in the mind of the user. 
This relates to feelings of power, especially for the skilled and habitual user of digital 
environments. For Foucault (1994/2000), power determines truth and determining truth 
equals power, so power can be a set of relations spread throughout the cyber-network in 
the online community. We often get new technology in order to ‘master’ it, to bring it 
under our control, and while this may seem to be for our own good, in fact, it 
‘normalizes’ us and power becomes a common place strategy. 
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Heidegger believes art to be an alternative way of discovering the truth about the world 
and Nature. He expresses concern that art within the paradigm of modernity separates us 
from the experience of art as we tend to engage with it only in the concert hall or the art 
gallery. I see a trend towards the experience of music only being engaged with in the 
context of the digital and this aligns with Heidegger’s concern. This does not mean a 
rejection of technology, I encourage its incorporation with human actions in performance 
and already many bands successfully incorporate technology into their live performances. 
It is the rejection of the human that concerns me most. For Heidegger (1927/1962), 
‘Being’-in-the-world implies the presence of self determination and the idea of a “natural 
conception of the world” (p. 76). 
 
Much of our present-day technology works in relation with maths and the sciences, but it 
has ceased to work directly with nature. If we see technology as some convenient 
package, we lose the essence of technology. Both technology and the user lose their 
character and become what Heidegger (1927/1962) calls ‘standing reserves’ for national 
assessment systems, the music industry, and the knowledge economy. New global 
economies require the application of knowledge and technology in customized 
production that best ensures economic success. Industry and education now more often 
look to the technological level of their enterprise as a guide to competitiveness and 
success rather than simply to labour costs. Technology, such as computer programmes, 
can end up where we let the machine do the learning rather than ourselves. In many ways 
we have become the tool of technology rather than the other way around. People have 
simply become part of the process. Technology becomes a condition of dependence that 
places limits on our own freedom of action.  
 
Life online is one of simulacra and simulation where ‘reality’ has been replaced by the 
imagery of signs, symbols, codes and metaphors that have now come to mean a ‘truth’. 
We must not forget that the word technology stems from the Greek Technikon which 
belongs to techné. For the Greeks techné implies both the activities and skills of the 
craftsperson or artmaker and was the idea of bringing something forth—a revealing to the 
world.  
 

Embodied knowing 
 
Cubitt (2008) argues that machines are not mere objects and that they embody the lives of 
those who actualize all their potential and even the skills, knowledge and organizational 
techniques of those who are now dead. This argument sees technology as embodying 
forms that are capable of much more than just a repetition of the past. In this sense music 
can also be seen as representing the past as well as the social formations and 
organizational structures of the period in which it was produced and this in itself projects 
it into a future of new possibilities. But does the embodied knowing that helps to 
structure new technologies translate into a truly embodied experience?  
 
How can the possibilities of technology be realized in new experiences when some 
notation software developers constrain the capacity of each new version purely for the 
purpose, it seems to this author, of producing an ‘updated’ version sometime in the near 
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future? In these circumstances the market is controlling the adequate dissemination of the 
new technologies. The power remains with the operating system or software and is not a 
part of the human condition.  Technology is never neutral, and my purpose is to 
encourage music teachers to question the technology they use in the classroom and to 
attempt to open out its possibilities. I also seek to encourage teachers not to let go of 
embodied knowing and how we come to know through physical and sensual experience.  
 
We have dealings with our corporeal engagement with the environment on a daily basis, 
through our gestures and senses, and these affect our cognitive processes. Social 
engagement is also crucial to coming to know this or that and for interacting with the 
physical, natural world. This engagement also covers experience, but it should be realized 
that just experiencing socially does not necessarily mean that learning or deep thinking 
are involved. Making is thinking.  
 
We must remember that ‘practical doing’, as a behavioural process, does not necessarily 
direct its own procedures towards embodied knowledge. It is not just about the easygoing 
practical choices we are free to make in the hope we can turn these into evidence of 
knowing. Our perceptions of the world must necessarily recognize our bodily 
engagement mainly because without this there would be nothingness—human beings 
integrate the corporeal into everything they do. In our daily interactions with the world, 
as we imagine, perceive, think, posit, and act, humans are embodied beings. 
Communication begins with gesture and this is generally followed by symbolic forms of 
representation and the consensus of an organizational structure, but the communicative 
intent begins with or reflects the highly personal—the body.  
 
Revealing a bodily basis of mind enables us to show how music is both a bodily and 
cerebral competence. In regarding the body as the corporeal centre that integrates the 
range of practical experiences each of us encounters, it becomes apparent that 
experiential structures learned by the body can be recognized in other embodied 
experiences that are similarly structured. These shape our practical embodied 
understanding.  
 
To further understand this concept we might begin by recognising the impact the body 
has on how we know. For example, music uses terms such as high and low, fast and slow, 
pause and sigh (sospirando), etc. Our hands, eyes, tongue and ears relate to texture; 
breathing and gesture influence how we shape our creative ideas, and so on. Tonality 
represents a movement of the body and music becomes a corporeal action in musical time 
and space. In music we do not just encounter sounds we overlay them with meanings 
such as qualities, locations and gestures which reflect the lived musical experience.  
 
The significance of the hand in generating knowledge and expression cannot be over 
estimated, for the human hand has a competence and flexibility that has not only 
impacted on the capabilities of the brain but has differentiated us from other animals. In 
music Guido d’Arezzo (circa 991 to 1030 AD) is largely credited with inventing what is 
now the traditional five-lined stave for writing music. Guido came up with the concept as 
a way of leading his singers to pitches using the five fingers of his hand stretched across 
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his body—a useful example of the body contributing to the development of written music 
notation. 
 
In defence of technology, we can see how it challenges human skill and achievement in 
the world. For example, when drum machines became popular in the 1980’s everyone 
predicted the end of ‘real’ drummers, for the machines had relentless and reliable time 
and could play layered rhythm patterns unthinkable for live players. The next two 
decades proved the dire predictions wrong as drummers first imitated and then extended 
the possibilities presented by the machines. Meanwhile, other drummers listened to the 
variations of sounds programmed into drum machines, such as different hi hat sounds 
(edge, middle, centre, bell, open, half closed, closed etc played in linear patterns or in 
combination), and adjusted their playing to add this textural and timbral variety to their 
own playing. 
 
For Merleau-Ponty (1945/2002), we never merely perceive isolated sense-impressions, 
which are then formed into mental representations of ideas. The ‘ground’ against which 
we see and hear things, such as musical figures, is part of our embodied experience, prior 
to any mental representation. It is the horizon which consists of our previous experiences 
and future expectations. 
 

Conclusion 
 
Throughout this paper I have suggested that too much technology disrupts both the 
organic and artistic process. Humans are physical presences in the world and it is through 
the body that the self comes to experience, to know and to make meaning in the world—
through embodied knowing. For Dewey (1997), only when an organism shares in the 
ordered relations of its environment does it secure the stability essential to being. 
Meaning does not exist apart from the onlooker; it does not exist in nature; meaning does 
not exist apart from the onlooker who perceives it. Meaning is perceptual.  
 
I suggest music education requires an instinctive organic quality that represents life and 
not just theories or technological ways of doing things. This requires patience in a teacher 
who has the wisdom to listen, watch and wait until the student’s individual line of 
thought becomes apparent, rather than simply sitting the class down in front of a 
computer screen. Over technologization can produce a sameness that the media pressures 
people towards. We should celebrate difference or the exceptional rather than the same—
to lift the lid off to see what is there and to reveal the organic shape. We should 
encourage our students to make music as freely as they gesture or speak.  
Organic implies ways of growing (musically) where the strongest aspect pushes up ahead 
of the less strong, where the strongest impulses push up, irrespective of whether or not 
they should. This shapes a kind of abstract order because the pattern it makes is likely to 
be unpredictable (Ashton-Warner, 1980).  
 
In music a student’s strongest impulses might lean towards being a performer, or perhaps 
a composer; some students might prefer to listen, to construct their own interpretations of 
their world through the music they hear. We listen for more than structure; we hear 
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accent, tone, timbre, resonance, intonation, sound itself. In the mind’s eye and ear we can 
evoke visions that are sonorous, and we can be shaped and formed by listening. Nancy 
(2002/2007) reminds us that we should listen with all our being, for to listen is not merely 
to understand. The students are not just hearing, they are listening with their senses and 
creating meaning. 
 
Making an idea grow as we create our own music can be an organic process, for only the 
individual knows which idea they will use. From the idea come the choices or 
possibilities we can see as we develop the idea in as many ways as we choose, until 
finally we decide to select those that best suit our musical narrative at a given time. The 
making up of music also encourages the students to invent their own notations or 
representations as they move from sound to symbol.  
 
For the organic performer, their actions are a form of knowing. Performance requires 
cultural actions; it requires us to make personal judgements in action. As we get better at 
making music we often look to rehearse in order to improve our originally ‘spontaneous’ 
performance and we may even reflect on this as a form of preparation. Performance not 
only requires reflecting-in-action, it becomes a form of knowing-in- action. Both 
performance and composition require many forms of thinking and knowing, from 
practical to abstract. They engage our consciousness, take our attention, make us aware, 
touch our emotions, make us think, encourage us to remember and reflect, and we carry 
these out with intention. Therefore, knowing-in- action is a dynamic process drawing on 
the abstract through organic processes.  
 
Artistically, the expressive or poetic aspects of music are usually taken for granted even 
though these reflect how we interpret and conceptualize our world as well as the music 
we use to shape that world. The roles of musical behaviour are not arbitrary cultural 
conventions; they reflect varying degrees of consciousness and cooperation. Artistic 
responses define a culture and express its values, its environment, and its ways of seeing 
and hearing the world.  
 
In seeking a balance in the music classroom I suggest that we rethink the relationship 
between music and technology, for technology is not just some innocent tool standing by. 
Consider the dynamic changes between music and technology in the following pairings: 
 
• Music technologies 
• Technologies and music 
• Technologies in music 
• Music and technology 
• Music in technology 
• Technologies of music 
• Music of technology 
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Thinking about these relationships in the shifting ways listed above can enable a vital and 
dynamic set of processes to occur in the digitally-rich music classroom. Music educators 
should bear in mind that technologies are systems that mediate how creative activity 
occurs, they do not necessarily make students more creative, but they certainly control the 
ways in which they can be creative. The digital age has promoted an aesthetics of 
disembodiment and fragmentation in which even the author as composer has been 
decentred almost off the physical stage. Music education is not just about experiences, 
but about how we experience ourselves in musically embodied ways. 
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Preschool children, music and the role of the family 
 

Aleksandra Vuckovic, RMIT University, Australia 
 

 
Literature on parent participation in early childhood programs (for example, Bamberger, 
1991; Blacking, 1973; Howe, Davidson & Sloboda, 1998; Gruhn, 2005; Peretz, 2005) shows 
that there are specific environmental and cultural effects that have a noticeable influence on 
children, especially in the areas of language development and musical understanding. It has 
been suggested that natural musical abilities may be part of the innate cognitive-, language-, 
social- and emotional capacities of all individuals, but that the cultural attitudes towards 
music development and the social role of music in the family and community may have a 
significant impact on the outcomes of musical development throughout childhood. The aim 
of the present research project was to investigate the potential for collaboration between 
parents, teachers and music specialists in a dedicated music program. A crucial finding was 
that despite all academic rhetoric emphasising the importance of parent participation, in 
actual practice this goal is difficult to attain, even if all participants are enthusiastic about the 
program. The present paper first reports the general effects of the music program on 
children’s musical performance, before describing the efforts that were made to involve 
parents and the level of participation it generated.  

 
Background 

 
Including families 
Understanding the child within the context of the family is universally accepted as 
framework of reference for early childhood professionals (Oberhuemer, 2000) and as 
such we have a professional obligation towards families. The boundaries of this 
relationship with families are also formally defined, by the Early Childhood Australia 
Code of Ethics (Early Childhood Australia, 2006). Working with families is about being 
in a partnership. 
 
Over the years family/staff interactions in early childhood have been widely described, 
researched and analysed. There is much confusion, as Ebbeck and Waniganayake (2003) 
put it, on what exactly is meant when speaking about working with families. Only lately 
the term ‘families’ rather than ‘parents’ has gained predominance due to, for instance, 
increasing rates of divorce or children living with extended family or with guardians. A 
multitude of terms such as parent participation, parent involvement, cooperation, 
communication, collaboration have been used to describe the relationships to families in 
early childhood literature and practice. Regardless of the terminology used, it has been 
recognised (Arthur et al., 2008) that maintaining good communication with families is 
more important than ever. 
  
As described by Rodd (1994), in the 1980s there was a widespread public and academic 
perception that early childhood professionals considered themselves as the sole keepers 
of adequate educational knowledge and techniques, while regarding parents as lacking 
skills, knowledge and being in  need of  assistance to raise children successfully. 
Repeated criticism of this stance resulted in significant efforts to ‘empower families’ in 
the 1990s and family empowerment has become to be seen as an integral aspect of early 
childhood policy (Arthur et al., 2008). An important step to attain this goal has been the 
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creation of welcoming social and physical environments that signal appreciation of 
family’s contributions and thus enhance family members’ self-confidence within the 
environment and their sense of ownership in the broader program (Ebbeck & 
Waniganayake, 2003). 
 
Greater involvement of family members provides benefits for all three major parties in 
the early childhood education setting: Children, families and early childhood educators. 
For example, a child will develop a feeling of security when experiencing that special 
people in her/his life are getting along with each other. Family members will feel as if 
they are belonging to a community which cares about their child. Early childhood 
educators will obtain information about the child from an expert on that child. 
 
Considering the diversity of cultural backgrounds of children within most early childhood 
groups, the involvement of family members can have multiple further benefits beyond 
obtaining information about the child. Employing the assistance of family members, 
aspects of a child’s particular culture can be introduced into the program. Such an 
approach would create links for the child between life at home and life in the education 
group. It would also broaden the experiences of the other children in the classroom who 
given the opportunity to learn about different cultures first hand. This authenticity can 
spark children’s interest and tolerance for other cultures (Vuckovic, 2006). Thus, the 
present study, like others before (e.g., MacLaughlin, 1991; Siraj-Blatchford & Clarke, 
2000), highlights the importance of including significant others from the child’s 
environment. 
 
For young children to experience optimal learning, early childhood educators need to be 
prepared to meet children’s diverse cultural, developmental, and educational needs 
(Kirmani, 2007). Observing and documenting children’s learning is a vital aspect of 
effective programming and planning, allowing the early childhood educators to identify 
what each child brings to the educational settings and to develop meaningful ways to 
further build on the children’s potential and competences (Nyland & Ferris, 2007). 
Exemplar programs like those of Reggio Emilia have adopted a socio-cultural approach 
to children’s participatory learning. In the Reggio Emilia approach, preschools music is 
considered an important language of childhood. Thus, in the present research project, 
music was conceptualised and utilised as a way of exploring cultural diversity.  
This research 

            The findings presented here and their discussions were based on a larger 
research project concentrating on preschool children’s responses to culturally diverse 
music. The research consisted of a music case study conducted in a kinder room of a 
Melbourne public child care centre, over a period of 10 weeks. The area the sample was 
selected from is characterised by demographic and cultural diversity. The child centre 
caters, among others, for 3-4 year old children, which is the age group this project 
targeted.  The kinder room was taught by a kinder teacher who held Bachelor of Ed (4 
year degree) degree and an unqualified assistant. Both educators felt insufficiently trained 
to teach music and were therefore not very confident in this area of education. Prior to 
this research, there was practically no music program present, and when used, then more 
as a filler than as a separate education component. For example, the teacher periodically 
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played songs to the children while they were asked to pack up after playing. However, as 
soon as the room was packed up, the teacher would stop the music and interrupt possible 
spontaneous musical expression. 

   
As a music specialist, I conducted 10 music sessions and designed a music learning 
centre for the children to engage in free play surrounded by musical objects, materials, 
instruments, books and posters. Music experiences took place in both formal music 
groups and in a context of spontaneous play and incorporated singing songs in different 
languages and exploring diverse instruments and resources. The focus of the research was 
on the hypothesised (positive) effects of parent participation.  

 
Study Design Details 

 
Since this research study was set up against a theoretical background of the socio-cultural 
model (Carr, 2001) children and their parents and the child care staff  were considered to 
be ‘partners’ or ‘collaborators’ rather than objects of study. The children that participated 
(N = 17) were between 3 and 4 years old .Their ethnic background was mainly European. 
All children of the kinder room were invited and all children and parents gave consent to 
participate, however, only 17 normally attended a music sessions. While the number of 
participants is low for quantitative between-groups comparisons, such ‘purposeful 
sampling’ (Mertens, 2005) is highly useful for qualitative analysis as it involves 
“selecting information rich cases for study in depth” (Patton, 2002, p. 242). 
 
In order to assess the extent of parent participation and factors affecting it, multiple types 
of data were collected. The first type of data resulted from a parent questionnaire. This 
questionnaire was pen and paper based and took approximately 15 minutes to complete. 
It comprised 17 questions directed at the role music plays for these families and 
background information on the child’s familiarity with music. Other questions referred to 
the family’s attitude towards diversity and how cultural diversity is introduced and 
preserved at their home. About half of the questions were dichotomous forced choice 
items, but all allowed the respondents to write additional information if they wished. The 
questionnaire was handed out in English as all parents indicated that they understood the 
questions and felt comfortable to respond in English. It was first distributed to parents at 
the beginning of the project and again at about the half-way mark of the project. This 
design was originally selected to observe changes over time, but after a very low response 
rate for the first questionnaire the second distribution was predominately an attempt to 
increase the number of respondents. 
 
Further data came from annotated observations. These were taken prior, during and after 
the music sessions and commonly referred to the undertaken activities or the children’s 
behaviour. The observation notes were frequently supplemented with photographs. 
Photographs have been used in early childhood settings for a long time and now digital 
photography has made this method even more accessible (Walters, 2005). In this research 
they were used to stimulate parents’ interest in the musical experiences that we were 
sharing throughout this research and to promote the value of music education.  The photo 
displays were also accessible to the children, as part of the program. The children could 
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revisit, enjoy, recall, reflect on their individual or shared music experiences (Mendoza, 
2003).  Photographs of each session were taken and displayed in the music learning 
centre and in the foyer of the child care centre. A planned sequence of photographs 
(Hamer, 2003) sometimes was used, when, for example, the children were handling 
musical instruments or were engaged in movement and dancing alone or in a group. 
Folders with photographs were created, which the children could take home and present 
to their families. These visual images assisted the children in expressing and describing 
their experiences to their families. 
  
The combination of narrative observational and photographic information was used to 
generate Learning Stories (Carr, 2001) forming the basis for later analysis and as one way 
to communicate to parents, early childhood educators and children. Learning stories are 
an effective method of researching and assessing children’s learning (Nyland & Ferris, 
2007). They are a “cumulative series of qualitative snapshots or written vignettes”(Carr, 
2001, p. 96), but additionally are illustrated with photographs depicting key elements of 
the situation. The production of a learning story is governed by the four D’s: Describing, 
Discussing, Documenting and Deciding. First the action that occurred in a situation is 
(d)escribed. In the second stage the initial description is presented to the participants (e.g. 
the children) for (d)iscussion, for example to see if everyone experienced the situation as 
described. Once the outline of the story is agreed upon, the story is written up and 
appropriate, evocative images are selected – this is the (d)ocumenting stage. When the 
story has been created, it provides rich data to (d)ecide on how to proceed.  
 
As suggested by Nyland and Ferris, they were written up just after the sessions, directly 
after the observations, field notes and photographs had been reviewed. Also, as the stories 
were written up , photographs were used as a reminder to myself of the situation and how 
it was experienced. Importantly, photographs were not only taken by the researchers. 
Other participants, such as the children or other educators, also took pictures and 
contributed to the stories as the research project as encouraged in the socio-cultural 
model. Family members were invited to participate by either be in the picture or bring 
some relevant pictures from home if they wanted to share them with other families.  
 
Parts of the data gained were communicated back to parents after their processing. For 
example, a learning story describing how one child was presenting her favourite song 
from home to all other children in her group described the influence that families can 
have on the musical development of their own and other children. This learning story was 
displayed in the centre foyer and thus enabled parents to see what lessons the research 
was drawing and how further information from them might supplement the gain in 
insight. The most contextual, valuable and integrative form of communication, however, 
was established by the children. They carried their music centre experiences home and 
recounted them to their family members. 
  
The children’s reception of the program  
Prior to the program’s commencement the children had some rudimentary sense of 
rhythm. They were able to match a steady beat (e.g. 4/4 – word independent) by clapping 
for a short period of time, but would eventually convert to a rhythm matching the 
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utterance of words (word dependent). Their ability to match rhythms with other parts of 
their body (e.g. legs, through regular stomping) was less well adjusted. The gradual build 
up of competencies, from rhythmic jumping to foot tapping and dancing in a circle, was a 
necessary approach as the children felt motorically overwhelmed. After playing games 
that required them to turn around quickly and change direction, or instructed them to 
“jump around like kangaroos”, to “fly like birds”, or “crawl like babies”, the children 
became more confident and coordinated in their movements. Playfully practicing gross 
movements of the trunk and the arms was followed by fine movements of hands and 
fingers. 
 
Children’s vocal musical ability also improved during the course of the program as 
indicated by their parents’ and other early childhood professionals’ judgment. The 
improvements varied across the children, yet for each one of them the development was 
positive. Most of them successfully learned a large proportion of the introduced songs 
and for many the newly learned songs became immediate favourites even though, and 
sometimes because, they were sung in a foreign language. 
 
With respect to the successful mastering of songs, children in this age group (3-4 year 
olds) still mainly learn through imitation and through guided discovery (Edwards, 
Bayless & Ramsey, 2005). The group approach of the music learning centre was very 
conducive to the children’s learning manner as they were able to easily observe and learn 
from me and each other.  It is noteworthy that the children managed to learn the lyrics of 
the songs even though they were in unfamiliar languages. A potential explanation is that 
they oriented more towards the surface aspects of the language, for example its phonetic 
properties. Reproducing words on the basis of phonemes involves listening skills, aural 
discrimination, and aural memory. Most children can easily begin to develop these basic 
aural abilities provided that they are given the necessary experiences and practice 
opportunities (Smith, 2003; Young, 2003). Music is well suited for this purpose as it “it 
encourages them [the children] to use and experiment (play) with language and therefore 
develop language skills in a pleasurable way” (Bridges, 1994). 
  
A further positive impact derived from the music learning centre approach was that 
children developed musical skills in practising with specific musical instruments. 
Furthermore, they learnt how to care for delicate equipment and materials. Some children 
did not have musical instruments at home and they appreciated the opportunity to explore 
sound patterns on their own and even more with their friends and peers.  
 
Other results pertinent to the children as a group concerned the group dynamics and the 
attitude towards diverse cultures and languages. During the course of the program the 
children started forming new relationships and friendships thereby changing the existing 
group dynamics.  Building and experiencing successful relationships with others greatly 
enhances children’s learning (Arthur et al. 2008). Everyday interactions among children 
are fertile ground for the progression of musical knowledge and conventions (Pound & 
Harrison, 2003). These children were constructing musical cultural conventions, 
gradually building up a stock of shared customs and actions that were understood by all 
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group members. The relationships that were formed were not only amongst the children 
but also between the children and me. We created our own music group culture. 
 
Thus, the general approach of building partnerships with children and incorporating their 
contributions was clearly successful in this study. The children were enthusiastic 
participants that took ownership of the sessions and the music learning centre, which 
enhanced their musical development. 
 
The children’s enthusiasm was reflected in a number of indicators. First of all, they were 
eager to participate in the sessions and were, according to the kinder teacher 
“disappointed and sad when a music session was not on” at a time they expected it. What 
is more, the children promoted the music program to others, their peers who did not 
attend music sessions, and family members. Some parents reported that their child 
insisted on going to music shops where they bought a “small guitar” (which actually was 
‘ukulele’) or drums. During the music sessions they showed active interest in a multitude 
of aspects. As expected, they were curious about the music and keen to learn the songs, 
but they also drove the sessions so as to further explore issues of diversity. Concrete 
examples of this were frequent questions like:  “Aleksandra, are we going to do another 
oku bina song today? …What language are you?…Where did you get this double piano 
stretcher…from Russia (referring to an accordion)?...Helen is from China, she is learning 
English. We help her…My grandma is China”. 
 
The parents’ reception of and participation in the program 
I wrote several letters to parents, informing them about the program, including examples 
of the repertoire. In addition, the parents were invited to involve themselves in hands-on 
music teaching/learning experiences and gain a deeper insight on how their children 
respond to culturally diverse music as genuine collaboration involves more than sharing 
information (Stonehouse & Gonzales-Mena, 2004). On several occasions, I met some of 
the parents and then engaged in informal conversations with them. On one occasion, 
Michael’s father came at the beginning of the session and Michel did not want to leave. 
His father stayed and watched the session for another 45 minutes. This occurrence 
showed that parents realise their children are enjoying music sessions. It is not clear, 
however, whether they appreciate the value of such sessions on their child’s development 
and that their contribution at home and in the child care environment could help in the 
process. In Michael’s father’s case, letting Michael stay for the session was good, but 
joining in and maybe providing a song he learned in his childhood would have been even 
better. 
 
The most straightforward and most standardized form of assessing parents’ perception of 
the program was meant to be derived from the brief parent questionnaire handed out to 
them. However, despite repeated reminders delivered through teaching staff or in person, 
the return rate for the questionnaire was woefully low (N = 6, < 25%). Those parents who 
did return the questionnaire were the ones who had a keen interest in music (one was a 
children-song writer). They indicated that they valued music greatly and also provided 
many musical experiences at home.  
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However, parents who did not return their questionnaire (they usually repeatedly forgot it 
at home or had not filled it in) indicated in other ways that they were aware of the 
program. A number of parents communicated their positive feedback through informal 
conversations with me or the early childhood educators. Their comments centred on how 
enthusiastic their children were about the program and how pleased they were with their 
child’s involvement, or regretful if the child missed any music sessions.  
 
For example, Rani’s mother reported to the kinder teacher that Rani frequently rehearses 
the songs at home and “teaches her family her favourites at home, in the car, when they 
go shopping…”. Rani told her mum that her favourite song was from Africa, is called 
“Humma Lella” and that “Handa, the African girl also likes this song” (Handa is a 
character from the book).  Similarly, Lily’s mother told me that Lily “kept singing some 
songs” and that “now she even likes the monster one”. Initially Lily had been scared of 
this song. Sometimes, when parents came to collect their child during the session, they 
decided to wait or come back later, rather than take their child as reflected in the 
following quote of Gajnan’s mother:  “Oh… I better go to the gym and come back. He 
will be upset if I take him now”. 
  
One day, when we were setting up the music corner, Emma’s father arrived. I told him 
about Emma’s great contribution to music and her ability to sing in Japanese; he seemed 
quite proud and pleased (‘That is very nice’). The day after, Emma came dressed in a 
Japanese dress and happily performed with me “Okina Kulino” (a Japanese song) in our 
music session. She told me that both her parents had gotten her the dress so that she could 
show all her friends what a Japanese dress looks like. Obviously, Emma’s parents wanted 
to contribute to the idea of exploring cultural diversity through music.  
 
The provision of photographs appeared to help to attain family’s interests in the project 
work. The kinder-teacher reported that children were very enthusiastic about the photos 
insisting that their parents look at them:  “The parents are more and more going to the 
music area to see the photos, as the children are making sure that they do that on a regular 
basis.” However, parents were reluctant to take a more active role such as bringing 
pictures, taking pictures or even to be in a picture. It seemed as if they did not want to 
interfere too much in their child’s and the researcher’s project, not realising that 
participation was desired (as was clearly the case for Michael’s father described before). 
 
The limits of parent participation 
As Suthers (2007) pointed out, over the past two decades music, in Australia, has largely 
become part of ‘creative arts’ and the time allocated to music education has declined. 
This affects the musical education of children in two ways. Less importance is placed on 
music in the classroom and consequently less opportunity for music exposure arises. 
Secondly, the early childhood professionals are less well trained to deliver an adequate 
music curriculum and may thus shy away from even trying. If the teachers are not 
teaching music – the family participation in music is expected to be minimal. 
  
Children, as this study documented, are highly receptive to music experiences, however, 
without the right tools (instruments, songs, structure) they cannot explore music on their 
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own. Families could supply them with such tools and encourage the exchange of musical 
competencies among children, but few families take on such an active role. Rather, as the 
examples presented in this study showed, children are the driving force in engaging 
parents and families to invest in music education. The investment can be direct, in the 
form of organising music education, or indirect, as in the case of enriching the learning 
environment (e.g. the new Japanese dress). Indirect investments are less impactful in that 
they do not directly relate to music, however, seem to find this type of investment easier 
to make, possibly because it does not require much of their time. Direct investments such 
as practising a song with the child at home, on the other hand, can benefit all children in 
the group. The lack of this type of investment is partially due to resource constraints (‘no 
time’), but more than that it appears to be a lack of initiative and insight how simple 
actions such as singing a song together on the way home can make a large difference. 
Occasionally this lack of initiative is masked by a perceived helplessness. Parents may 
not encourage their child’s musical development because they do not have instruments on 
which the child can practise. The learning stories were a useful tool in removing such 
perceived barriers by showing how many everyday objects can easily become instruments 
for practising rhythms.   
 
Also, as the project progressed, parents became more interested in it – they made sure 
that their children would attend the sessions and asked more questions about the project. 
As described before, they became responsive to their children’s initiatives. However, they 
became true collaborators only in the faintest sense as they did not partake in the ongoing 
planning of the project which the children, the staff and I did. Without such a level of 
involvement they were only able to react to what their children asked them to do and 
were thus less likely to generate their own ideas that could have pushed the project 
forward.  
 
Reflecting on the course of the program, it is possible that parents could have participated 
more if they had earlier experienced what it is about. They all knew nominally what 
happened in the program from the briefings they received beforehand, but the 
qualitatively richer experience derived from looking through the learning stories or 
witnessing a session seemed to have far greater impact. Most of the sessions were held in 
the middle of the day and thus the chances of encountering parents during the session 
were limited. Placing it at the end of the day, at least in the beginning, may be more 
conducive to integrating families.  
 

Conclusion 
 
Positive and promising as the potential of effective and wide ranging collaborations of 
parents and educators sounds, building successful partnerships is regarded as one of the 
most complex, aspects of education provider’s obligations (Artur et al., 2008). Many 
factors influence this relationship between families and early childhood educators. 
Although these two groups have different yet mutually supportive roles, there is often not 
a clear understanding of what is expected from each other. Further, not all families have 
the same expectations, needs, and trust in early childhood educational settings 
(MacNaughton, 2004). In this present study, parent participation was less than 
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anticipated. Staff were cooperative but not proactive in encouraging parents to take a 
more active part in the music project. I was limited by only having access at certain times 
and the project was only 10 weeks. Further research could examine professional training 
and working with parents, implementing relevant music programs in general settings and 
establishing effective parent-teacher dialogues. The teachers in this study, and many other 
generalist early childhood educators across Australia, would benefit from further training 
and practical guidance in how to teach music to young children. Louise Suthers (2007) 
suggested a development of a set of of national guidelines that could assist not only 
teachers, but also families and administrators. “By detailing standards for specific 
musical activities or skills, such as singing, playing instruments, creating music, 
responding to music, and understanding music, teachers would have clearer guidance on 
what kinds of experiences to plan and implement with their classes. Such project could be 
developed under the auspices of ASME.” (p. 60). This certainly is an idea to support, 
worthy of personal and professional contribution.  
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Values education and curriculum materials: Why did music miss out? 
 

Amanda Watson, Department of Education and Early Childhood Development, 
Victoria, Australia 

David Forrest, RMIT University, Australia 
 

In December 2002 the Federal Minister for Education announced the Values Education 
Study. A significant amount of funding flowed from the initiative over next five and a half 
years. Over the funding period values education was added to school curricula frameworks at 
the State and Territory level if it were not already included. Funds were made available to 
every school. This funding was used to run a school-community forum, provide a flagpole 
and an Australian flag for every school, hold annual national and state-based values 
education fora. In addition, the Curriculum Corporation developed a curriculum resource 
package, Good Practice School Projects and partnerships between educators and the 
community took place, and the National Framework for Values Education for Australian 
Schools (2005) was released.  
 
This paper builds on Watson (2007) and focuses on the curriculum materials produced for the 
values education project. The authors consider the content and relevance to music education 
of the teaching and learning units for primary and secondary students that are focussed on the 
Arts key learning area. The units of work form part of Values for Australian Schooling - 
Building Values Across the Whole School: A Resource Package. Of significance is the single 
unit Music for free? that has been designed for the late adolescent studying English. Another 
group of units were developed that included What is the value of popular music? directed at 
the early adolescent student. 

 
Introduction 

 
This investigation complements our previous work on the place of music in school 
curricula in Australia (Forrest & Watson 2006a, 2006b, 2005; Watson & Forrest 2005a, 
2005b) In particular, the paper builds on Watson (2007) and focuses on the curriculum 
materials produced for the values education project. In this paper we consider the content 
and relevance to music education of the teaching and learning units for primary and 
secondary students that are focussed on the Arts key learning area. The study commenced 
with the question: Why did music miss out? From here we progressed to a consideration 
of what aspects of music have been considered as exemplars, and the potential that music 
has to contribute to the ongoing discussions on values in education. 
 
By way of definition, Hill (2004) provides the view of values as “the ideals that give 
significance to our lives, that are reflected through the priorities that we choose, and that 
we act on consistently and repeatedly” (p. 8). Hawkes (2007) suggests that core values 
are “universally accepted principles that guide behaviour” (p. 119). Regarding values 
education the definition adopted by the Department of Education, Science and Training 
that we should be concerned with is thus: “Any explicit and/or implicit school-based 
activity which promotes student understanding and knowledge of values, and which 
develops the skills and dispositions of students so they can enact particular values as 
individuals and as members of the wider community” (DEST, 2005a, p. 8).  
 
Support for delivering values education in Australian schools is a project currently 
receiving substantial funding from the Australian Government through the Department of 
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Education, Science and Training (DEST) and now the Department of Education, 
Employment and Workplace Relations (DEEWR). The Australian Government allocated 
total funding of $29.7 million over four years (2004-2008) to assist with making values a 
core part of schooling (National Forum Report, DEST, 2005b, p. 1). The funded program 
consists of four related parts: funding for every Australian school to organise a school-
community based forum, roll out of curriculum resources materials developed by the 
Curriculum Corporation, Good Practice Schools Projects Stages One and Two, and 
national partnership projects with teachers, teacher educators, principals and parents 
(National Forum Report, 2006, p. 11).  
 
The values education website (www.valueseducation.edu.au/values) developed by the 
Curriculum Corporation is an important source of information for teachers. The resource 
materials produced by the Curriculum Corporation focussed on the school (2006), the 
individual life of the student (2007) and in 2008, the student in their local, regional and 
global context (National Forum Report, DEST, 2006, p. 10). Other resources included 
National Values Education Forum reports 2004, 2005, 2006, 2007, 2008, the National 
Framework for Values Education in Australian Schools (2005a) and various newsletters. 
Through the Australian Joint Council of Professional Teaching Associations, DEST 
allocated $6000 per year for 2006-2008 to each State and Territory professional teaching 
association peak body to implement values education programs for teachers. Some 
funding is available for 2008-2009 from DEEWR. 
 

Background 
 
Although values education is not new, emanating from the social education curricula of 
the late 1980s and 1990s, the most recent incarnation is an initiative of the previous 
Government. The Values Education Study was announced by the Hon. Dr Brendan 
Nelson in December 2002 following endorsement from the Ministerial Council of 
Education, Employment, Training and Youth Affairs (MCEETYA) in July 2002. The 
objective of the study was “to inform the development of a framework and a set of 
principles for the improved approach to values education in Australian schools” (EQA, 
2003, p. 27). Sixty-nine schools were funded by the Australian Government to conduct 
50 action research projects in values education (EQA, 2003, p. 27). The Curriculum 
Corporation was contracted in late 2002 to conduct the Values Education Study and the 
final report was released in November 2003 (DEST, 2005a). In April 2004, the National 
Values Education Forum was held in Canberra, where delegates considered the final 
report of the Values Education Study. A Draft National Framework for Values Education 
in Australian Schools was developed from the outcomes of the Study was included as 
part of the final report.  
 
In early 2005, following endorsement by the State and Territory Ministers for Education 
and the Federal Minister, the National Framework for Values Education in Australian 
Schools (2005a) and a poster of the nine “Values for Australian Schooling” were 
distributed to all schools. The nine values are: Care and Compassion, Doing Your Best, 
Fair Go, Freedom, Honesty and Trustworthiness, Integrity, Respect, Responsibility, and 
Understanding, Tolerance, Inclusion (DEST, 2005a, p. 4). 
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Funded activities have remained intense with National Values Education Fora convened 
in Canberra in 2005 and 2006, in Melbourne in 2007 and Canberra in 2008. In 2005 
schools were invited to participate in the Values Education Good Practice Schools 
Project – Stage 1, and workshops were conducted by some of these schools at the 2006 
National Values Education Forum. The Curriculum Corporation commenced the 
development of teaching and learning resources and the integrated Values for Australian 
Schooling Kit was delivered to every Australian school in 2006. Schools were invited to 
participate in the Values Education Good Practice Schools Project – Stage 2 and 25 
clusters were funded. 
 
Curriculum Resources 
A resource package, Values for Australian Schooling - Building Values Across the Whole 
School: A Resource Package (2007b) was developed by the Curriculum Corporation and 
published online. It comprised a suite of teaching and learning units for primary and 
secondary students integrating Values Education across all key learning areas in the 
school curriculum and a professional learning program Teaching Practice and Values 
Education: Professional Learning Programme (2007d) to support teachers as they impart 
values within the school curriculum. The units of work were divided into early years and 
middle childhood (primary) and early adolescence and later adolescence (secondary). 
Table 1 presents the units of work that include the Arts in emphasis order with the 
relationship to the key learning areas.  
 
Table 1: Units of work 
Years Unit KLA 
Early Years Animal care 

 
SOSE, English, Technology, 
Science, The Arts 

 The big, Big, BIG Book 
 

English, The Arts 

 Values in the Spotlight 
 

The Arts, English, Technology 

 You, me, us 
 

H&PE, The Arts, English 

Middle Childhood 
 

Celebrations and ceremonies 
 

SOSE, The Arts, English, 
Mathematics 

 Home-grown heroes 
 

SOSE, English, The Arts, 
Mathematics 

 Values and the Eureka 
rebellion 
 

SOSE, The Arts, English 

Early Adolescence 
 

Pride of Place – a performance 
project (dance) 

The Arts, SOSE 

 What’s the difference 
 

English, The Arts, SOSE, 
Technology 

Later Adolescence 
 

Music for Free? 
 

English 
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Seven of the primary units and two of the early adolescence units employ the Arts key 
learning area. The later adolescence units target individual disciplines. Visual Arts is the 
sole discipline within the Arts learning area to be included. The only unit of work to 
focus on Music is entitled Music for free? This is designed for the late adolescent 
studying English. 
 
The Music for Free? unit is associated with the English key learning area and is for 
students aged 16 to 18 years, to be complete over three weeks. In this unit, “Students 
examine the ethics of downloading music from the Internet, analyse the values underlying 
this issue” (Curriculum Corporation, 2007). It is expected that students will develop an 
understanding: 
 
• that there are legal and illegal ways to download music 
• of some of the values that can lie behind the arguments for and against illegal 

downloading of music  
• of their personal actions and values underpinning personal choices (DEST, 

2007c, p. 185) 
•  
Within the unit there are three inter-related sections. First the students conduct a survey 
on attitudes towards illegally downloading music from the internet. The associated 
activities involve ascertaining what students already know and understand, developing a 
values continuum to record each student’s position on this topic, develop key questions 
for a survey, administer the survey outside the classroom, collate and summarise the 
results. The use of a graphic organiser is recommended to document the results as well as 
the values that lie behind the arguments. The second section involves comprehension 
questions, analysis and evaluation of material from the Music Industry Piracy 
Investigations website (www.mipi.com.au) and the third section of a series of opinions to 
be used as debating topics. Assessment tasks are also suggested. In 2008, a DVD In Tune 
was distributed to all Australian secondary schools as a resource to support Music for 
free? 
 
A group of curriculum resources, mainly as stand-alone lessons were also developed by 
the Curriculum Corporation (2007) and made available as open access. These were 
grouped under the stages of schooling headings. One music unit, What is the value of 
popular music? was designed for study by the early adolescent. The focus of this single 
lesson is for small groups of students, aged 12 to 15 years to listen to a chosen song and 
record their responses to the lyrics of the song on a Values Wheel (see Figure 1).  
 
The first step involves students individually identifying the appropriate values from the 
National Framework. The second step involves small group discussion where students 
record what they believe about the values expressed in the song on the Values Wheel 
under the headings: “we believe, we say, we think, we feel, we wish, we act” (Curriculum 
Corporation, 2007, p. 3). This activity is used to indicate that students understand that 
beliefs determine values and form the basis of attitudes that are displayed in actions. A 
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suggested follow up activity is for students to write song lyrics reflecting their values and 
set it to music and record their song. 
 
Figure 1:. Values Wheel (Curriculum Corporation, 2007, p. 3) 
 

 
 

Discussion 
 
The two units highlighted in this paper provide a starting point for teachers. In many 
ways these are rather obvious examples to start any discussion with students in a 
classroom, or teachers about their approach to teaching. The semi-structured approach 
through the use of the Values Wheel has its merit, particularly in its application to most 
popular music. 
 
Music, along with most of the arts, provides a rich and long tradition of considering, 
challenging, applying, and reflecting on contemporary values (as well as those values that 
are not so transitory). A recent example of the overt positioning of values in music is 
Peter Sculthorpe’s String Quartet no 16 (2005). This work came about as a result of a 
commission by Julian Burnside QC in association with Musica Viva Australia. The work 
and its performance received considerable coverage at the time of its premiere. In this 
work the values of the commissioner were combined with the composer and his approach 
to the subject matter, which were in perceptible conflict with the policies (and values) of 
the government which had funded the whole Values Education agenda. The composer’s 
website provides the following commentary: 
 

The piece is in five brief movements, the didgeridoo appearing in all but the 
central one. Its subject is the experience of asylum-seekers — mostly people who 
fled Afghanistan and its environs in the wake of 9/11 and the U.S.-led war against 
the Taliban — who reached Australia only to be held in remote internment camps. 
The odd-numbered movements take their thematic material, Sculthorpe writes, 
from “an ancient love song from Central Afghanistan.” The intervening 
movements are brusque scherzos titled, respectively, “Anger” and “Trauma.” The 
last movement, “Freedom,” is meant to represent “dreams of a free life beyond 
confined spaces and razor-wire fences.” 
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(http://www.petersculthorpe.com.au/index.htm) 
 

This is one example. Without searching too far we can see a wealth of examples that 
could be drawn on such as Beethoven’s Fidelio (1806), Verdi’s Requiem (1874), Gilbert 
and Sullivan’s Mikado (1885), Bernstein’s West Side Story (1957), Pink Floyd’s The Wall 
(1979), Bogle’s And the band played Waltzing Matilda (1972), and Laurie Anderson’s O 
Superman (1981) 
 
Each work has its message. (We also have to keep in mind that many works do not have 
an overt message.) A work has its level of understanding and appreciation. The level of 
perception and education will dictate what is received and interpreted, and in turn what is 
discussed in relation to any values overlay. 
 
The nine identified values for schooling could be built into any lesson, as you would 
expect them to be within any aspect of education. In the approach to any aspect of music 
(performing, composing, listening) at whatever level of schooling, the consideration of 
values could either be overlaid or intrinsically embedded. 
 
It is not so much that music has missed out in the values education rollout, it just was not 
overly represented in the development of units of work. Our task is to promote and 
encourage the awareness of the potential to use music and the arts to illustrate, emphasise 
and advance values in education, for the benefit of the individual, society and the larger 
national and global networks.  
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Using ICT in the music room: Possible implications for secondary music teacher 
training 

 
Stuart Wise, University of Canterbury, New Zealand 

 
 

Introduction 
 
This paper outlines some initial thoughts and findings in the literature at the beginning of 
a doctoral study into the use of technology in music classrooms. In this study I intend to 
examine the use of technology in four different schools in New Zealand with a particular 
focus on student and teacher perceptions of the use of technology and any possible 
implications these may have for music teacher education. Whilst this is not a full 
literature review, this paper discusses some findings in the relevant literature from the 
UK, Europe and North America with a specific focus on articles related directly to the 
use of technology in music education.  
 
The current situation surrounding music education is one of increasing complexity. A 
range of challenges face music educators in all sectors as yet again it seems an array of 
opposing forces are pulling teachers and students in different directions. Challenges to 
music education informed by so-called Western Art Music traditions are coming from a 
number of areas; the increased use of contemporary music in a range of contexts, the 
increasingly sophisticated use of technology and finally the contested nature of recent 
curriculum developments that appear to embed music education as part of a wider, more 
integrated arts curriculum including dance and drama. 
 
Key to this situation of increasing complexity appears to be a growing tension between 
the growth of music education informed by more contemporary approaches using 
technology with accompanying traditions of creativity and the implementation of an arts 
curriculum that has reorientated music from what was essentially a specialist subject to a 
subject that is now part of a wide range of subjects within the arts curriculum. Music 
educators are now being asked to work within this vortex of forces to evolve some form 
of best practice. 
 
This paper offers some thoughts on the use of and the effects of technology in music 
education informed by an initial literature review at the start of a PhD research project 
into the use of ICT in secondary school music education. Students are being exposed to 
an ever-increasing range of technologies either as software on computers or as games on 
a Playstation and for many they expect to see and use similar equipment when they are at 
school. I am interested in their perceptions of the use of technology in music, the 
perceptions of teachers using the technology in the classroom and what possible 
implications these perceptions may have for future music educators. 
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Background 
 
An acceptable definition as to what constitutes educational or instructional technology is 
difficult to come by. For many educators reference to technology in education brings to 
mind some device or set of equipment, particularly computer equipment. Muffoletto 
(1994)(as cited in (Roblyer (2003) describes technology as commonly thought of in terms 
of gadgets, instruments, machines and devices and that most educators will defer to 
technology as computers. Saettler (1990)(as cited in (Roblyer (2003) urges educators to 
remember that the historical function of educational technology is a process rather than a 
product. From this he suggests that educators must be aware that a distinction must 
always be made between the process of developing a technology of education and the use 
of certain products or media within a particular technology of instruction. With these 
statements in mind, Roblyer (2003) provides the following definition: 
 

“Educational technology is a combination of the processes and tools involved in 
addressing educational needs and problems, with an emphasis on applying the 
most current tools: computers and their related technologies” (Roblyer, 2003) 

 
The need to utilise technology in an educational setting has become accepted 
internationally as a necessary and desirable part of the teaching and learning environment 
that teachers and students currently operate in. Most teaching and learning strategies 
involve the use of some technology. Some teaching methods may only use the simplest 
equipment such as a whiteboard and marker. Other methods may make use of a television 
or an overhead projector. In recent times schools have become equipped for presentations 
through computers linked to projectors.  From the earliest times when computers were 
commercially available, they could be found in educational institutions and educators 
argued they should be used to support learning (Loveless, 2007; Newhouse, 2002; 
Rudolph, 2005). 

The use of ICT in the classroom has been researched widely in a number of countries in 
the last twenty years. One of the key parts of the discussion in the literature surrounds 
how ICT may enhance the quality of learning. Davis et al (1997) discuss how ICT can be 
used in a number of ways to achieve this. In particular they make specific reference to the 
quality of the learning experience by asking these two questions: 

• What extent can ICT change the nature of children’s cognitive engagement with 
classroom learning tasks?  

• Does it provide a more authentic learning experience?  

They suggest authenticity is a key determinant of cognitive learning. Activities that 
engage children in quality learning, in terms of intellectual engagement with valued 
engagement, need to be authentic (Davis et al., 1997) 
 
The use of technology as part of the resources used to support learning in a music 
classroom has also been accepted as a necessary and desirable part of the current teaching 
and learning environment. The development and proliferation of music technology and 
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the use of Information and Communications Technology (ICT) in the music classroom 
has developed hugely in the last ten years with major implications for music educators ( 
Pitts & Kwami, 2002). 
 
Definitions vary as to what music technology is. Music technology can be “any situation 
in which electronic technology is used to control, manipulate of communicate musical 
information….” (Murray, 1997).  
 
Another definition describes it as “inventions that help humans produce, enhance and 
better the area of sound organised to express feeling” (Webster, 2002a). 
 
Byrne and MacDonald (2002) describe music technology in the classroom as electronic 
keyboards, sound modules, multi-track recorders, synthesisers, hardware sequencers 
(such as those contained in the on-board sequencer in keyboards) and a wide range of 
software applications that allow sequencing, notation, editing and recording utilising 
MIDI-based and acoustic means. 
 
 The development of micro-technology in the 1980s not only affected the production of 
electronic instruments but also their application. Memory chips and microprocessors in 
electronic keyboards provided a range of sounds at a player’s fingertips that had 
previously been unattainable. The development of electronic devices that could “talk” to 
each other using MIDI (Music Instrument Digital Interface), linking keyboards, drum 
machines and computers was very important and it has been suggested that this 
development may have become a defining point in music education ( Pitts &Kwami, 
2002). 
 
More recent developments include more powerful computers becoming cheaper and more 
accessible for a greater number of people. Faster Internet connections, via broadband, 
have meant more software is easily accessible. New technology allows people, who up to 
now did not consider themselves musicians, to handle, create and communicate music 
using their computers. They are able to use inexpensive software that does not require 
“traditional” music skills or conceptual understanding (Crow, 2006).  Students are now 
able to create music layer by layer, edit it and replay it utilising a range of tempi and/or 
timbres, meaning they can now compose music that they cannot physically play (Cain, 
2004). 
 
Students today do not know a world without computers, electronic keyboards, MP3 files 
and players, compact discs, the Internet and a range of other digital music devices and 
formats. In the future they will come to know new music technology that none of us can 
completely understand today (Webster, 2002a). 
 
From the discussion above it appears that there is a real need to closely examine the  
practice of music educators in the twenty-first century (Savage, 2005b). There needs to be 
a wider appreciation of the working practices for music educators that accompany such 
technologies. Cain makes the following comment: 
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Curriculum change is necessary if the world of the classroom is going to keep pace 
with the world outside. And it is necessary to have a clearly defined theory which 
allows teachers to commit themselves intellectually to the change (Cain, 2004:219). 

 
Music Curriculum 

 
Opinions on the place of music in the curriculum have been expressed throughout the 
history of music education, and common ground can be found across continents and 
generations. Music education has been only rarely advocated for the acquisition of 
subject knowledge, but more for its desirable cultural influence, its preparation for 
profitable use of leisure time (as an adult), and its development of sensitivity and 
imagination (Pitts, 2000). 

The move to include performance and composition skills in the curriculum for music has 
occurred all around the world. One of the challenges now faced by many music educators 
in schools in the range of styles and genres they are required to be able to teach to meet 
the needs of an increasingly diverse group of students.  
 
The New Zealand Curriculum (2007) refers to sound from natural, acoustic and digital 
environments as the source material for expressive ideas in music. These ideas are 
manipulated and extended into forms, genres and styles that are recognised as music. As 
part of music education, students work individually and collaboratively to explore the 
potential of sounds and technologies for creating, interpreting and representing musical 
ideas. Reference to the manipulation of media and sound and the development of 
literacies in music with specific reference to recording sound indicate a clear expectation 
of the implementation of ICT in music classrooms (Ministry of Education, 2007). 
 
 

Technology In The Music Classroom 
 
It is suggested that the association of music making with technology probably began 
when human beings first began exploring organising sound (Kwami, 2001). Development 
of instruments and development of music for them appears to have gone hand-in-hand for 
many centuries. Newer technology has resulted in better instruments and thus composers, 
particularly in Western music, have responded accordingly with compositions able to 
demonstrate and explore the possibilities of sound such new instruments provided. 
 
Technology in the twentieth century provided sound recording and reproduction devices 
that have revolutionised both the access people have to music, and the ability to store 
music that did not exist previously. The huge growth of the music industry is built upon 
recording and broadcasting a huge range of genres and styles of music. This has 
accelerated as the century progressed with the growth in popular music being particularly 
significant from the 1950s onwards. 
 
The typical music classroom of the early twenty-first century will probably have a range 
of keyboards available for performance and composition activities. Students would 
expect to have ready access to the Internet either via the school network system or from a 
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central computer connected to a data-show controlled by the teacher. A range of other 
electronic instruments will also probably be available (electric and bass guitars) and 
students will probably have the opportunity to access these whilst engaged in the 
activities that make up the modern music course. 
 
 
In the last ten years many music educators have begun to use music technology in a 
“constructivist” context with students encouraged to “construct” their understanding of 
music through their own work guided by teachers. The traditional skills taught in music 
and initially supported by technology are now being replaced by more powerful and 
accessible software that can utilise problem-solving and role-playing techniques. The use 
of video, animation, text and “real” sounds (i.e. pre-recorded loops) can unite to support a 
symbolically constructed world that represents reality in interesting and meaningful ways 
for children. With the high number of computers now available in schools at all levels, 
even very young students are able to make increasingly complex decisions about 
composition in music or listen to music in new and interesting ways. It is not just the 
technology that is significant, rather the use of it that can allow students to think and react 
musically (Webster, 2002b).  
 
ICT in the music classroom can allow students to participate actively in the learning 
process, gaining confidence while developing critical thinking and problem-solving 
skills. Music educators can also use ICT to create media-rich learning experiences for 
their students, while extending their reach beyond the classroom walls (Hagon, 2003). 

Elliot (1995) suggests that to develop creativity you need to engage students in authentic 
musical problems and projects and they also need opportunities to develop their creative 
skills in a receptive environment that encourages risk-taking and the constructive 
evaluation of their creative work. He continues saying that students should be encouraged 
to find their own music to perform and arrange and react to so they have a high level of 
ownership of the material they are interacting with. He says this requires a suitable time 
allocation and finally we, as teachers, should work in a music teacher-as-coach model 
rather than in a more traditional teacher-knows-best position. 

Swanwick (1999) suggests that the issue of authenticity is at the heart of the problem of 
secondary students becoming progressively disenchanted with music in schools. He 
makes that point that many secondary teachers find themselves veering between their 
own specialism ,which students may or may not value,  and an insecure “generalism” in 
popular music and its wide range of styles and genres. He suggests that music is an entity 
that is not easily reduced to work in a conventional classroom but rather is a multiplicity 
of activities all requiring some specialist know-how and often varying in group size and 
equipment requirements. He questions whether it is possible for one teacher when faced 
with such wide musical diversity to be able to provide all the necessary requirements in 
each style and genre for an authentic experience to be had by the students. He points out 
that to many young people school music appears as a sub-culture separated from music 
out there in the world. 
 



 

281 
 

As a result of the growth in use of technology and in particular computer-based music 
technology, many students are now becoming increasingly adept at creating their own 
music and in some cases appear to have become increasingly alienated by what they are 
offered in traditional school music courses. They have become technologically proficient 
and in many cases musically proficient either at home or from experiences in primary or 
intermediate schools where other teachers have been able to successfully integrate 
technology into music classes (Edwards, 2005; Hagon, 2003). One of the challenges 
facing providers of teacher training will be to provide well-qualified teachers that have 
traditional qualifications as well as skills using contemporary technologies to enhance 
teaching learning for such students (Estrella, 2005). 
 
Many secondary school music teachers are products of the Western classical tradition, 
which is based largely on the conservatoire and the associated skills and traditions that 
this brings with it. Such teachers are often highly skilled in performance on a particular 
instrument and/or are highly skilled in composition in a particular genre. These teachers 
may have difficulty understanding the need to use ICT in the classroom or may accept or 
welcome its use but not be comfortable to operate in a manner that is foreign to them. 
Often too, they have difficulty in understanding or accepting the contexts and genres in 
which the students wish to work in. One of the  real challenges facing music teachers will 
be to create scaffolding structures that will allow students the freedom to express their 
creativity in contexts that are relevant to them and support this with knowledge, skills and 
resources appropriate to what the students are doing (Hargreaves, Marshall, & North, 
2003). Teachers need to be prepared to broaden their understanding of what constitutes 
composition and performance in light of the changing practices that ICT can bring to 
music in its various genres (Savage, 2007). Using technology may make teachers rethink 
instructional practice and transform the way they have done things for many years 
(Bauer, Reese, & McAllister, 2003). 
 

Effective Implementation Of Ict In The Classroom 
 
As discussed earlier, the implementation of ICT in the music classroom is now the 
accepted norm internationally. Specific reference is made to its use in curriculum 
statements in a number of countries. There are a number of studies describing research 
surrounding this implementation and how it may be used to meet specific curriculum 
requirements (Busen-Smith, 1999; Crow, 2006; Ho, 2004; Mills, 2000; Odam, 2000; Pitts 
& Kwami, 2002; Savage, 2005b, 2007). Many of these reports relate directly to the use of 
ICT in raising performance in composition. Some studies refer to developing 
performance skills (Chan, 2006) whilst others refer to the development of wider musical 
literacies that students may develop in the modern music classroom  (Crow, 2006; 
Savage, 2005b). 
 
Further studies refer to work done examining the implications implementation of ICT 
may have for initial teacher qualifications (Busen-Smith, 1999) and in the areas of 
teacher professional development (Bauer, Reese, & McAllister, 2003). 
 
Key to using ICT effectively in the classroom is how skillfully its use is planned. 
Teachers need to constantly evaluate how effective the particular resource is and if it is 
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creating the desired effect when measured against a particular learning objective (Bray, 
2000).  Further to this is the importance of teachers being very familiar with the 
equipment and software and this may necessitate them having similar equipment at home 
so they can prepare resources without the daily distractions of school life (Desmond, 
2002). Teachers need to develop skills that will allow students to work at their own pace 
in a supportive environment with an appropriate pedagogical approach (Odam, 2000; 
Odam & Patterson, 2000). 
 
Some suggestions as to good uses of technology are where it enhances musical creativity; 
activities using technology are planned against specific learning objectives; learning is 
easier or more accessible than when using traditional methods; students are encouraged to 
explore, experiment and test hypotheses using sound and where the use of ICT 
encourages independence. 
 
Less effective use may occur where the aims and objectives of the lesson are not clear; 
students use technology because it is there, rather than for some clear purpose; the use of 
technology drives the activity e.g. a sequencing software package is used resulting in 
songs having the same “formula” sound; ICT is used as a means of occupying students, 
or as a reward and over-emphasis is given to a particular requirement e.g. notation, that 
results in a neat collection of notes but at the expense of conviction and quality (Mills, 
2000). 
 
Savage (2005) suggests that we don’t need to replace many of the positive teaching 
strategies and excellent curriculum models that are in place. Rather we should be looking 
at building authentic models of ICT-mediated music education. It is not traditional music 
concepts that have had their day but what is needed is a re-prioritising and reordering of 
what is important that is needed (Savage, 2005a). Uncritical adoption of technology in the 
classroom will not facilitate a change, it will only allow for a continuation of things as 
they currently are. What a curriculum should achieve needs careful thought. Outcomes in 
arts education aren’t always easily connected to stated learning outcomes that are now 
required at the start of every lesson. This is particularly problematic where, at a basic 
level, prescribing the outcomes of an artistic activity takes way its sense of discovery and 
creation. Another suggestion Savage makes, based on his work with modern “electronic” 
composers, is the need to look at how teachers may facilitate a cross-disciplinary 
approach using new technologies to bridge the gap between disparate practices. He 
suggests that this could lead music education towards a holistic model of artistic practice 
mediated through the effective use of ICT rather than the traditional music practice 
merely done using ICT. Finally Savage suggests that effective use of technology in the 
classroom depends on its application within the classroom, the surrounding educational 
ethos and above all the quality of the individual teacher and his or her relationships with 
the students. 
 

Initial Implications for Teacher Education 
 
Teacher training for music educators in the twenty first century faces considerable 
challenges. The rate of change, particularly in the area of technology, is such that it is 
difficult for teachers to keep pace with these changes. There can be no doubt that this rate 
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of change will continue and as Webster (2000) suggests, future students in schools will 
come to know new music technologies that we can’t understand today. 

Burnard (2008) suggests that a universal aspiration for all music educators is to improve 
the quality of musical learning and its relevance to the young learner and as such she 
suggest that we need to rethink how a teacher’s capacity to use technology effectively 
matches the students’ needs. She continues saying that a common finding across 
educational research in general, and in music education research in particular, is that 
learners need to build on their experiences and existing relationships with places and 
people. They need to collaborate over tasks, contribute to curriculum planning, interact 
with new forms of musical participation, networks and practices in adaptive learning 
environments (Burnard, 2008). 

Teachers are under pressure to accept that they do not know everything, nor are they the 
holders of all musical knowledge. The challenge of technology is to find ways of bringing 
knowledge students have in digital music composition and production developed at home 
to school and in the process move technology from being an “add-on” to being embedded 
rather than integrated in the music curriculum. Technology needs to do more than merely 
“serve” tradition, rather it needs to be used to bring “real world” experience in to the 
classroom (Burnard, 2007). 

She continues saying that we know that technology is deeply embedded in the 
contemporary lexicon of young people’s musical lives and that the Internet is their 
playground. She makes that point that in many ways they have familiarised themselves 
with innovations before their parents and teachers have – a reversal of the usual 
hierarchical roles. She also makes the point that although we know that it appears many 
students are high-end users or consumers of music technology, we know less about what 
teachers know and learn about technology in practice and how this knowledge may be 
deployed in the classroom. She suggests that questions arise concerning how the teacher’s 
role may change in different pedagogical contexts, what creative practices enhance 
effective use of technology in the classroom and what is learned from experience and 
from the students themselves and also how teachers experience being new learners 
themselves (Burnard, 2007). 
 
Students enrolling in beginning teacher education courses now come from a hugely 
varied background. As well as graduating from the traditional western performance 
conservatoire, we now have students that have qualifications in jazz performance, 
contemporary music and rock courses as well as related performing arts qualifications 
including musical theatre and courses specialising in world music styles.  Providers of 
beginning teacher qualifications therefore face real challenges in attempting to ensure that 
these beginning teachers are adequately prepared to enter the profession. 
 

Conclusion 
 
An awareness of the ways experienced teachers use technology to support learning is 
very important but equally important could be the development of a philosophy that 
underpins their approach to the use of technology and the way they may teach music. 
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Considerable changes have occurred in the range of technologies regularly used in music 
teaching throughout the world and as Cain points out: 
 

These practical changes are very considerable, and, what is perhaps even more 
important, they have brought into question some of the most basic conceptual 
frameworks that have underpinned music teaching (Cain, 2004:217). 

 
Savage (2005) suggest that perhaps it is time to no longer consider the relationship 
between ICT and music as one of servant and master, but rather a subtle, reciprocal and 
perhaps empathetic one in which what constitutes musical practice is challenged, 
mediated and redefined through performers’ and composers’ uses of ICT. This, he 
suggests, could lead students and teachers to engage with and organise sound in new 
ways. Music teachers and those undertaking initial teacher training in music will have to 
develop a clear understanding of what constitutes effective music teaching with ICT 
(Savage, 2007).  
 
Beginning teachers need the opportunity to engage with these thoughts and concepts. 
They need to have experiences both university and school-based where they work with 
and reflect upon activities in a variety of situations and contexts. They need to consider 
the relationships between subject knowledge and technology. They need to be aware of 
issues surrounding classroom management and the use of technology. Finally they need 
to examine the nature of music teaching itself and work to develop adaptive strategies 
that will allow them to grow as teachers and provide the best experiences for the students 
they will work with in the future. 
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Refereed Abstracts 

 
Innovative strategies and traditional constructs: defining the role of sound and 

movement in Music Theatre 
 

Diane Hughes, Macquarie University, Australia  
Pauline Manly, Macquarie University, Australia 

 
Sound and movement exist not only to support narrative or text, but function as 
perfomative constructs in Music Theatre. As sound and movement are inextricably linked 
so are innovation and tradition. In this presentation, the theatricality of sound and 
movement will be discussed and defined.  
 
Occurring in a myriad contexts, voice usage is capable of conveying multiple modes of 
meaning. In the context of Music Theatre, the voice inclusive of quality, phrasing and 
dynamics, exemplifies emotion. Typically, vocal articulation is essential for clarity of 
delivery, content, artistic and musical intent. The resultant voiced sound in Music Theatre 
characteristically incorporates stylistic and aural integrity. Traditional Music Theatre 
constructs such as melody and text may be re-formulated in innovative Music Theatre 
practices. Such practices engender artistic development including ingenuity, 
characterization and musical expression. 
 
Movement has a particular style of theatrical engagement: linking the performer to the 
audience directly and corporeally. Innovation is a tradition within Music Theatre. This 
allows definition and expansion of the principles of theatrical movement. By offering 
practical assessments students learn from within a given form, facilitating pro-active 
analysis, corporeal absorption and empathic engagement. By demonstrating theatrical 
skills students can challenge preconception and judgement, diminishing the distance 
between the researcher and what is researched.  
 
Music Theatre, both in its innovative and traditional forms, offers fertile opportunities to 
investigate the role of sound and movement as theatrical constructs. No longer production 
values or after thoughts of text, sound and movement became primary modes of 
significance.  
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Ruth Flockart and Dr. Wood: A crucial relationship in the development of the 
Melbourne Methodist Ladies' College music program 

 
Louise Jenkins, Monash University, Australia 

 
Ruth Flockart (1891-1985) was a significant figure in the Melbourne music world in the 
first half of the twentieth century.  Her outstanding work with the Melbourne Methodist 
Ladies' College choirs, and her formidable directorship of the school music program, are 
legendary.  Yet Flockart's success was not achieved in isolation.  As outlined in Jenkins 
(2007), Flockart greatly relied upon her sister Annie on the home front.  Without Annie’s 
support, it is probable that Flockart would not have been able to pursue her career with 
such vigour.  However, the research indicated that Flockart also relied upon the support 
of the Melbourne Methodist Ladies' College Principal, Reverend Dr. A. Harold Wood.  
They were a highly successful team of dedicated and religiously devout educators.  The 
context and tone of this important relationship will be explored, with reference to 
Flockart and Wood's musical and religious philosophies and the impact their successful 
working relationship had on the MLC music program. 
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Innovative Auteur Meets Traditional Professor: Sternberg, sound and the seduction of 
Professor Rath in the classic 1930 film The Blue Angel 

 
Maree Macmillan, RMIT University, Australia 

 
Josef von Sternberg’s 1930 film, The Blue Angel, best known for featuring that archetypal 

femme fatale of cinema, Marlene Dietrich’s Lola-Lola, was in fact originally conceived as the 
performance vehicle for the (then) much more famous actor, Emil Jannings, who plays old-
fashioned, authoritarian grammar school teacher, Professor Rath. Powerful German film 
company Universum-Film Aktiengesellschaft (UFA) imported Sternberg specifically to direct its 
first major sound film The Blue Angel because of his experience in pioneering cinematic sound 
in the United States. Sternberg’s innovative soundtrack is a major contributor to the film’s 
meticulously ordered auditory and visual fabric of multi-layered metaphor, reflection and 
parody.  

In this paper, I explore how Sternberg’s ground-breaking use of sound contributes to 
autocratic Professor Rath’s portrayal through the metaphor of captivation and captivity, 
underpinned throughout the film by his association with the figure of Papageno, the bird-catcher 
from Mozart’s Masonic opera, The Magic Flute. Through juxtaposing a musical fragment of one 
of Papageno’s songs against Dietrich’s rendering of the film’s famous theme song, ‘Falling in 
Love Again’, the professor is cast as bird-catcher in search of his soul-mate and Lola-Lola is 
positioned as siren/songbird and object of his desire. I discuss how the music contributes to the 
film’s depiction of the way bird-catcher Rath, by projecting onto Lola-Lola his own stereotyped 
ideas of femininity, female sexuality and romantic love, is caught in a trap that not only 
inexorably precipitates his own demise, but also ultimately reifies even the seductive Lola-Lola 
as object of male fantasy, recreating her as the creature of his own hide-bound needs and desires. 
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Music, Well-being and Ageing 
 

Jane Southcott, Monash University, Australia 
 
Globally, society is faced with an aging population and there is increasing interest in the 
concept of active aging. Social engagement via active ageing can enhance well-being. 
Active ageing implies continuing participation in all facets of society. This study 
considers music as a way for older people to engage actively with their communities and 
both give and receive considerable positive benefits. Music, with its powerful 
associations with memory and its potential to encourage socialisation, is popular among 
older people. In many ways older amateur and professional musicians engage in musical 
activity, both to enhance their own quality of life and that of the communities in which 
they live. To date, much of the research concerning musical engagement by older people 
has focused on the therapeutic uses of music in care facilities. There is less research 
concerning healthy older people living in their communities. This study concerns a group 
of older people who have formed a small choir specifically to perform to residents in care 
facilities and to sufferers of dementia, although over time their audience has widened. 
Music has come to play a significant part in the lives of the participants. The performers 
in this small choir demonstrably recognise that music offers the opportunity to contribute 
to their community and that they receive more than they give. Music has the potential to 
enhance quality of life in many ways. This single case study explores the experience of 
singing in a small group, the Happy Wanderers, who were formed under the aegis of the 
Dandenong Ranges Music Council (DRMC), Victoria, Australia.  
 

 

 
 

 


