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Abstract 

 

The study explores the music development, achievement and aspirations of adolescent 

students who participate in pre-tertiary specialised music programs. A theoretical model 

is developed for the study to investigate the role and influence of such training in the 

development of music skills, and explores relationships amongst music experience, 

music engagement, academic achievement, interpersonal and intrapersonal 

relationships, personal learning styles, and affective response to music.  

The data source for the study was the Young Conservatorium program (YCP) at Griffith 

University. Three sub-studies formed the investigation, two focussing on music 

development, and one, the program. The first sub-study involved 117 enrolled students, 

the second, 44 teachers and 112 former students, and the third, 15 case studies. 

Quantitative and qualitative data were obtained using surveys, tasks, tests, interviews, 

discussions, reflective journals, and practice logs.  

A large body of literature has identified a continued need for research that traces the 

music development of young musicians in adolescence, research that utilises both large 

and small sampling (particularly case studies), and is conducted at the time of training. 

The present study was conducted over two years, utilised a larger population than many 

previous studies, involved case studies, and combined contemporaneous and 

retrospective approaches. 

Research findings contribute to knowledge regarding young musicians’ music training 

and learning in pre-tertiary specialised music programs, and the nature of pre-tertiary 

specialised music programs themselves: their rationale, methods of instruction, and 

overall effectiveness. They highlight the types of music programs and music training 

provisions available to young Australian musicians, and, though showing students to 

frequently engage in multiple music learning environments, confirm the need for 

individuals demonstrating above-average music ability to access specialised music 

tuition and opportunities, develop in a supportive learning environment, and interact 

with students of similar interests and abilities. Although also suggesting there to be a 

number of factors associated with pre-tertiary specialised music training that can deter 

some students, such factors tend to be non-musical in nature. In all, the study does show 

a trend for the families of young, above-average musicians to choose to provide for their 

children access to pre-tertiary specialised training, and for participants to gain from this 

experience.  
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The study seeks to enhance understanding of the conditions though which music 

development is nurtured; it confirms the importance of exposure and opportunity, the 

collective efforts of the family and community, and the need for hard work and 

perseverance to usually be exercised by young musicians themselves. Common trends 

associated with the music development of young, above-average musicians pertained to 

music training and influences, characteristics, goals, and achievement. Early music 

exposure, guidance, and positive music experiences were found to be conducive to 

music learning. The establishment of a practice routine, increasing engagement with 

music, the formation of broad music preferences, demonstration of high music aptitude, 

musical and academic achievement, and goal-setting all characterised the experiences 

and marked the qualities of students sustaining their music interests in adolescence. 

Interpersonal support and developing intrapersonal attributes, personal learning styles 

and increasing affective response to music, together with developing cognitive and 

metacognitive skills, were generally shown to typify the music development of young, 

above-average musicians in adolescence.  
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CHAPTER 1 
 

THE NATURE AND SCOPE OF THE STUDY 
 

1.0 Introduction 

The development of talent is an ongoing process that has emotional and 
motivational components in addition to the obvious cognitive ones. To nurture a 
gift to fruition, one must have discipline as well as skills, and one must have 
access to social supports and cultural opportunities [and] a mature personality 
that can cope with the many opportunities and obstacles of the field 
(Csikszentmihalyi, Rathunde & Whalen, 1993, p. 64). 

 
This study focuses on the music development, cognition, achievement and aspirations of 

adolescent students participating in pre-tertiary specialised music training programs. It 

investigates the role and influence of such training in the development of their music 

skills, primarily in the area of instrumental performance. It furthermore traces students’ 

music experiences, music engagement and academic achievement, as well as their 

interpersonal and intrapersonal relationships, personal learning styles, and affective 

response to music, and explores the relationships amongst these, such a program, and 

their overall music outcomes. 

At all levels, exposure to music training and experiences must occur for music abilities 

to be realised. The necessity of this exposure has been highlighted by numerous 

educators including Sloboda and Howe, who alluded to the vital importance of family 

support and cultural background in the following statement: 

The likelihood of an individual achieving high levels of competence must 
depend, among other things, on the availability of opportunities for learning. 
There exists substantial evidence that the probability of a person attaining 
outstanding levels of performance at a variety of accomplishments is 
substantially affected by [that] person’s family and cultural background….In the 
case of music, biographical and autobiographical evidence suggests that the 
families of many successful young musicians have taken pains to give their child 
opportunities and encouragement to gain musical skills (Sloboda & Howe, 1991, 
p. 4). 

Even as individuals attain high musical standards, continued development relies on 

ongoing stimulation. Provision of enjoyable and quality learning experiences that can 

stimulate and sustain motivation is vital through the difficult period of adolescence.1    

 
1 Buescher (1991, p. 383) has described adolescence as a complex process involving four major spheres 
of change: biological growth and maturation, peer relationship adjustments, shifts in learning, and family 
realignments. 



 2

The philosophy underpinning this investigation is that students of above-average music 

ability need to obtain specialised music tuition from expert teachers, and to pursue 

advanced music studies that enable their music development to be nurtured through the 

provision of special opportunities, a supportive learning environment, and alongside 

other students of similar interests and abilities. The pre-tertiary specialised music 

program used as the data source for this study promotes such a philosophy, and aims to 

provide students with quality music experiences. It also seeks to enhance the training 

many students receive through involvement in a range of school and non-school music 

activities. 

Ultimately, the philosophy of the program must be aligned with the expectations and 

philosophies of parents and students in the program. A considerable quantity of research 

has investigated the decision-making factors and motivation of families when 

attempting to provide  opportunities for their children through such involvement in 

community and specialised programs. Kearney, for example, has found the primary 

motivation of parents in this regard to be “to secure the happiness and welfare of the 

child in an activity that increases self-esteem and self-knowledge” (Kearney, 1999, p. 

100). 

The present study reflects the importance of exposure and opportunity in the attainment 

of advanced music skills. It maintains that an individual’s music development is a long-

term process relying on the collective efforts of the family and community, and, in the 

majority of cases, the result of hard work and perseverance on the part of that 

individual, more so than innate talent solely. It also acknowledges the existence and 

importance of a variety of music-training paths, and that many students access a 

combination of music-learning contexts including school, the community, and pre-

tertiary specialised music programs. Kearney also noted the variety of modes for 

learning music: 

Education and training are not the sole domain of the school system. 
There are a myriad of choices and options available for parents of 
school age children who wish to cultivate an interest or develop a 
skill in their child. Music education occurs in a variety of settings 
with a variety of purposes and methods of instruction. The pattern of 
provision for music education is messy and complex. In the broader 
community opportunities to participate in music-making and learning 
are burgeoning. There are a number of individuals and organisations, 
profit and non-profit, that offer musical training. Within this music 
community there are programs that specifically target young people 
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and provide an education or training in a specific area of music on a 
fee-for-service basis (Kearney, 1999, p. 100). 

The stimulus for the present study was the realisation of the limited research knowledge 

regarding students’ music training and learning in Australian pre-tertiary specialised 

music programs. This study investigates the role which one program, the Young 

Conservatorium program (YCP) of the Queensland Conservatorium, Griffith University 

(QCGU) (described in full in Chapter Three), plays in the general music experience of 

secondary-aged students, and its influence on students’ future paths and career 

directions, with the purpose of identifying its position, significance, and the subsequent 

value the community might place on such educational provision.  

In this chapter, the study is described in brief, core concepts to the study are explained, 

a theoretical model based on these is provided, and the significance of the study in the 

context of previous and needed research discussed. While the discussion of core 

concepts is somewhat elaborate for an initial discussion of terminology, comprehension 

of these is necessary from the start in order to frame their meanings in the research 

study. 

1.1 The Study 

Music development and ability are complex, difficult to quantify, and take place 

gradually over a time frame of many years. The study traced aspects of students’ music 

development and abilities over a two-year period, and in the YCP that caters from 

infancy to adolescence. Although the program comprised instrumental, vocal, choral 

and composition strands, the study itself was confined to a selection of adolescent 

instrumental students.  

A theoretical model of music development is posed for this research, with students’ 

music outcomes primarily described according to their levels of music cognition, 

engagement, achievement, and goals and aspirations. Contextualisation of music 

development in the model necessitated consideration of prior music experiences and 

achievements (music training and influences, music practice, engagement, preference, 

aptitude, achievement, and goals and aspirations) and other factors influencing music 

development (learning environments, the ability to integrate learning, interpersonal and 

intrapersonal relationships, personal learning style, and affective response). In reporting 

the nature of students’ music development over the two years, quantitative and 

qualitative data were collected using surveys, tasks, tests, interviews, discussions, 
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reflective journals, and practice logs.       

The study addresses five research questions:  

1. What is the relationship between secondary students’ prior music experiences, 

achievements and aspirations on their initial and continuing engagement in pre-

tertiary specialised music programs, and musical and other outcomes? 

2. To what extent is the gender, ethnographic background, age, or academic 

achievement of these secondary-aged students related to their music development 

and achievement? 

3. What is the relationship between the program learning environment and students’ 

attitudes, music development and other outcomes? 

4. What is the role of pre-tertiary specialised music training in the context of students’ 

other music training and experiences? 

5. What is the contribution of interpersonal support, intrapersonal attributes, and 

personal learning style to music development and outcomes? 

Broad concepts considered in the study include music development and ability. Music, 

rather than being uni-dimensional, is complex and multi-faceted. Music development 

and music ability are inseparable by nature, but need to be considered separately to 

identify and discuss the key traits of each area. Music development is a process 

dependent upon factors of aptitude, exposure, and ongoing task-commitment. It takes 

place over a long period of time, and is the result of music practice and a variety of 

experiences that enable a student to develop technically, and respond to music 

intellectually and emotionally. The extent to which an individual’s emotional response 

to music has developed can be evidenced by their music preference, perception, 

attitudes and engagement.   

Music ability results from a gradual development of expertise through acquisition of 

specific skills, and is manifested through achievement in performance and non-

performance tasks.2 It is able to be measured at any point, and has been traditionally 

measured to describe performing, creative,3 theoretical, and aural perception levels. 

 
2 The link between music development and ability is also noted between music ability and achievement. 
The indistinguishable nature of ability and prior knowledge, to which Hallam (1997b, pp. 184-5) and 
others have referred in relation to problems surrounding traditional forms of music ability measurement, 
is recognised in this study. 
3 From the perspective that instrumental performance is essentially a ‘re-creative’ or ‘reproductive-
interpretive’ rather than ‘creative’ activity, ‘creativity’ has no direct relevance for this research and, as 
such, will not be referred to. This distinction between ‘creative’ and ‘re-creative’ aspects of music is 
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These concepts are all valuable for the study, hence a brief overview of each is 

necessary.  

1.2 Definitions of Terms 

Terminology used in this study which requires definition relates to the two broad, 

inseparable areas central to this research: music ability and music development. Hence, 

an overview of common (and sometimes conflicting) definitions of some frequently-

used terms in these areas is necessary.4 Once again, the decision to discuss them under 

two separate headings has been made primarily for the facilitation of the reader, rather 

than to reflect any philosophical basis for obvious distinction between the two areas. 

The perspective of the researcher is that music ability and music development are 

mutually dependent, and therefore unable to be regarded as discrete in any significant 

sense. Research shows these factors to be central issues in the tracing of music 

outcomes.  

1.2.1 Music Ability 

Though disagreement surrounds the nature of music ability, there is nonetheless a 

degree of overlap in the manner in which various components of music ability have 

been described and utilised by various researchers. The following provides a summary 

of some descriptions and definitions relating to the main components of music ability 

relevant for the study: music aptitude and music achievement. The study definitions 

chosen for these, the music development terms, and other important terms used in the 

study, appear towards the end of this chapter. 

Music Ability   

There have been numerous attempts to define the nature of music ability. Lehman 

(1968, p. 8), for example, considered music ability to connote musical powers or 

qualifications that were either innate or acquired. Whybrew’s fuller description referred 

to “musical powers, whether native or acquired, [which are able to be either] 

demonstrated through performance or composition, or by some other response in a 

 
present in the literature and has formed part of many recent studies, including that by McPherson (1996). 
The identification of two distinct types of music talent (‘creative’ and ‘reproductive-interpretative’) was 
made earlier by Revesz (1953). 
4 The overview of definitions includes the terms ‘gifted’ and ‘talented’, as discussion of music ability and 
development in the literature shows there to be some overlap in the way some music educators have 
treated these concepts. Problematic issues relating to the use of the terms ‘gifted’ and ‘talented’ are 
briefly considered within the study discussion of music aptitude, but were not, for reasons later explained, 
used to describe the music abilities of study participants. All other terms overviewed are, however, 
relevant for the study.     
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musical situation” (Whybrew, 1971, p. 89). A decade later, George and Hodges (1980, 

p. 401) provided another definition that regarded music ability to be a level of 

performance reflecting factors of music aptitude (a natural ability to overcome 

challenging musical tasks) and music achievement (the manifestation of music 

exposure).  

Radocy and Boyle’s prolonged investigation of music ability produced further 

refinement of definitions. Having initially described music ability as a probable 

interaction of audition, physical co-ordination, intelligence, and experience (Radocy & 

Boyle, 1979), in 1988 they classified it as “what a person is able to do musically as a 

result of capacity, environmental influences, and formal instruction” (Radocy & Boyle, 

1988, p. 296).  Boyle’s 1992 consideration of music ability elaborated this definition by 

referring to genetic and maturational potentials, enculturational and environmental 

influences, and previous formal instruction as contributing factors (Boyle, 1992, p. 

248). A number of other leading researchers including Sloboda (1993, p. 106) have also 

considered music ability in this way, and this interpretation is reflected in the present 

study. 

The term music ability in the study is used in a general sense, and draws on Boyle’s 

recent definition (Boyle, 1992, p. 248). Music ability in the study is therefore a concept 

that does not imply any specific sources or particular path of development, but has 

contributing factors which are presumed to include genetic and maturational potentials, 

enculturational and environmental influences, and previous formal instruction, and 

refers to what a person is ‘able’ to do musically.    

Music Aptitude.  

Across the literature, ‘music aptitude’ is frequently used interchangeably with ‘music 

capacity.’ An early definition of music aptitude proposed by Lundin (1967, p. 206) 

described “a biological potential serving as a framework [to] develop musical actions,”5 

and was soon reinforced by Lehman, who referred to a “potential or capacity for 

achievement” (Lehman, 1968, p. 8). Noting there to be a relationship amongst music 

aptitude, music talent, musicality and music ability, Whybrew (1971, p. 89) elaborated 

such observations further, describing music aptitude as the “potential or capacity for 

music achievement [and] those qualities or traits which permit or facilitate the 

 
5 Lundin intentionally used the term ‘biological,’ rather than ‘inborn’ to allow for those maturational 
variables that impact on music potential. 
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acquisition or development of musical skills.” At the same time, he explained that the 

terms ‘musical talent’ and ‘musicality’ were also used in this sense, and that all three 

terms implied the potential for achievement in music learning, but were not themselves 

necessarily affected by such learning. Music aptitude was later defined by George and 

Hodges (1980, p. 401) as “the potential (usually innate) for developing musical skills.”  

Radocy and Boyle (1988, p. 296) considered music aptitude to be the result of genetic 

endowment and maturation, plus the result of environmental influences other than 

formal music training, as suggestive of what a person is capable of doing musically, and 

apart from music achievement. They distinguished it as broader than ‘capacity’ but 

narrower than ‘ability,’ recommending that it be assessed through aural comparisons 

that require detection of some deviation from an initial standard. More recently again, 

Boyle (1992, pp. 249-50) has defined music aptitude as the “potential for learning 

music, particularly for developing musical skills [and] that portion of a person’s ability 

that is a result of genetic endowment and maturation.” 

The work of several researchers into music aptitude has explored its multi-dimensional 

nature (for example, Gordon) and its position amongst the other domains of learning 

(for example, Gardner). Key contributions, and the use of related terms, require brief 

description. 

In extensive research, Gordon (1993, p. 8) referred to music aptitude as “a measure of a 

student’s capacity or potential to learn music” or “the potential to achieve in music” (p. 

391), and regarded it as a product of innate capacity and environmental influences. In 

addition, Gordon found music aptitude to demonstrate a minimal relationship with 

intelligence or any other human trait. Moreover, he argued in favour of a theory of 

multiple music aptitudes,6 and considered that it would be rare for a student to be 

consistently high or low in all of these aptitudes.  

The notion of multiple aptitudes, or – more specifically – multiple intelligences, is a 

field of investigation in which Gardner has been the major contributor, with a theory 

that identifies music as one of several intelligences (Gardner, 1985). In addition to the 

concept of music intelligence, also in the literature lies the notion of music talent and 

giftedness. Because of the crossover of concepts with those of aptitude, its extensive 

 
6 Gordon theorised there to be at least two stabilised tonal aptitudes (melody and harmony), two stabilised 
rhythm aptitudes (tempo and metre), and three stabilised preference aptitudes (phrasing, balance, and 
style). 
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treatment in the literature, and the fact that the program in this study attracts high-

achieving music students, the position that talent and giftedness holds in music 

education research requires brief consideration.   

A survey of literature across various domains shows that the extended research of many, 

including Renzulli, Tannenbaum, Feldhausen, Sternberg, Davidson, Borland, and 

Françoys Gagné, has produced a multitude of definitions of the nature of ‘giftedness’ 

and ‘talent’, and that there is considerable inconsistency in the use of both terms (Boyle, 

1992, p. 250). The state of confusion surrounding the use of these and related terms has 

been cited by numerous researchers including Gross, Gallagher, Tannenbaum, and 

Françoys Gagné (Heller, Monks & Passow, 1993, p. 475).  Hany (cited in Monks & 

Mason, 1993, p. 92) has classified more than 100 definitions of giftedness and 

synonyms abounding in the literature into those reflecting psychological constructs, 

achievement and accomplishment, and an environmental perspective.7 With the 

exception of a small number of psychologists including Françoys Gagné, most have 

treated the terms of ‘talent’ and ‘giftedness’ synonymously. 

When applied specifically to the musical domain, the terms music talent and giftedness 

are also used interchangeably, and, although Gagné differentiates here again (1985, 

1991), the general trend amongst researchers has not been to distinguish highly between 

the terms. Many descriptions of music talent, such as those provided by Gordon (1989, 

p. 33) and George and Hodges (1980, p. 401) that refer to a natural capacity or potential 

to achieve high music proficiency levels, in fact overlap with the defining 

characteristics of music aptitude.  

The complexity of the gifted and talented issue is compounded for reasons arising from 

the common misuse of these terms when used to apply to young musicians merely 

demonstrating music ability beyond their peers. Music talent and giftedness connote a 

very special natural music ability or aptitude, and though the young secondary-aged 

musicians in the study program do demonstrate above-average music ability, this is not 

to be confused with the outstanding or rare music abilities associated with true 

‘giftedness’ that Boyle (1992, p. 150) and others have reinforced are manifested by very 

few individuals. Hence, in addition to the existence of the all-too-apparent contradiction 

 
7 The descriptions of the qualities associated with giftedness provided by key researchers across a variety 
of disciplines usually emphasise its manifestation in types of behaviour and abilities, the potential to 
achieve excellence in a performance field, specific traits regarded as necessary for high achievement, and 
the necessity for special provision for such individuals’ development of talent.   
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between definition and usage of both ‘talent’ and ‘giftedness’ in the literature (the issues 

and unresolved conflicts of which have also been detailed by Boyle and others), the 

reality that high skill levels in music also reflect a high degree of learning (Boyle, 1992, 

p. 250), and the fact that the program in the study is not a gifted and talented program,8 

have led to the avoidance of either term in the present study,9 and focus instead upon the 

broader notion of aptitude as a determinant of development and later achievement. 

Music aptitude is defined for the study as “the potential (usually innate) for developing 

musical skills” (George & Hodges, 1980, p. 401). 

Music Achievement 

Music achievement, or ‘music accomplishment,’ is that which has been learned or 

acquired through training, and is highly valued by teachers, students, and parents. Such 

achievement – or, to use Gordon’s phrase, ‘knowing about’ music (Gordon, 1971, p. 

117) – contributes to music understanding and appreciation, and can be regarded as a 

measure of how well a student has learnt music. George and Hodges (1980, p. 401) 

have noted that music achievement can be in the areas of performance skills, factual 

information about music, or understanding of musical notation. From a similar 

perspective, Boyle (1992, p. 251) elaborates the fact that music accomplishments – 

whether specific or general in nature – may include general musical knowledge, 

knowledge of notation, aural-visual skills, aural skills, performance skills, and 

composition, and are the result of experience with music, musical phenomena, or music-

related materials. Boyle is one of many researchers who support the view that music 

achievements are mostly content or task specific, and, as such, usually reflect specific 

learning experiences. 

The main dimension of music achievement in the study is instrumental performance, 

and a slightly modified form of Boyle’s definition (1992, p. 251) has been adopted for 

use. Specifically, music achievement in the study refers to achievement in performance, 

a skill that is normally content or task specific, and reflective of specific learning 

experiences. 

1.2.2 Music Development 

In this section are presented some definitions of concepts related to the second global 
 

8 The program in the study, while seeking to address the needs of high music achievers, does not claim to 
specifically cater for the ‘musically gifted’. 
9 However, these terms and some contributions from the gifted education literature are still considered 
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term of significance to this study, music development, with a summary of perspectives 

placed at its conclusion. Music development can be demonstrated through music 

cognition, music practice, music achievement, and affective response.  

Music cognition is central to this study which focuses on music development in a 

specialised and demanding music-learning environment. Music is a field of excellence 

requiring higher-order thinking skills and tenacity, and developed cognitive skills are 

particularly vital for effective music practice to occur. The nature of music practice 

forms a critical component of the study, for, in the tracing of adolescents’ music 

development and achievement, investigation of music practice habits and personal 

learning styles is clearly important. One of the primary roles of music education is to 

develop aesthetic values and judgement (Draper & Gayle, cited in Thomas, 1992, p. 

432), and adolescence is a time that a deep emotional involvement with music can 

emerge (Winner & Martino, 1993, p. 276), hence, affective response, which includes 

music preference, perception, attitude, and engagement, must be considered. The notion 

of music engagement (or exposure), as noted, is also of importance, for it is through 

involvement, experience and interest that music development takes place.  

Once again, while such terms are discussed in relation to music development, each of 

these areas also contributes to music ability. Their discussion here serves to highlight 

the fact that such features develop over a period of time, and manifest themselves 

(although not always in an overt sense) as part of an individual’s music ability. The 

following presents some definitions from the literature in each of these areas. 

Music Development 

Music development is a concept that has received the attention of key researchers 

including Gardner, Davidson and Scripp, Sloboda, Dowling and Harwood, Hargreaves 

and Zimmerman, Swanwick and Tillman, Serafine, and Hallam. It refers to growth in 

the steady maturation process of all facets of music, and, in the present study, relates to 

growth in music thinking, music ability and affective response, and is manifested in 

music cognition, music ability, music preference, music perception, music attitude, and 

music engagement.    

Music Cognition 

Cognition deals with the role of concept formation in the learning process. Cognitive 

 
further in Chapter Two.   
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skills and the development of complex mental processes are vital for high achievement 

in any learning domain. Research in the area of music cognition (and the closely-related 

concepts, music thinking, music knowing, and music understanding) has emerged over 

the past two decades, and includes the efforts of numerous researchers, and particularly 

those whose work has been noted above in relation to music development.  

Although each has made a significant contribution, it is Davidson and Scripp’s (1992) 

theory of cognition (as evidenced in their ‘cognitive skills matrix’) and Hallam’s 

models of practising and music learning (Hallam, 1997b; 2001) that have provided a 

basis for this study. Davidson and Scripp’s work, in particular, has led to use of the term 

‘music cognition’ to describe higher-order thinking processes requiring concept 

formation, processes that depend on considerable insight (thinking, knowing, and 

understanding), sensitivity and engagement. The development of music cognition is 

necessary for attainment of high music achievement, and is the way in which one 

experiences meaningful interactions with music, in performance and non-performance 

contexts.  In short, music cognition relates to problem-solving in all areas of music.       

Music Practice 

Music practice is linked to the nature of one’s personal learning style, intrapersonal 

attributes, and interpersonal support. It has been defined as “a daily commitment to the 

development of performance-related skills generally achieved through drill and 

repetition [which] is considered a necessary requirement for any individual engaged 

with solo instrumental or vocal studies,” the processes of which encompass “any 

deliberate, skill related activity, undertaken for the express purpose of improving 

performance outcomes in [its] domain” (Chadwick, 1999, pp. 32-3). Music practice 

comprises three main components: informal/creative activities (playing by ear for own 

enjoyment, improvising own music), repertoire (learning new pieces, performing older 

familiar pieces), and technical work (warm-up routines, practising scales/arpeggios, 

plus studies and etudes, and sightreading) (McPherson & McCormick, cited in 

McPherson, 1999, p. 150). 

Investigations of the role of practice have been undertaken by leading researchers, 

including Ericsson, Krampe and Tesch-Römer, Sloboda, Davidson, Howe and Moore, 

Hallam, and Jørgensen. The findings of much of this research have confirmed practice 

to be more than a repeated exercise in an activity requiring the development of skill 
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(Hallam, 1997b, p. 180).10 Practice is nowadays viewed as a multi-faceted, complex 

activity requiring the acquisition of numerous skills not achievable through repetition 

only, that there are various types of practice, and that – rather than always being a 

pleasurable experience – ‘self-teaching’, task commitment, and motivation are required 

to achieve specific goals. Hallam has described in some detail the complexity of this 

process, and reinforced the necessity for more than rote repetition: 

Music practice is multi-faceted. The musician not only needs to 
consider the development of technical skills but must also develop 
music interpretation, may have to play from memory, perform in co-
operation with other musicians and contend with stage fright. These 
elements require technical, cognitive and performance skill. These 
complex skills cannot be acquired, improved and maintained by 
repetition alone (Hallam, 1997b, p. 180).  

To define levels and quality of practice, and to highlight the fact that mere accumulation 

of hours is insufficient for high music achievement, numerous researchers have 

identified various types of practice. In particular, two forms have been described by 

researchers including Sloboda and Davidson: ‘formal’ and ‘informal’, with the first of 

these referring to activities such as playing scales, pieces and technical exercises, and 

the latter describing unstructured activities including playing favourite pieces by ear, 

‘mucking around,’ and improvising (Sloboda & Davidson, 1996, p. 183). Ericsson, 

Krampe and Tesch-Römer (1993) have used the phrase ‘deliberate practice’ to further 

describe the highly structured, goal-oriented qualities of formal practice. Deliberate 

practice is not inherently enjoyable, and requires high motivational levels to sustain 

commitment for the acquisition of the skill-based components of the field of expertise. 

The notion of attention to detail in practice requires what Jørgensen and others have 

referred to as the ‘self-teaching’ process (Jørgensen, 1995, cited in Hallam, 1997b) 

which displays evidence of developed critical thought processes and reflective thought. 

Efficiency in the practice process, although noted by numerous researchers, has been 

particularly reinforced by Hallam (1997a, 1997b) and Lehmann (1997a).      

Acknowledging the value of all these descriptions, the researcher has drawn aspects 

from each in forming the definition of music practice for this study. Hence, its 

description in this research is one that alludes to its multi-faceted nature, its role in 

technical, cognitive and performance skill development, and the need for an efficient 
 

10 Recognition of the fact that mere repetition does not guarantee improved performance dates further 
back than a century (Sloboda et al., 1996, p. 287). 
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approach comprising more than repetition. It also acknowledges its formal and informal 

types, purposeful and goal-oriented nature, and the importance of ‘self-teaching.’ 

Affective Response   

Numerous of researchers, including Miller (1992, p. 414) and Abeles and Chung (1996, 

p. 285), have identified an inconsistency in the way various emotive terms such as 

‘affect’, ‘affective response’, ‘aesthetic experience’, ‘affective experience’, and several 

related terms, such as ‘music sensitivity’, are used across the literature. 

Confusion is evident even from brief consideration of researchers’ treatments of the first 

of these terms, ‘affect.’ Radocy and Boyle (1988, pp. 195-202), for example, have 

incorporated aspects of emotion, aesthetic response, mood or character response, 

interests, values, appreciations, preferences, attitudes, and taste.  Prior to this, Abeles 

(1980) had included the addition elements of anxiety and arousal.11  

Researchers are also divided in their treatment of ‘aesthetic response.’ Of considerable 

usefulness, however, is Boyle and Radocy’s description of this phenomenon as a 

“response to beauty or the aesthetic qualities of an object, event, or phenomenon 

[which] involves perception and cognition of the artistic qualities of an object or 

event…and the feelingful response to these qualities” (Boyle & Radocy, 1987, p. 198). 

Aesthetic response generally is considered to be short-term, but intense, in nature, and 

in respect to a particular stimulus. 

Current thought is also mixed in relation to what differentiates aesthetic experience 

from affective experience. In a survey of definitions, Abeles and Chung found 

researchers’ use of terms to be both distinct and interchangeable, but noted a generally 

more superficial treatment of affective response. Their review of the literature in this 

field has led to the formation of a definition of the former as an “intense, subjective, 

personal experience that provides insight into the nature of human life,” and the latter as 

a “mood, emotional, or ‘feeling’ aspect” (Abeles & Chung, 1996, p. 285). 

The term used in this study is ‘affective response.’ Its meaning in the study reflects the 

definition approved by the Music Educators’ National Conference (MENC) in 1986, 

namely, “an individual’s reaction involving feelings and emotions that embraces mood- 

 
 
11 Abeles explains that ‘affect’ can also refer to physiological properties, judgement process, direct and 
apparently unmediated responses, or large schemata, plans, motivations, and other features of cognition. 
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emotional, preference, and taste responses, and is a learned behaviour arising from 

musical interactions” (Price, 1986, p. 152).   

Music Preference.  Music preference is a diversely-described concept, with numerous 

researchers differentiating between ‘music preference’ and ‘music taste.’ Abeles (1980, 

p. 106), for example, is one of several who have drawn a comparison between the terms, 

and who refer to a continuum from short-term (preference) to a long-term (taste) 

commitment. The distinction between these terms was further reinforced by the MENC, 

also in 1986, in their description of music taste as “a person’s long-term commitment to 

musical preferences [and] a social matter that tends to change with varying groups of 

people, places, and times,” and music preference as the “act of choosing, esteeming, or 

giving advantage to one thing over another” (Price, 1986, p. 154). Supporting the 

MENC’s definitions, Radocy and Boyle (1988, p. 201) have drawn attention to the fact 

that music taste is frequently used in combination with not only ‘music preference’, but 

‘music sensitivity’, and described it as connoting an element of connoisseurship, 

reflecting some agreement with the ‘experts’ regarding quality and excellence. The 

limitation of this two-year research study has only enabled the investigation of 

adolescents’ music preferences, rather than allowing the tracing of any long-term 

development in musical taste. Acknowledging that taste and preference are clearly used 

in association with one another, the concept of music preference in this study is aligned 

with the MENC 1986 definition: it is used in a short-term capacity, and is a concept that 

involves the selection or esteeming of one or more music styles over others. 

Music Perception.  Music perception (sometimes referred to as aural perception) 

describes the process of listening to music and, as such, includes analysing, 

contemplating, evaluating, and feeling, and is part of all music activity (Cuddy & 

Upitis, 1992, p. 333). The ability to hear musical relationships in sounded events is of 

prime importance to the musician, and involves the awareness of numerous structural 

dimensions, including melody, harmony and rhythm. Absolute pitch (also known as 

perfect pitch), the ability to easily identify or produce isolated pitches without reference 

to an external standard, forms part of music perception, and is a phenomenon that has 

attracted widespread attention amongst researchers.   

The concept of music perception in this study is, as also defined by the MENC in 1986 

(Price, 1986, p. 154), “the process through which sensory data are received by means of 

the senses and the individual becomes aware of features.”       
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Music Attitude.  Music attitude is used across the literature to denote a range of related 

constructs including taste, appreciation, preference, interest, and opinion. Definitions of 

music attitude frequently refer to response measurement, degrees of constancy, and 

personality types. Also in 1986, the MENC (Price, 1986, p. 152) approved a definition 

of attitude as “a learned predisposition reflecting the way one feels about a subject 

while not in the presence of that subject,” a view shared by other researchers including 

Boyle and Radocy (1987, p. 197). The majority of attitudes are considered to be 

relatively stable and enduring, with any real changes usually long-term in nature. 

Attitudes are considered by some to be an integral part of personality (Boyle & Radocy, 

1987, p. 197).   

Cutietta’s (1992) synthesis of research in the field notes the multiplicity of definitions 

surrounding the construct of attitude in music education circles as paralleling, on a 

larger scale, the various treatments of the notion of attitude as used in the broader 

psychological context. While amenable to change, alteration of attitudes has been 

shown to require substantial pressure. Cutietta’s comprehensive definition of attitude 

refers to “a firmly held mental network of beliefs, feelings and values that is organised 

through an individual’s experiences, and that exerts a directive and dynamic influence 

on the individual’s perception and response to all objects and situations with which it is 

related” (Cutietta, 1992, p. 296), and informs this study which utilises the concept of 

music attitude for the measurement of perceived ability levels (the areas of practical, 

music reading, writing, and aural skills; understanding of music construction, and 

listening to music styles) and perceived relationships amongst various music learning 

contexts.       

Music Engagement.  Music engagement, as noted by Bamberger (1982), 

Csikszentmihalyi et al. (1993) and others, embraces the notions of music experience, 

interest, and involvement, and can be demonstrated through an individual’s encounters 

with various types of music opportunities and learning contexts (performance and non-

performance). It is inextricably linked with music experience – a general term reflecting 

an individual’s exposure to music – and is frequently an indicator of music interest and 

enjoyment. In essence, music experience is gained through personal interaction with 

music, varies according to the individual, and arises through exposure to, and/or direct 

involvement in, formal and informal music activities. Music engagement in the present 

study encompasses all of these factors.      
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1.2.3 Other Key Concepts for the Study 

The above terminology is specific to music education, and has required elaboration. 

Other terms are also important to the study, but have more common usage in general 

educational contexts, and therefore do not require discussion beyond brief description in 

this introductory chapter. These terms are talent development, learning environment, 

interpersonal support, intrapersonal attributes, and personal learning style, and are areas 

that have received the attention of numerous researchers (see, for example, the summary 

of research in Clark, 1997).  

In the study, talent development refers to deliberate and planned efforts to provide 

responsive learning environments that will nurture individuals’ music abilities. Learning 

environment encompasses the cultural climate at the time and place of learning, and the 

people in it (usually teachers, family and peers); interpersonal support connotes the 

importance of role models and the guidance provided by these significant ‘others’ 

(usually teachers, family and peers). Intrapersonal attributes include internal coping 

mechanisms, perceived self-competence, the desire to achieve, motivation, and self-

discipline; personal learning style involves the willingness to learn, work capacity, 

consistency, patience, endurance and dedication, and time management.  

1.3 Terms Defined For The Study 

The following summarises the previous discussion of important terms in the study, and 

highlights their significance before the more detailed research literature review provided 

in Chapter Two. Music ability, music aptitude, music achievement, and music 

development are key areas of the study. Students’ music development in the study 

focuses on music thinking, music ability and affective response, and hence includes 

music cognition, music achievement, music preference, music perception, music 

attitude, and music engagement. Other defined terms are talent development, learning 

environment, interpersonal support, intrapersonal attributes, and personal learning style.  

The researcher’s use of the terms most relevant for the study is:  

Music ability. Music ability is a term which, used in a general sense, does not imply any 

specific sources or particular path of development, has contributing factors which are 

presumed to include genetic and maturational potentials, enculturational and 

environmental influences, and previous formal instruction, and refers to what a person 

is ‘able’ to do musically. 
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Music aptitude. Music aptitude is the potential (usually innate) for developing musical 

skills. 

Music achievement. Music achievement is attainment in performance, and is normally 

content or task specific, and reflective of specific learning experiences.  

Music development.  Music development refers to growth in the areas of music 

cognition, music ability, and affective response. 

Music cognition.  Music cognition refers to higher-order thinking processes involving 

concept formation, and dependent on considerable insight (thinking, knowing and 

understanding), sensitivity, and engagement. Music cognition relates to problem-solving 

in all areas of music, is necessary for the attainment of high standards, and is the way by 

which one experiences meaningful interactions with music, in performance and non-

performance contexts.       

Music practice.  Effective music practice is a multi-faceted activity which, rather than 

relying merely on extended hours of repetitive activity, requires developed cognitive 

skills, and an efficient ‘self-teaching’ approach. It can be formal or informal, and 

requires discipline, motivation, and the adoption of personal standards in order to attain 

goals. 

Affective response.  Affective response is an individual’s reaction involving feelings and 

emotions that embraces mood-emotional, preference, and taste responses, and is a 

learned behaviour arising from musical interactions. 

Music preference.  Music preference is the selection or esteeming of one or more music 

styles over others, and is a term utilised in a short-term capacity. 

Music perception.  Music perception is the process through which sensory data are 

received by means of the senses, and the individual becomes aware of features. 

Music attitude.  Music attitude refers to a firmly held mental network of beliefs, feelings 

and values that is organised through an individual’s experiences and that exerts a 

directive and dynamic influence on the individuals’ perception and response to all 

objects and situations with which it is related. 

Music engagement.  Music engagement encompasses the extent of an individual’s 

music experiences, enjoyment and involvement, is manifested in performance and non-

performance - based training, and reflects the extent of an individual’s interest in music. 
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Talent development.  Talent development refers to deliberate and planned efforts to 

provide responsive learning environments that will nurture individuals’ music abilities.    

Learning environment.  Learning environment encompasses the cultural climate at the 

time and the place of learning, and the people who are in it (usually teachers, family and 

peers). 

Interpersonal support.  Interpersonal support connotes the importance of role models 

and the guidance provided by significant ‘others’ (usually teachers, family and peers).   

Intrapersonal attributes.  Intrapersonal attributes include internal coping mechanisms, 

perceived self-competence, desire to achieve, motivation, and self-discipline. 

Personal learning style.  Personal learning style involves willingness to learn, work 

capacity, consistency, patience, endurance and dedication, and time management.  

1.4 The Theoretical Model 

In order to firstly, explore the nature of the program, secondly, trace students’ music 

development, achievement and aspirations, and thirdly, identify the motivational and 

decision-making factors behind student participation, a theoretical model was devised to 

guide the nature and scope of this research (Fig. 1.1). This model emphasises 

integration of music learning, the importance of contextualising music learning through 

performance, and is framed within the tenets of situated learning theory, as rooted in the 

earlier work of Dewey and Vygotsky (see, for example, Brown, Collins & Duguid, 

1990). 
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The model draws upon educational research findings on student achievement in general, 

and music learning more specifically, and the researcher’s own perceptions of factors 

influencing music learning. The relevance of this model, and the contextualisation of 

this study within the domain of music education research, is discussed in the next 

section. 

As explained, the model considers students’ music development as situated learning. 

The study focuses on students’ music experiences and training (in and out of the 

program) and places these at the centre of the model. At the same time, it draws on 

students’ prior music experiences and achievements to inform the nature of their 

engagement in the program and overall music development over the research 

monitoring period. Pre-tertiary specialised music programs fulfil a mediating role, 

serving to both enhance and synthesise the breadth and diversity of students’ music 

experiences. Students’ training and music experiences in the program are explored in 

terms of firstly, formal tuition and performing activities, secondly, the learning 

environment, and thirdly, student and teacher expectations, perceptions and attitudes.  

Drawing on the previous discussion of music ability and development, students’ prior 

music experiences and achievements are categorised according to: firstly, 

demographics, secondly, music training and influences, thirdly, music practice, 

engagement, preference, aptitude and achievement, fourthly, academic achievement, 

and fifthly, goals and aspirations. The study describes students’ music experiences and 

training, explores the extent to which students integrate their music learning and 

experiences, in and out of the program, and seeks to identify ways in which such factors 

are related to music outcomes. 

1.5 Need For The Study 

The ongoing need for concentrated research that traces young musicians’ music 

development has been identified regularly by numerous leading music education 

researchers (for example, George, 1980; Sloboda & Howe, 1991; Davidson & Scripp, 

1992; Csikszentmihalyi et al., 1993; Hallam, 1997b), and has been the motivation of 

major investigations to discover factors that best predict music success. Certainly, there 

exists a large body of research targetting the early stages of music learning; however, as 

noted by Csikszentmihalyi et al. (1993), there remains a comparative dearth in the 

literature of investigations that have focused on issues relating to high music skill 

acquisition amongst adolescents.   
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Investigations to date of the development of music ability have mainly taken the form of 

empirical studies, including case studies and philosophical analyses. Although the 

quantity of case study research has been steadily accumulating, the need for even more 

has been expressed by many researchers over the last decade (see, for example, Macrae, 

1989; Scott-Kassner, 1992; Tait, 1992; Zimmerman, 1993; Hamilton, 1996). 

As Howe and Sloboda (Howe & Sloboda 1991a, 1991b; Sloboda & Howe, 1991) and 

others have indicated, data gathered in retrospect can be subject to distortions of time, 

memory, and subjectivity, especially when conducted later in adult life.12 The vital 

importance, therefore, of studies of individuals at the time of their music training, rather 

than many years later, has been noted by many researchers (see, for example, Sloboda 

& Howe, 1991; Sosniak, 1985a; Macrae, 1989; Scott-Kassner, 1992; Zimmerman, 

1993; Hallam, 1997b), and numerous studies have sought to address the problem of 

retrospective biases by in fact focusing on music development at the time of training. 

Several of these, however, have occurred over brief time spans (a week, in the case of 

Ericsson et al. 1990). Many studies have also focused on small numbers of students. 

Some that have, however, sought to increase reliability of conclusions by using larger 

populations include those by Csikszentmihalyi et al. (1993), Sloboda and Davidson 

(1996) and Hallam (1983, cited in Hallam, 1997b; 1996).   

The present study seeks to address both the retrospective and small sample issues to 

illuminate issues relating to the music development of adolescents. The study primarily 

involved 117 adolescent students (with 15 case studies), was conducted over a two-year 

time-frame, and utilised both contemporaneous and retrospective approaches. Not only 

does the study respond to the need for contemporaneous research of musical 

adolescents, and, moreover, trace their music development over a reasonable length of 

time, but two issues cited as under-researched (see Hamilton, 1996, pp. 2, 18) have been 

addressed within this study: the need for systematic curriculum analysis of educational 

programs for ‘gifted musical performers,’13 and the importance of having a structured 

rationale and content plan for the education of these students.  It also encompasses 

curriculum-related issues cited as needing further investigation.14  

 
12 Significant retrospective studies that have contributed to knowledge of students’ music development 
include the research of Bloom, 1982; Sosniak, 1985; Bastian, 1989; Manturszewska, 1990; Freeman, 
1991; Csikszentmihalyi et al., 1993; Ericsson, Krampe & Tesch-Römer, 1993; Sloboda & Davidson, 
1996. 
13 The phrase ‘gifted musical performers’ is Hamilton’s, rather than the researcher’s. 
14 Other areas encompassed in this study include music learning processes, music achievement, affective 
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The study of this pre-tertiary specialised music program’s influence on students’ music 

development responds to observations of numerous researchers, particularly Kolloff and 

Feldhusen (1984), who noted theoretical bases for program structure (music or non-

music) to be almost non-existent, and that few models have emerged, or been tested or 

validated, for their effectiveness with ‘gifted’15 students. Kolloff and Feldhusen 

lamented the lack of studies whose aim it has been to systematically measure the extent 

to which such programs achieve their purposes. 

Indeed, previous research focusing on the role and effectiveness of pre-tertiary 

specialised music training appears to be limited, by comparison with the prolific 

research directed towards the evaluation of other music learning contexts. In Australia, 

research has been directed towards pre-tertiary music training, but the majority has 

targetted the nature of music education in the school context16 or music learning 

reflecting specific philosophies and methods of music instruction (for example, 

Yamaha, Stoliarsky, Kodaly, Orff and Dalcroze) that generally focus on music learning 

at the early stages.17 It is the third type of pre-tertiary training (namely, that offered by 

tertiary music institutions) that pertains to the present study, and, though sometimes 

embracing the philosophies of particular methods, frequently adopts an eclectic 

approach, and seeks to provide music enrichment for school-aged (and sometimes pre-

school-aged) students. Similarly, it is clear that while numerous researchers have 

investigated the rationale and content of primary and high school music curricula (at 

both state and national level) and specific music methods, less attempt has been made to 

analyse the nature of instruction provided by the type of pre-tertiary specialised training 

profiled in this research study.  

Some varying degrees of insight into Australian pre-tertiary forms of music training 

(university and community-provided) are provided in the studies of Macrae (1989), 

Randall (1993) and Kearney (1999). These researchers, along with others, including 

McPherson (1993), Hamilton (1996) and Chadwick (2000), have traced aspects of the 

music development of young Australian musicians in a variety of non-school 

environments. The need to investigate the nature of music training in such contexts – 

 
response, sociological influences, and factors of motivation.  
15 The term used by Kolloff and Feldhusen. 
16 Research directed towards Australian music education at the primary level includes the work of 
Russell-Bowie (1993). At the secondary level, much research has been also undertaken, significant 
findings of which are contained in Stowasser (1983). 
17 See, for example, Bresciani (1987) and Giddens (1993). 
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specifically, its role in students’ development, effectiveness in supplementing 

schooling, and the multiple perceived benefits from such involvement – has recently 

been highlighted by Kearney,18 as have the motivational factors involved in the choice 

to accept or decline offers of placement in such programs. Hence, the call for a 

longitudinal, case study investigation that tracks adolescents’ music development is 

well-documented, both in the wider literature, and that pertaining to the Australian 

music education scene.   

1.6 The Structure Of The Thesis 

This chapter has defined the nature and purpose of the study and described the 

components of music ability and development contained in the theoretical model for the 

study. Chapter Two presents a review of related literature that further focuses on issues 

pertaining to music ability and development through more detailed consideration of the 

notions of music aptitude and achievement, and their measurement. It refers to key 

learning theories, theories of the development of expertise, music practice, and aesthetic 

development, to inform the study of adolescent music development and issues that 

influence this development. It also provides an overview of research into music and 

non-music ability, and examines the design and findings of major studies that have 

traced the music paths of young musicians. Chapter Three provides a full description of 

the YCP, the pre-tertiary specialised music program that was the data source for this 

study. It provides a brief history, and description of the rationale and the aspects of the 

program that reflect the components of the theoretical model developed for this study. 

Chapter Four discusses the design and methodology of the research, including 

description of the various instruments and data collection procedures used. Chapters 

Five to Ten present the findings of the study, with the discussion of main findings in 

Chapter Eleven. Chapter Twelve contains the final summary and conclusions of the 

study, together with implications and recommendations for future research. 

 
18 Kearney’s identification of the need for longitudinal research here has been expressed in the context of 
her own research focusing on community choir involvement, but is clearly applicable to other musical 
contexts, including the direction of the present study. 
 



CHAPTER 2 

 REVIEW OF THE LITERATURE 

2.0 Introduction 

The focus of the study relates to the music development of adolescents. As noted in 

Chapter One, music development is complex, and tied to music ability, which, in itself, 

involves consideration of two related constructs, music aptitude and achievement. 

Hence, description of the music development of the study participants requires 

understanding of factors and processes involved in music aptitude and achievement 

measurement. 

This chapter therefore commences with an examination of issues surrounding music 

ability and related constructs, and refers to some ways in which researchers and 

educators have attempted to measure some of these constructs, specifically music 

aptitude and music achievement. Key learning theories, specific to music development, 

and of the development of expertise (including its attainment through music practice), 

are presented. In addition, important factors influencing the music development of 

adolescents are identified and discussed, and lead to an overview of prominent studies 

of young musicians’ music development, and studies of relationships between music 

and non-music ability cognate to this research study.  

2.1 Music Ability 

As noted in Chapter One, controversy over the nature of music ability over the twentieth 

century has produced a range of definitions. One of the difficulties associated with this 

area is the lack of specificity with which writers use various terms. Although ‘music 

ability’ is used in a generic sense, the literature abounds with frequent use of associated 

terms, including music aptitude, music intelligence, music capacity, music talent, music 

sensitivity, musicality and music achievement, all of which reflect related constructs. 

The two ‘global traits’ considered here are music aptitude and music achievement, each 

of which comprise specific attributes. 

A second issue, and one that has attracted widespread debate over many decades, relates 

to the nature of music ability. More so than any other of these conflicts is the degree to 

which the phenomenon of music ability is considered to be innate or environmentally-

based.1 The conclusions of many early European psychologists at the turn of the 

twentieth century supported the ‘inborn’ notion of music aptitude. Although some 

                                                           
1 For a recent summary of key concepts and debate in this area, see Kemp and Mills (2002). 
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studies implied music aptitude might not stem solely from innate qualities, it was 

generally agreed until the middle of the century that aptitude was a ‘birthright,’ and that 

environmental factors (including music training) had no effect. Following this, a trend 

among music educators and psychologists emerged that reflected perceptions that the 

source of music aptitude was entirely environmental. In 1969, for example, Shinichi 

Suzuki, perceiving all individuals to possess a natural capacity to learn, highlighted the 

importance of environment in the music talent development process.2

Intense debate arising from renewed interest in the area over the last few decades has 

produced further research leading to a more balanced perspective of the situation. 

Explorations across all domains of learning have given rise to the educational trend in 

which the goal has been not to debate any further the importance of one notion over 

another, but more to investigate the nature of interaction occurring between aptitude and 

environment, and how this influences development (Monks & Mason, 1993, p. 89). The 

recent observations of Ceci and Williams (1999, p. 8) further confirm this, observing 

the battle for contemporary researchers and educators to be more over the specific 

genetic and environmental mechanisms than over whether genes or the environment 

matter. 

An overview of the changing perspectives of music educators over the twentieth century 

has been provided by Hodges (1996, pp. 54-8). His summary of leading researchers’ 

views pertaining to whether musicality is inherited or acquired, cites a range of findings 

in support of firstly, the inheritance, and secondly, acquisition of musical attributes, and 

considers current thought that perceives musical attributes to be the result of inherited 

characteristics realised in a particular set of environmental conditions. 3

The importance of exposure (sometimes referred to as enculturation)4 in the music 

development process has continued to be noted in the findings of prominent researchers 

including Sloboda and Davidson, who generally support the ‘common human heritage’ 

(and not any rare set of special characteristics) as the foundation of most music learning, 

and consider the varying rates at which individuals learn to be affected by a number of 

factors including aural exposure and attention (Sloboda & Davidson, 1996, p. 178).  

A third source of conflict in music psychology is expressed as the unitary versus 

atomistic debate over the concept of music ability, and has implications for any 
                                                           
2 For a detailed account of this view, see Burmeister (1991).  
3 The role of environmental influences in music development has also recently been summarised by 
Gembris and Davidson (2002) 
4 Further elaboration of the notion of enculturation in the context of music education appears in Jorgensen 
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assessment process. Likened to the educational notion of the ‘whole versus parts,’ the 

‘unitary’ or ‘omnibus’ theory, endorsing the notion of a general or ‘global’ concept, has 

its origins in Gestalt theory.  Because of its ‘unitary’ nature, it maintains that attempts to 

measure music ability should do so in its totality, rather than its separate parts. The 

‘atomistic’ view, by contrast, considers discrete elements (for example, pitch, rhythm, 

tonal memory, and music aesthetics) that can be measured distinctly without relation to 

the whole.    

Over the course of the twentieth century, those asserting the Gestalt approach (that 

music ability is an all-inclusive or all-pervasive trait, and comprises more than a set of 

specific attributes dependent upon sensory capacities) have included music aptitude 

theorists Wing, Mursell, Shuter and Gordon, while those of the ‘atomistic’ approach 

have as representatives, Seashore, Mainwaring and Bentley. Lying between these 

extreme viewpoints have been the theories of, for example, Drake and Holmstrom.  

Prominent contemporary theories of music aptitude have emerged from the work of 

Gordon, Gardner and Karma.5 Gordon’s investigations of music aptitude over almost 

half a century have been particularly comprehensive and, as one of his measurement 

instruments (Advanced Measures of Music Audiation, 1989) has been utilised in this 

study, an overview of his considerations of firstly, terminology (aptitude and 

achievement), secondly, the ‘nature/nurture’ debate, and thirdly, the ‘unitary/atomistic’ 

consideration of music ability and its measurement, are presented here.   

Gordon (1971, p. 28) distinguished between aptitude and achievement by substituting 

these terms with ‘imagery’ and ‘memory’ respectively, describing aptitude as the extent 

to which one intuitively derives musical understanding from organised sound, rather 

than how well one may give that organised sound some theoretical explanation. In later 

work (1989) he described music aptitude as a measure of a student’s potential to achieve 

in music (the ‘concealed’ or ‘inner possibility’), and explained music achievement as 

the measure of what a student has learned (the ‘revealed’ or ‘outer possibility’).  More 

recently (1993, p. 2), he has referred, in broad terms, to music aptitude as a measure of a 

student’s potential or capacity to learn and, as such, ‘in the body’, whereas music 

achievement, by contrast, is a measure of what a student has learned, and taking place 
                                                                                                                                                                          
(1997, pp. 23-9). 
5 Gardner’s contribution lies in his ‘theory of multiple intelligences’ (Gardner, 1983), in which music is 
identified as a unique intelligence requiring some cognitions beyond those of traditional academic 
(linguistic and mathematical) intelligence. Karma’s distinctive theory of music aptitude (1985) proposes 
cognitive structures that need to be measured in terms of specially-devised tests of information processing 
strategies quite distinct from traditional testing tasks, and, for this reason, is not useful for this study, in 
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‘in the brain.’ Gordon’s investigations show that all individuals possess a measure of 

music aptitude in the same way as they possess varying levels of ‘intelligence’. His 

extensive research into music aptitude and achievement (see, for example, 1965, 1971, 

1976, 1989, 1993) has shown that although students demonstrating high levels of music 

achievement also possess high levels of music aptitude, students displaying low levels 

of music achievement do not necessarily possess low levels of music aptitude.  

Hence Gordon (1979, p. 43) has maintained music aptitude to be a product of innate 

potential and early environmental influences, and extended his previous research to 

develop his theory of ‘developmental music aptitude’ to explain initial fluctuations in 

children’s music aptitude. According to this theory, a person is born with a specific 

level of music aptitude that fluctuates in accordance with one’s informal and formal 

music environment until approximately the age of nine. In other words, music aptitude, 

for Gordon, can vary in an individual before becoming impervious to practice and 

training at about age ten. Gordon uses the phrase ‘standardised music aptitude’ to 

describe this second stage.   

For the purposes of measurement, Gordon also posits views regarding the components 

of music aptitude. Although endorsing the theory that music aptitude comprises distinct 

elements (or parts/subparts), he regards there to be fewer than first suggested from the 

research of music psychologists earlier in the century. Revisiting his use of the term 

‘imagery’ in place of ‘aptitude’, Gordon explains music aptitude as comprising three 

main components: tonal imagery, rhythm imagery, and an aesthetic expressive-

interpretive (music sensitivity) dimension, and emphasises that regardless of an 

individual’s high tonal and rhythmic aptitude levels, the absence of a developed 

aesthetic expressive-interpretive dimension diminishes the overall ability to respond to a 

musical situation. 

In his 1989 work on music aptitude, Gordon suggests, rather than separate aptitudes, the 

notion of specific personality traits and psychomotor abilities for certain tasks (namely, 

composition, improvisation, conducting, and instrumental and vocal performance). 

Moreover, he emphasises ‘audiation’ (internal hearing away from the sound source) as 

the core of both music aptitude and music achievement, and classifies this according to 

seven non-hierarchical types and six hierarchical cumulative stages. These six stages 

involve a developmental pattern of:  

• immediate retention;  

                                                                                                                                                                          
which traditional forms of measurement are utilised.  
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• silent imitation;  
• awareness of tonal, metrical, and temporal modulations;  
• assessment, restructuring, and clarification of tonal and rhythmic patterns in relation 

to tonality and meter;  
• recall of past (immediate or distant) tonal and rhythmic patterns that have been 

audiated and organised in other pieces of music; and  
• prediction of tonal and rhythmic patterns in music to which one is currently 

listening. 

Gordon considers the accuracy of listening predictions to be an indicator of music 

understanding.  

Gordon’s accompanying research into music achievement regards rhythm learning, 

tonal learning, and listening, as three fundamental dimensions, and emphasises the 

importance of a systematic study of tonal and rhythmic elements, timbre, form, and 

style.  

The multi-faceted nature of music achievement has also been considered at length by 

Boyle and Radocy (1987, p. 157) who identify components of performance, 

composition, general musical knowledge, knowledge of notation, aural and aural-visual 

skills. Schuell’s identification of seven types of musical knowledge6 (Schuell, 1988, 

cited in Tait, 1992, p. 531) further highlights the range and depth of engagement that 

form part of one’s achievement in music.      

As noted, music ability is traditionally measured through testing of its constructs, music 

aptitude and music achievement. Hence, observation and measurement of music 

aptitude and achievement form the focus of the next section.  

2.1.1 Identifying Music Ability 

The difficulties associated with music ability measurement are compounded not only by 

the lack of consensus regarding terminology, and the reality that aptitude and 

achievement are overlapping constructs, but also the ability to obtain a suitable measure, 

one that is valid and reliable. The purposes of assessing music aptitude and music 

achievement are discrete, and must also be considered.   

Music aptitude tests are used to predict future achievement in music, and music 

achievement tests are used to assess what has been learned. Hence, the former focuses 

on aural perception; the latter on musical knowledge, compositional skills, and 

performance ability acquired through study and/or training.7         

                                                           
6 These are identified as propositional, procedural, psychomotor, imagery, aural, attitudinal, and 
emotional knowledge. 
7 As noted, music achievement for this study refers to instrumental skills. 
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The clear distinction between the purposes of aptitude and achievement measurement, 

however, does not imply mutual exclusiveness, and the inability to construct pure tests 

of either must be acknowledged. According to the literature, tests of both music ability 

and music achievement are considered such if they reflect an emphasis on music 

aptitude and music outcomes, respectively. Empirical evidence indicates that while 

students who score highly on a music achievement test also tend to score highly on a 

music aptitude test, the reverse does not necessarily apply. It is possible for students 

who demonstrate minimal levels of music achievement to obtain outstanding marks on 

an aptitude test. The possession of an excellent and refined sensory capacity, of course, 

does not in itself guarantee high levels of music achievement. Neither does it follow that 

a student receiving a low rating should be denied opportunities to receive music 

training. 

Critical to music aptitude tests, then, is predictive and construct validity, and to music 

achievement tests, content validity. From the consideration of aural acuity as an 

important determinant of music potential, music aptitude tests focus on the 

measurement of sensory factors (for example, pitch, loudness, rhythm, time, timbre, 

tonal memory), whereas music achievement tests measure performance and non-

performance skills (the latter including musical concepts, notation, and terminology). 

The music ability (aptitude and achievement) test literature has emerged primarily from 

the UK and USA, is extensive, and comprises published and unpublished tests, not all of 

which have been standardised or are commercially available.8  

The next section focuses on music aptitude, and, more specifically, again, on its 

operalisation through measurement. Extensive research has targetted this area, and the 

following is an overview of the contributions of key music aptitude theorists. Their 

measurements are all traditional in type, and measurement in this study has also been 

limited to traditional forms of testing.9   

2.1.2 Operationalising the Construct of Music Aptitude through Measurement 

As noted, measurement approaches tend to reflect either a ‘unitary’ or ‘atomistic’ 

perspective of music aptitude. Common to both Gestalt and atomistic theorists is the 

focus on measurement of tonal, rhythmic, and aesthetic (expressive-interpretive) 

musical qualities, the acknowledgment of subjective and objective understanding, and 
                                                           
8 Early unstandardised tests, for example, included the work of Stumpf, Revesz, Schoen, Lowery, 
Mainwaring, Ortmann, and Madison.  
9 While modern technology has also enabled the development of computer test software over recent 
decades, this form of measurement was neither accessible nor necessary in the study. The usefulness of 
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inclusion of performed music in the tests. The test constructs of each school of thought 

differ, however, in relation to issues of scoring, with Gestalt psychologists seeking a 

holistic score (and constructing questions which have multiple music dimensions, are in 

a musical context and are played by a musical instrument), whereas the ‘atomist’ 

psychologist, perceiving music aptitude to be multi-dimensional, considers subparts 

without consideration of a total score.  

The operationalisation of the constructs has also changed over time. Early tests focused 

on the measurement of simple sensory capacities, whereas later tests sought to include 

measurement of more functional and more complex aspects of musical behaviour such 

as imagery and taste. The majority of aptitude tests have included musical memory as a 

component. The pioneering work of Seashore in the Seashore Measures of Musical 

Talent (1919)10 reflected his ‘theory of specifics’ and perspective of the independent but 

loosely-related nature of the capacities, with the notion that musicality could be 

analysed into constituent elements. These were the first published music ability tests, 

subsequently validated over a two-year period and utilised at the Eastman School of 

Music, before a further revision in 1939. The current battery, which measures the 

components of pitch, loudness, rhythm, time, timbre, and tonal memory discretely, was 

designed to measure ‘inborn’ capacities. Seashore’s philosophy is also reflected in the 

work of Mainwaring and Bentley. 

The ‘theory of specifics’ was soon criticised by Mursell and others who adhered to a 

theory of music talent aligned with Gestalt psychology. Their assertion that a measure 

of music aptitude should be validated empirically against some kind of musical activity 

was also in direct contrast to Seashore’s philosophy that, as music activities of any type 

are dependent upon many other factors, any attempts to validate such measures through 

comparisons would be of no benefit. Wing, supporting a ‘theory of general music 

ability’, devised the Wing Standardised Tests of Musical Intelligence (1939, 1958), 

considered the antithesis of Seashore’s approach. The seven component tests of chord 

analysis, pitch discrimination, memory, rhythmic accent, harmony, intensity, and 

phrasing may be combined into an overall measure of music ability.11  

Such research, though important, occurred over the first half of the twentieth century, 

and has undergone expansion through the efforts of a number of other music aptitude 

                                                                                                                                                                          
this approach in general, however, is noted.   
10 These were revised in 1939 as the Seashore Measures of Musical Talents. 
11 However, as Wing sought to measure aspects of musical ability and appreciation, only the first three 
tests are aptitude measures. The remaining four are preference measures.   
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theorists, including Kwalwasser, Drake, Tilson, Whistler and Thorpe, Gaston, and 

Gordon, all of whom have published tests.  

The dimensions of music that have commonly been tested by these authors include:  

• audio-acoustical perception (Seashore, Kwalwasser and Dykema, Tilson, Drake, 
Bentley),  

• tonal concepts (Seashore, Kwalwasser and Dykema, Wing, Tilson, Gaston, 
Kwalwasser, Drake, Gordon, Bentley),  

• rhythm concepts (Seashore, Kwalwasser and Dykema, Gordon, Bentley), and  
• expressive-interpretive (aesthetic) concepts (Seashore, Kwalwasser and Dykema, 

Wing, Gaston, Gordon). 

Brief descriptions of these tests are provided in Appendix A: 1.1 Music ability (aptitude 

and achievement) tests: an overview. 

Edwin Gordon’s considerations of music aptitude have emerged over the second half of 

the twentieth century, are particularly detailed, and have especially contributed to a 

greater understanding of music aptitude. Part of Gordon’s work includes the 

development of a number of validated and published measures: the Music Aptitude 

Profile (MAP) (1968), Primary Measures of Audiation (PMMA) (1979), Intermediate 

Measures of Audiation (IMMA) (1982) and Advanced Measures of Audiation (AMMA) 

(1989). These measures, plus Gordon’s views on terminology (and suggestion of a 

number of useful additional and/or alternative terms such as ‘imagery’, ‘developmental 

music aptitude’, ‘standardised music aptitude’, and ‘audiation’), his position on music 

ability, his approach to measurement, and development of measures, show his research 

to be comprehensive, and that he displays expert knowledge in the field. Indeed, 

Gordon’s consideration of music aptitude as the product of innate potential and early 

environmental influences, his consideration of tonal, rhythmic, and expressive-

interpretive dimensions as three broad areas of music aptitude, and his identification of 

‘audiation’ as a core concept, all assist comprehension of the notion of music aptitude.   

For these reasons, Gordon’s research contribution is very informative for this study, and 

his Advanced Measures of Music Audiation (AMMA) (1989), intended for secondary-

aged students, was chosen as a suitable instrument of music aptitude in this study. Full 

details relating to factors involved in its selection are included in Chapter Four. 

2.1.3 Operationalising the Construct of Music Achievement through 

Measurement 

The formal measurement of music achievement also presents various issues. The fact 

that achievement refers to what is learned or acquired through training means that music 
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achievement tests, in contrast to music aptitude tests, are usually linked to learning 

content. This would indicate that music achievement tests should generally be teacher-

constructed to suit the learning situation. Indeed, the use of standardised tests is often 

deemed inappropriate, especially where such tests reflect a curriculum that is not 

relevant to the learning content and/or study environment in which it is to be used. The 

use of standardised music achievement tests is more appropriate in situations where the 

content of the achievement test chosen does correspond with the content of the learning 

context in which the achievement is to be measured.     

Music achievement test batteries have been developed to measure skills in the areas of 

performance, auditory-visual discrimination, and knowledge of music concepts, 

notation, and terminology. They are useful for the purposes of: firstly, the measurement 

of students’ normative and idiographic placement across different facets of music 

achievement; secondly, assessment of whether students’ music achievement levels 

reflect their music aptitude; thirdly, the ongoing evaluation of students’ music 

development; and/or fourthly, comparison of music achievement among student groups. 

A summary of various types of music achievement tests follows, with details of specific 

tests provided in Appendix A: 1.1 Music ability (aptitude and achievement) tests: an 

overview.12 The tests mentioned here have been designed to measure achievement in 

one or more of the following areas: performance, auditory-visual discrimination, and 

knowledge of music concepts, notation, and terminology. These include curriculum and 

non-curriculum based forms. 

Identifying Music Achievement Tests Measuring Instrumental Performance and 

Performance-Related Skills 

Overseas, instrumental performance measures are numerous,13 however, in Australia, 

measurement of instrumental proficiency traditionally occurs through independent 

music examining organisations. These include the examinations of the Australian Music 

Examinations Board (AMEB), Australian and New Zealand Cultural Arts (ANZCA), 

                                                           
12 Again, technology-based tests have not been considered here, as these would have been outside the 
scope of this study.  Nevertheless, such tests are becoming increasingly appropriate in modern times. 
13 Boyle (1992, pp. 259-61) overviews various well-known instrumental performance measures, including 
the Watkins-Farnum Performance Scale (1954) (wind, snare drum), Farnum String Scale (1969) (strings), 
Abeles (1973) Clarinet Performance Rating Scales, Dcamp (1980) Instrumental Performance Rating 
Scale, Bergee (1987) (euphonium and tuba), Boulton (1974) (flute tone), Kidd (1975) rating scale for 
trombone performance. It is noted that Asmus (1990) has devised a series of assessment forms for 
performance, and Dressman (1990), published tests for performance skills for wind instruments (selected 
woodwind and brass). Actual performance tests include the Watkins-Farnum Performance Scale for All 
Band Instruments (1954) (14 sight-reading exercises, graded in order of difficulty). Performance-related 
tests include Mansur’s (1965) Wind Inventory Scales and Horner’s (1973) test for upper elementary 
instrumentalists. 
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Australian Guild of Music and Speech (AGMS), Associated Board of the Royal Schools 

of Music (ABRSM), and Trinity College of Music, London (TCL).   

A comprehensive survey of available tests and measures showed the instrumental 

examinations of the AMEB to be the most appropriate for use in the study. AMEB 

instrumental examinations are structured according to three levels: Beginning (AMEB 

Grades 1-4); Developing (AMEB Grades 5-8), and Advanced (Associate, Licentiate and 

Fellowship diplomas).14 Their utilisation as the instrumental performance measurement 

in the study is discussed more fully in Chapter Four.  

Identifying Music Achievement Tests Measuring Aural-Visual and Notational Skills and 

Music Knowledge 

Other types of music achievement tests developed over the twentieth century measure 

aural-visual skills, notational skills, and music knowledge. The majority of these have 

also been developed overseas, and generally allow for a high degree of objective 

measurement.      

Many early measures of music knowledge exist (for example, the work of Gildersleeve, 

Kelsey, Torgerson and Fahnestock, McCauley, and Hutchinson, as cited in Whybrew, 

1971:171), and commonly-used tests include those developed by (and listed here in 

chronological order) Beach, Kwalwasser and Ruch, Kwalwasser, Strouse, Jones, 

Aliferis and Stecklein, Farnum, Snyder and Knuth, Colwell, and Gordon.15

Other criterion-referenced tests include, for example, Bryce’s Musical Evaluation Kit, 

Simons’ Simons Measurement of Music Listening Skills, Colwell’s Silver Burdett Music 

Competency Tests, and Burtenshaw’s Criterion-Referenced Music Test.16 The Simons, 

Colwell and Burtenshaw measures are contextualised in overseas (USA) music 

curricula.  

Attempts to devise forms of measurement in Australia have been isolated, and include 

the separate contributions of music educators Bryce and Bridges. Bryce’s Musical 

Evaluation Kit targets students in the first year of high school, but is a guide rather than 

a test. Bridges’ 1974 Australian Test for Advanced Music Studies (ATAMS) is an 

                                                           
14 These examinations comprise technical requirements, repertoire, aural tests, sight-reading, analysis, and 
general music knowledge. 
15 Appendix A: 1.1 Music ability (aptitude and achievement) tests: an overview contains a description of 
each. 
16 Appendix A: 1.1 Music ability (aptitude and achievement) tests: an overview contains a description of 
each. 
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Australian music achievement test (in fact the first in the country) intended for use at 

the tertiary music entrance level.17  

Many Australian music students undertake theory and/or musicianship examinations 

offered by the previously-mentioned external organisations (AMEB, ANZCA, AGMS, 

ABRSM, TCL). However, the content of these did not sufficiently represent the 

program content experienced by the students in the study, with all examinations 

reflecting specific syllabi that not all would have studied. 

Indeed, no music achievement tests measuring any combination of aural and notational 

skills and music knowledge were deemed to be appropriate measures in the study, as 

none were sufficiently aligned with the course content taught in the study program.18 

Neither was a music achievement test to measure these skills developed for use in this 

study, in view of the fact that students (being streamed across five Musicianship levels) 

were not receiving identical music training and experiences, and this would have 

impeded comparability. Measurement of music achievement in the study was therefore 

confined to practical (instrumental) skills only.  

2.1.4 Measurement of other Musical Behaviours related to Aptitude and 

 Achievement 

In contrast to the overt nature of the previously-described psychomotor and cognitive 

skills is the covert nature of other behaviours involving factors of music interest, 

attitude, taste, preference, and appreciation, all of which pertain to affective response, 

another area in which music development may be observed.  

Tests that have been developed to measure components of affective response are diverse 

and represent various types:19 auditory, ‘paper-and-pencil’ questionnaires (or a 

combination of these, referred to as ‘situational’ and ‘habitual’ to describe responses 

sought in and away from the presence of the sound source), and many have been 

specially-devised, especially the more recent tests forming part of numerous research 

investigations over the last few decades.20   

                                                           
17 Appendix A: 1.1 Music ability (aptitude and achievement) tests: an overview contains a description of 
each. 
18 AMEB theory and musicianship results, are, however, noted in the study. Where case study students 
specifically completed these examinations over the time they were in the study, such levels are reported 
as part of their overall music achievement.  
19 Comprehensive surveys of affective response measures have been provided by Farnsworth (1969) and 
George (1980).  
20 Appendix A: 1.1 Music ability (aptitude and achievement) tests: an overview contains a list of 
representative tests in each of these categories.  
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Perhaps even more than the difficulties associated with the measurement of music 

aptitude and achievement are the problems encountered when measuring affective 

response and its related constructs. Farnsworth (1969), George (1980), Hargreaves 

(1986) and others have identified major problems associated with testing of these 

dimensions: firstly, the absence of absolute standards; secondly, the tendency for 

preference and taste tests to become out-dated as new musical styles emerge; and, 

thirdly, determining to what extent responses are in fact a true reflection of personal 

values, and not adjusted to align with expectations of others. The measurement of music 

preference and perception is particularly problematic, with issues relating to firstly, 

fundamental differences in the construct and use of many tests, resulting in frequent 

problems in the comparison of research findings; secondly, the fact that stated 

preferences do not always correlate highly with actual listening; thirdly, difficulties in 

both choice and labelling of music style categories, due to the contentious nature and 

disagreement regarding boundaries; and fourthly, the fact that many measurements have 

occurred outside the context of everyday listening. There are difficulties of a social and 

psychological nature, which, in addition to including the notions of conformity and 

expectation, involve self-image. Also to be considered is the fact that a listener’s prior 

mood can significantly influence response to music. All these issues have led many 

researchers to question the validity of such tests.  

The noted difficulties, together with the absence of any published standardised test that 

exclusively measures such factors, and George’s observation that informal means of 

gathering such information can be preferable to obtaining data of this nature under test 

conditions, informed the decision to collect data on students’ affective response 

(through preference of, attitudes towards, and engagement with, music) from 

ecologically-valid questionnaires and class tasks. The content and administration of 

these are described further in Chapter Four.      

2.2 Music Development 

The last four decades of the twentieth century have witnessed major efforts directed 

towards the formation of music development theories, with the research of key 

contributors including Pflederer, Zimmerman, Petzold, Shuter-Dyson and Serafine 

focusing on child development theories and their application to music development. A 

number of internationally-recognised music methods parallel prominent learning 

theories. Piaget’s and Bruner’s emphasis on the roles of sensorimotor and enactive 

modes in the early stages of learning, for example, is reflected in the movement-based 
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music methods developed by Emile Jaques-Dalcroze and Carl Orff. 

Music development theories and models explore the processes behind skill acquisition, 

the development of creativity, and the maturation of affective response. Growth in each 

of these areas depends on a number of factors. Across various domains, talent 

development models consider the effect of such factors and highlight a number of traits 

shown in this thesis to be important for advanced music development:21  

• environmental factors and access to opportunities (surroundings of home, school, 

community) (Tannenbaum, Françoys Gagné), particularly in specialised settings 

(Bloom)  

• non-intellective factors of task commitment (Renzulli, Françoys Gagné), 

motivation/initiative (Renzulli, Françoys Gagné, Tannenbaum), positive self-

concept, self-esteem (Renzulli, Tannenbaum), achievement motivation (Feldhusen), 

and personality/temperament/intrapersonal traits (strength of ego, dedication, 

autonomy, long-term commitment) (Françoys Gagné, Tannenbaum)  

• general intellectual ability (Renzulli, Tannenbaum, Feldhusen) and a 

‘metacomponent’ involving mental strategic processes necessary for planning, 

directing and monitoring, and frequently accompanied by high levels of efficiency 

(Sternberg).22  

Research into talent development describes conditions associated with learning, and has 

taken place alongside music educators’ development of music development theories, 

and theories of musical expertise. Some theories of musical expertise draw on gifted 

education literature, an area which, as noted, continues to present some confusion for 

reasons relating to inconsistent terminology and misuse of terms. However, whether the 

music learning process is described in the gifted education literature or music education 

literature, factors including the learning environment, interpersonal support, 

intrapersonal attributes, personal learning style, and affective response, are widely cited 

as influencing learning. In this study, these factors are considered in combination with 

the key principles of several learning theorists. 

Attempts to survey the vast quantity of literature on learning theories include the efforts 

                                                           
21 Each of these models is contextualised in the notion of ‘giftedness’, a framework not used in this study. 
However, as several previous research studies on music development do work from such a framework, an 
overview of these is provided in Appendix A: 1.2 Theories and models of exceptional performance: an 
overview. 
22 For comprehensive overviews of key theories and models, see the contributions of various authors in 
Heller et al. (1993). 
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of leading authors such as Tunks, Shuter-Dyson and Gabriel, Deutsch, Thomas, 

Sloboda, Dowling and Harwood, Hargreaves, Serafine, and Miller. Three particularly 

encompassing sources are Buttram (1980, 1996), Walters (1992), and Hargreaves and 

Zimmerman (1992). A number of current educational theories and practices, and the 

philosophies of Piaget, Bruner, Robert Gagné, Dewey and Vygotsky, are important 

influences on music education and are discussed in the following section.   

2.2.1 Informing Learning Theories for Music Development Theory 

General Learning Theories 

As noted earlier, contemporary music development theories share similarities with the 

work of general learning theorists Piaget, Robert Gagné, Bruner, Dewey and Vygotsky. 

The influence of Piaget’s four-stage hierarchy, for instance, is evident in Swanwick and 

Tillman’s (1986) spiral model. Aspects of Piaget’s sensorimotor and preoperational 

periods, and Robert Gagné’s (1965, 1970) response, verbal association, and 

discrimination levels, are reflected in Gordon’s music skill-learning hierarchy. Bruner’s 

three-stage concept-based learning theory (1973) has exerted an influence on the 

‘symbol-system’ approach of Gardner (1973) and Davidson and Scripp (1989, 1992), 

and Vygotsky’s notions, as further reflected in the theories of Wood (1998), have begun 

to emerge in the arts.23 A fundamental issue around which debate has emerged pertains 

to the role of self and the environment in the learning process. A concise account of the 

application of theories of Piaget, Robert Gagné, Bruner, Vygotsky and Dewey to music 

learning is provided here. 

Piaget.  Occupying central place amongst the cognitive-developmental psychological 

approaches, Piaget’s hereditary-influenced theory24 has been applied to music education 

by numerous researchers including Pflederer, Zimmerman and Sechrest, Botvin, Foley, 

and Warrener, as well as Hargreaves, and Castell and Crowther.25 However, as 

Zimmerman (1993, pp. 3-4) observes, recent trends reflecting a shift from this and other 

structuralist models have occurred in favour of more functional models. Numerous 

researchers have been critical of aspects of Piaget’s theory when applied to music 

development. Gardner (1973), for example, has regarded its treatment of thought 
                                                           
23 For an overview of Vygotsky’s influence in the arts, see the article by Hargreaves, Galton and 
Robinson, in Hargreaves (1989). 
24 Piaget’s stage theory has been revised by researchers such as Biggs and Collis (1982) who, in adopting 
it as the basis for their SOLO Taxonomy, devised new terminology to address confusion surrounding 
Piaget’s stages of development and to distinguish between the nature of such development and levels of 
learning quality (p. 31).  Other modifications of the theory include the transfer of Piaget’s ‘early formal’ 
stage into the earlier group of stages covered by ‘concrete operations’ and the adjustment and flexible 
treatment of age ranges. 
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processes to be inadequate, and has, with Wolf (Wolf & Gardner, 1980), proposed four 

stages of artistic development, the second of which bears resemblance to Piaget’s pre-

operational stage. Other criticisms of the theory’s application to music learning include 

Serafine’s (1980) and Hargreaves’ (1986) concerns regarding the ability to effectively 

measure ‘conservation’ in music, owing to music’s temporal state, and Hargreaves’ 

(1986, p. 227) reservations regarding its value at higher levels of music learning.  In 

sum, the literature shows that while Piagetian research has perhaps not exerted a direct 

influence on the practice of instrumental music teaching, it has contributed towards the 

cognitive approach to the psychology of music. 

Robert Gagné.  Robert Gagné’s eight-level learning hierarchy (1965, 1970)26 exhibits 

links with Piagetian theory and describes different types of learning dependent on the 

existence of particular conditions of learning. Gagné is considered the closest adherent 

to ‘part-learning’ of all recent general learning theorists (Walker, 1992, p. 542), and 

aspects of this theory have been applied to music learning by Gordon in his own 

sequential learning theory.27  

Bruner.  Bruner’s concept-based philosophy (1966) has also received attention from 

music educators, and places considerable emphasis on the role of the environment and 

its power to influence and mould thought patterns. Bruner encourages an orientation to 

the ‘whole’, and emphasises readiness, intuitive and analytical thinking, and motivation. 

As noted by Zimmerman (1991, p. 167), three key components of Bruner’s theory that 

have relevance for music learning are: firstly, the need for structured curriculum 

organisation; secondly, the importance of effective means of communication and 

translation of concepts to facilitate comprehension at all levels; and thirdly, the adoption 

of a discovery-based,28 problem-solving learning approach. Indeed, Bruner’s 

consideration of the multiplicity of problem-solving strategies utilised by individuals in 

learning, the importance of social interaction and interpersonal behaviour to 

development, and the superiority of intrinsic over extrinsic forms of motivation are all 

                                                                                                                                                                          
25 For an overview of music research based in Piagetian theory, see Zimmerman (1986). 
26 Gagné has arranged these levels in the following order (simple to complex): signal learning, stimulus 
response learning, chaining, verbal association, multiple discrimination, concept learning, principle 
learning, problem solving. 
27 Gordon’s hierarchical learning theory forms the basis for his elementary music instruction series 
developed with Woods, Jump Right In: The Music Curriculum (1984). 
28 The discovery method of learning, in which students assume an active role in the learning process, has 
been successfully applied to music for some time now. In the context of beginner instrumental tuition, for 
instance, Costanza and Russell (1992. p. 504) cite the successful research findings of D’Aurelio and 
Groeling. See also general music texts such as Making Music Your Own, Silver Burdett and Stowasser’s 
Discover Music series. 
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highly applicable to music learning and important concepts in this study.29     

Vygotsky.  Vygotsky’s primary contribution lies in the identification of the role of 

social interaction in cognitive development. Vygotsky’s instructional concepts (1978), 

like Dewey’s, support the notion that thinking processes are firmly grounded in cultural 

activity, and that, in contrast to Piaget’s assertion that thought processes are dependent 

upon neurological maturity, learning should be supported by social interaction, 

experience and guided independence. While sharing Piaget’s ‘interactionist’ position, 

Vygotsky’s perception of intelligence is one in which the social environment influences 

the individual’s development, rather than the individual’s state dominating his 

environment – a process described by Vygotsky as ‘internalisation’. Challenging the 

Piagetian concept of ‘unfolding’ (in which students are self-motivated and teachers 

merely provide the support for students’ initiatives), Vygotsky substitutes the concept of 

a ‘zone of proximal development’ to measure the difference between current 

performance and actual potential, and, in doing so, highlights the student’s capacity to 

learn from instruction.30 Vygotsky’s emphasis on the role of instruction, 

communication, and social interaction, and perspective that theory and practice be 

linked, laid the groundwork for situated learning theory. The notion of contextualised 

learning is fundamental to music learning, and is an another important concept for this 

study.  

Dewey.  Principles of Dewey’s early philosophy have emerged in the trends and 

proposals of a great deal of general educational research (for example, Schon, 

Vygotsky, Shulman, Collins, Brown and Newman) and are applicable to music learning. 

Dewey esteemed the unity of theory and practice, and promoted both individual 

development and social cooperation. He emphasised the necessity of the learners’ 

interest, effort, direction, and active participation.  Many of Dewey’s notions, namely, 

discovery as an emotional activity that deepens students’ interests through enriched 

experience, contextualisation and relevance of learning (use of knowledge over mere 

acquisition), collaborative approaches, and intelligent and reflective thinking are all 

important to music learning, and are also explored in this study.31   

A supportive music-learning environment enhances the development of innate musical 

                                                           
29 Zimmerman (p. 170) cites the research of Boswell into beginning instrumental instruction, the 
Manhattan Music Curriculum Project, and the Holt, Rinehart and Winston elementary series, Music, as 
well-known applications of Bruner’s theory to the music curriculum. 
30 The theories of Piaget and Vygotsky, though exhibiting major differences, also share similarities. For 
an inclusive interpretation of their theories, see Smith, Dockrell and Tomlinson (1997) and Wood (1998)  
31 For a detailed account of Dewey’s philosophy, see Fishman and McCarthy (1998).  
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tendencies so they may be realised over time. Positive outcomes are dependent upon a 

philosophy that empowers students and encourages their self-awareness so that they 

learn how to gain control over their learning, how to motivate themselves, and how to 

adopt successful learning strategies to improve effectiveness and efficiency.32  

By exploring the importance of planning and organisation, and the roles of self-

reflection, self-awareness, and self-monitoring in the music learning process, this study 

also identifies the notion of metacognition as a critical factor in music development.33 

Defined as “an individual’s increasing awareness of their own musical thinking and 

experience” (Swanwick & Tillman, 1986), metacognition embraces the importance of 

‘knowing about what we know’ and highlights the value of strategically regulating 

one’s cognitive processes (Gordon & Braun, 1985). Metacognitive processes are 

considered vital for advanced music achievement, and clearly facilitate one’s ability to 

function as an independent learner. All of these concepts have their roots in the earlier 

philosophies of Dewey.34

At the core of this thesis lie the notions that the acquisition of music skills should 

comprise enjoyable experiences, reflect a discovery-based approach, be based on 

modelling and imitation,35 situated in a practical music-making context, and emphasise 

cognitive thought processes.36 Strongly upheld are therefore many of the key principles 

emerging from the early work of Dewey: student-centred learning rather than subject-

centred instruction, practical application of pedagogical principles, propositional and 

procedural knowledge, routine versus reflective action, inquiry- or experiential-based 

learning, and reflective practice.  

Extending the notions of Vygotsky and Dewey (and especially the view of processes of 

learning and knowing as integral), situated learning theory maintains that knowledge, in 

part a product of activity, should be situated in the culture and context in which it occurs 

and is utilised. Thus, in contrast to numerous traditional methods of teaching where 
                                                           
32 The fact that musicians ‘learn to learn’ emerges strongly from Hallam’s (1997b) research into the 
music practice of experts and novices.  
33 As noted by Hallam (1997b, p. 209), the importance of metacognition in the learning process has only 
recently been recognised. 
34 For evidence supporting the fact that professional musicians engage in the phases of reflective thinking 
proposed by Dewey, see Hallam (1997b, p. 207), in which the findings of Whitaker (1996) are 
summarised. Hallam’s own (1997b) research has confirmed the considerable amounts of metacognitive 
knowledge professional musicians possess. 
35 The educational benefits of modelling and imitation are widely acknowledged in music training.  In the 
area of instrumental training, Costanza and Russell (1992, p. 503) cite the successful research findings of 
Duerkson, Zurcher, Rosenthal, and Rosenthal, Wilson, Evans & Greenwalt. The Suzuki violin 
methodology includes modelling as one of its pedagogical tenets. 
36 A detailed account of music cognition and comparison of theories by Heller & Campbell, Lerdahl & 
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knowing and doing are essentially separate activities, the situated cognitive approach 

encourages links between the theoretical and practical. Promoting authentic learning 

activities, it adopts cognitive apprenticeship methods that instil the social construction 

of knowledge, and involves an instructional ‘scaffolding’ in which the teacher fulfils a 

‘supportive’ rather than ‘directive’ role. Here, the knowledge process is described as a 

cooperative activity reflecting the complex interaction between what knowledge 

individuals possess and what they are expected to learn (Brown et al., 1990). 

Metacognition assumes a significant role in situated learning theory and other 

contemporary cognitive theories,37 and, as such, forms an important aspect of the study 

in its consideration of the cognitive and self-reflective processes individuals employ in 

their music development.  

Numerous learning models highlight the importance of cognitive, social and emotional 

development, mentorships, individualised instruction and support, and responsibility for 

one’s learning.  Betts’ ‘Autonomous Learner Model’ (ALM) (cited in Betts, 1991, p. 

151) is one such model, and hence will be elaborated in Chapter Three in relation to the 

approach to music learning in the study program. Key methods and models specifically 

proposed for music development are considered in the next section, as these represent 

the application of concepts important for the study.     

2.2.2 Music Development Theories: Methods and Models 

Music learning is facilitated by appropriately-sequenced instruction that is linked to the 

readiness of the individual. In music, however, the notion of readiness is determined 

more through musical experience than age, hence a flexible teaching approach tailored 

to individual learning needs, and enabling acceleration, is vital. As students’ opinions of 

their lessons were a component of the study, consideration of prominent music teaching 

methods, as described in the literature, is necessary. 

Music Methods of the Twentieth Century 

Several music educators this century have devised specific methods of music 

instruction.  At the turn of the century, Dalcroze recognised the value of kinaesthetic 

and aural training as essential to a strong foundation in music and subsequently 

developed a program of music instruction based on this premise. The aspect of physical 

movement was also adopted by Orff during the 1920s. It was in fact Orff’s 

                                                                                                                                                                          
Jackendoff, Serafine, and Fiske is provided in Fiske (1992).  
37 The pioneering work of Harts (1965) in the field of metacognition has been extended by numerous 
researchers including Anderson, Flavell, and Nelson & Narens. A recent comprehensive overview of the 
role of metacognition appears in Hacker, Dunlosky and Graesser (1998). 
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identification of this and improvisation as the initial points of music learning that led 

him to devise what was to become an essentially rhythm-based approach utilising 

percussion instruments. The 1930s marked the beginnings of the Suzuki and Kodaly 

methods, with the former emphasising the importance of an approach based on similar 

principles to learning language (the ‘mother tongue’ approach), and the latter 

establishing a tonal-based philosophy in an aural/vocal method employing folk music, 

solfa and rhythm training.   

Though such methods have profoundly affected music training this century, all have 

been primarily designed for the early stages of musical experience, rather than the 

advanced music training of adolescents as reflected in this study. The music-training 

environment of this investigation, rather than reflecting the philosophies of a single 

method, seeks to encompass a broad perspective of learning in which forms of 

instruction are tailored to the individual’s needs. Hence, it draws on the broader 

principles of learning, many of which are reflected in the prominent music development 

theories outlined in the next section.   

Theories and Models of Music Development 

Frames of music learning and development have been proposed by researchers 

including Gordon, Gardner and his team, Swanwick and Tillman, Serafine, and 

Hargreaves, and have taken hierarchical, developmental, and spiral forms. These 

theories share some of the fundamental tenets of the previously-described general 

learning theories, and require consideration. 

Gordon.  Gordon’s music learning theory (1988, 1990) exhibits links with the work of 

several general learning theorists, most notably Piaget and Robert Gagné. His 

contribution towards a concept of developmental musical aptitude has been widely 

acknowledged. Of Gordon’s skill- and content-learning hierarchies, it is the former that 

educators consider to be more influential (Walters, 1992, p. 542). Differentiating 

between ‘discrimination’ learning and ‘inference’ learning, Gordon has devised 

hierarchies for each which resemble aspects of Robert Gagné’s hierarchy and, as such, 

require teachers to negotiate students from level to level according to their needs to 

avoid rigidness of structure. Important features of Gordon’s philosophy are the 

simultaneous teaching of opposing musical concepts, progressive teaching of tonal and 

rhythmic elements, and the teaching of distinct musical elements in isolation from one 

another.  

Gardner, Davidson and Scripp.  Important research investigations dating from the 
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1960s, and reflecting some tenets of the educational viewpoints underpinning this study, 

include the work of the Contemporary Music Project, and secondly, of Gardner and his 

associates through Project Zero and, more specifically (from 1985), Arts Propel 

(particularly in the research of Davidson and Scripp). Each of these investigations has 

impacted significantly on music education. Both projects adopted an integrated 

approach to all aspects of music study – the former in its provision of a philosophical 

basis for an entire curriculum known as ‘comprehensive musicianship’, the latter 

through its focus on production, perception, and reflection (‘in’ and ‘out’ of 

performance).   

Indeed, many current teaching concepts in music education have their roots in these 

investigations dating from the sixties. The learning process central to the 

‘comprehensive musicianship’ approach, for example, remains important for a broad 

music development four decades later. Three key features of the process are: firstly, 

music learning emerges through analysis of its common elements and involves 

listening, analysis and evaluation, performance, and compositional processes and 

writing skills; secondly, the facilitation of students’ learning is promoted through active 

involvement and personal discovery (and ensuring the immediate use and application of 

concepts, skills and information); and thirdly, students are expected to develop 

responsibility for their own learning and increase their capacity to both formulate and 

express personal judgments and values pertaining to music (Willoughby, 1971, p. vii).

Gardner’s (1983) extensive investigations of artistic growth and development through 

Project Zero and Arts Propel have argued that artistic learning and thinking combine 

affect and cognition and that artistic behaviours comprise systems of making, 

perceiving and feeling (translated into the music learning context as psychomotor/skill 

development, perceptual/listening skills, and affective response). Criticising Piaget’s 

theory for its narrow view of cognition and its insufficient attention to the content of 

children’s thinking, he has proposed a theory which describes artistic development to 

have four stages: ‘pre-symbolic’, ‘symbolic’, ‘craftsman’, and ‘critic/full participant’.  

The efforts of such investigations and the widespread educational research movement 

over recent decades,38 referred to by Gardner (1987) as the ‘cognitive revolution’, have 

led to the notion of music cognition. Rigorous attempts to explore the cognitive 

processes behind music-making include the work of Davidson and Scripp (1989, 1992), 

Sloboda (1985, 1993), Dowling and Harwood (1986), Swanwick and Tillman (1986), 

                                                           
38 For a review of the development of cognition, see Gardner (1985).   
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Serafine (1988), and Hargreaves and Zimmerman (1992).39 Deliège and Sloboda (1992) 

have recently compiled current leading research approaches in this area.40

Gardner’s symbol-system approach and three interacting systems (making, perceiving, 

and feeling)41 have been applied to music by Davidson and Scripp, who refer to three 

ways of musical knowing: musical production (composition and performance skills), 

perception (discrimination and monitoring skills), and reflection (critical thinking skills 

and the capacity for re-envisioning work). As musical thought is considered a ‘web of 

understanding’, and musical understanding as reliant upon the linking of independent 

cognitive skills (rather than the development of music skills in isolation) (1992, p. 403), 

the relationship amongst, and integration of, these three areas is explored. Their 

‘cognitive skills matrix’ (1992, p. 396) was devised to explain more fully the cognitive 

processes employed by musicians (‘in’ and ‘out’ of performance) not adequately 

represented in the various theories and models of Piaget and Inhelder, Fischer, 

Vygotsky, or Polanyi (p. 392). It attempts to identify, situate, and relate cognitive music 

skills by investigating the difference between musical knowledge situated during and 

outside performance (Fig. 2.1). 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 2.1  Cognitive Skill Matrix (Davidson & Scripp, 1992, p. 396) 

                                                           
39 Buttram (1996, pp. 448-50) reviewed the contributions of major researchers in the area of music 
perception and cognition.   
40 These are grouped according to the following classifications: musicological, developmental, biological, 
acoustical and computational, and structural. 
41 Gardner’s ‘making, perceiving and feeling’ draws together affect and cognition. 
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Other researchers including Hargreaves and Zimmerman have also referred to the 

process by which individuals build mental models of their musical worlds that enable 

them to move, plan, and expand their knowledge and understanding (Hargreaves & 

Zimmerman, 1992. p. 385). When coupled with Davidson and Scripp’s observations 

that cognitive skills in music embrace perceptual acuity (including sensitivity to the 

nature of the materials and the ability to make fine discriminations among them) 

(Davidson & Scripp, 1992. p. 394), it is evident that music cognition is highly complex 

in nature.   

Swanwick and Tillman.  Swanwick and Tillman’s Spiral Model of Musical 

Development (1986) adopts a broad cognitive approach that evolved from detailed 

investigations surrounding children’s musical compositions. Its construction resembles 

Bruner’s (1966) spiral curriculum. While suggestions have been made that it might 

serve as a general model of musical development and possibly even be applied to the 

broader artistic domain, its focus is music composition.42  It describes four levels of 

music development (and eight specific developmental modes), the first three of which 

are based on Piagetian theory. The highest of these (from approximately age 15 and 

onward) considers metacognitive processes (employed by some individuals, but not all) 

that operate at two levels: firstly, symbolic (the expressive and emotional qualities of 

music and ability to reflect and convey these to others, based on personal experience) 

and secondly, systematic (even higher abstraction and generality, and the ability to self-

reflect in ways extending beyond personal experience).  

Serafine.  Serafine’s (1988) theory is based on a core set of cognitive processes believed 

to be present in composition, performing and listening, and formed on five theoretical 

claims. Though some of these claims are viewed as inconsistent with fundamental 

aspects of music theory,43 her explanation of two basic types (temporal and non-

temporal) of general cognitive processes central to music development is considered an 

important contribution in the field.  

Hargreaves.  From the perspective that artistic development is both domain-specific and 

general, depending on the acquired level of expertise (with high musical skill attainment 

requiring greater specificity of development, but certain general features to be present 
                                                           
42 Though supporting its broad cognitive basis, Hargreaves and Zimmerman (1992, p. 381) have 
highlighted aspects of testing, specification, and data categorisation and analysis as needing improvement. 
43 Hargreaves and Zimmerman (1992, p. 381) argue the following points as particularly contentious: 
firstly, the emphasis placed on communication between performer and score (rather than amongst 
performers themselves), and secondly, the claim that single and multiple pitches (chords), rather than 
being musical elements, are materials used by the composer to form cognitive units which are then 
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across all artistic domains), Hargreaves’ theory of the development of artistic and 

musical competence (1996) reconciles the opposing positions of Piaget and Gardner. Its 

focus is normative musical development, and it comprises five age-related phases.44 

These progress from sensorimotor (age 0 - 2) to professional (15 years and beyond),45 in 

which the latter denotes the ability to work at a higher-order, reflective level.  

Music development constructs inform teaching practices, however appropriate forms of 

music instruction ultimately depend on the task, the learner, prior knowledge, and 

learning context, and the approach should accommodate the particular circumstance 

(Hallam, 1997b, p. 204). As noted, the study does not, in itself, analyse specific 

methodologies adopted by teachers in the study program. Rather, it takes into account 

students' opinions of their lessons and analyses them with methodologies in mind.   

The study explores music learning in single and multiple music learning environments.  

Integrated learning is central to the research of Gardner, Davidson and Scripp, as well as 

the philosophies and models of learning proposed by other researchers. Betts’ 

‘Autonomous Learner Model’ (ALM) (1985) (cited in Betts, 1991, p. 151), though not 

specifically geared to the music learning context, advances the cognitive, emotional and 

social needs of learners considered vital in this study of adolescent music development. 

Hence, its elements are further considered in Chapter Three, which focuses on the 

nature of the program and its learning environment.  

Theories of the Development of Expertise  

Investigations into the development of expertise have focused on talent development 

(Bloom, 1982, 1985; Sosniak, 1985a, 1985b, 1985c, 1990), the origins of exceptional 

abilities (Howe, 1990), and the controversy over whether expertise is inherited or 

acquired (Ericsson, Tesch-Römer & Krampe, 1990, Ericsson & Smith, 1991, Ericsson, 

Krampe and Heizmann, 1993, Ericsson, Krampe & Tesch-Römer, 1993, Krampe & 

Ericsson, 1995, Ericsson, 1996, Ericsson & Charness, 1999; Sloboda, 1996). 

Terminology of course is a compounding factor. The confusing and sometimes 

contradictory array of definitions of what constitutes giftedness (and/or talent) has been 

noted in Chapter One, and earlier in this Chapter. Some explanations have, however, 

                                                                                                                                                                          
recognised by the listener.  
44 This is a revision of the descriptive model of artistic development proposed by Hargreaves and Galton 
in 1992. 
45 The term ‘professional’ replaces ‘metacognitive’ (as used in the 1992 model), on account of the fact 
that not all develop the capacity to reflect upon their own thinking. It is possible that individuals reach the 
‘professional’ level without being full-time professionals.   
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been useful. Although not specifically addressing the music context, Schneider’s 

observation, for example, is important for this study: 

…exceptional performance usually is based on an extremely rich knowledge 
base, acquired through a very long lasting process of motivated learning.  In 
order to reach this highpoint, cognitive personality characteristics like high 
intellectual ability seem less important than non-cognitive factors like 
endurance, dedication, concentration and motivation (Schneider, 1993, p. 321). 

Such indicators had been previously highlighted by Bloom (1982, p. 512). In his 

collaborative study of talent, Bloom found the following four characteristics to be 

especially noted by teachers of talented students46 in music and non-music fields: firstly, 

a strong interest and emotional commitment to the field of pursuit, secondly, great 

competitiveness with other peers in that talent field and a determination to do one’s best 

at all costs, thirdly, an unusual willingness to do great amounts of work (practice, time 

and effort) to achieve high standards, and fourthly, an ability to learn rapidly and well 

new techniques, ideas, or processes in the talent field (Bloom, 1985, pp. 544-5).  

The following is a summary of some key theories pertaining to the development of 

expertise, as proposed by Bloom and colleagues (1985), Manturzewska (1990), Ericsson 

and colleagues (see, for example, 1990, 1991, 1993, 1995, 1996, 1997, 1999), and 

Lehmann (1997a), shows the emphasis on exposure (namely, environment and training) 

over innate abilities. These theories demonstrate the importance of the learning 

environment, interpersonal support and intrapersonal attributes, personal learning style, 

affective response, and practice for music progress.  

Bloom and colleagues.  Bloom and Sosniak have described the talent development 

process as comprising three phases: introduction to activity; start of instruction and 

deliberate practice; and full-time music commitment. Bloom found the first of these 

phases to be marked by an initial exposure to the talent domain (usually through playful 

interaction), which would lead to arrangements for formal tuition. Characteristic of the 

second stage was regular instruction with a teacher in the field, with parents providing 

support and encouragement and assisting the establishment of a practice routine. 

Increased practice and improved performance marked the transition to the third stage, in 

which high commitment levels and further proficiency in the domain prompted parents 

to provide optimal training conditions, and this involved seeking the services of a 

master teacher.       

From her study of concert pianists, Sosniak (1985a, 1985b, 1985c) elaborated in more 
                                                           
46 These students were over 15 years of age. 
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detail the nature of typical events associated with these three phases, referring to the 

playful, informal and personal qualities of learning arising from opportunities to explore 

in the domain, and emphasised the importance of certain teacher qualities: namely, 

warmth and enthusiasm. This initial phase led, in time, to the middle years of 

development, where learning, in its focus upon details of technical precision, became 

more formalised and required parents to sacrifice considerable amounts of time and 

money. The third phase, involving higher commitment and the guidance a master 

teacher, was identified as the most difficult of the talent development phases, and one 

which relied heavily on strong teacher mentorship to nurture the independence 

necessary for self-regulated learning. Sosniak’s findings, moreover, highlighted 

individuality of learning style, the differing paces at which individuals develop, and the 

considerable amount of prompting, guidance, structure, encouragement, and support 

received from parents and teachers during the course of talent development (Sosniak, 

1990, p. 157).  

Manturzewska.  Manturzewska’s research into music development over the life-span 

(Manturzewska, 1990) expanded Bloom’s three phases to six successive, overlapping 

and partially cumulative developmental stages. Corresponding with age, the first of 

these (approximately 0 to 6, according to Manturzewska) emerges as sensitivity and 

spontaneous expression and activity, and leads to the second (approximately 6 to 14), 

the period of intentional, guided musical development, provided in response to the 

child’s desire to learn music. The third stage, (beginning at pubescence, peaking at 

approximately 18 to 20 years of age, and ending with graduation from a tertiary music 

institution), witnesses the formation and development of the artistic personality, usually 

through the cultivation of a ‘master-student’ relationship which moulds not only the 

student’s personality, and self-perception as a musician, but also aesthetic attitudes, life 

philosophy, professional standards, and consideration of the function of musicians in 

society. Each of these stages corresponds to those previously described by Bloom and 

Sosniak. In the context of the life-span, however, are added a further three stages 

(Stages 4 to 6). The fourth stage (from approximately age 30 to 45, or even 50) marks 

the first professional stabilisation, and is characterised by peak achievement and 

performance success. Decline in energy, learning capacity and artistic efficiency signal 

the transition to the next (5th) stage, the ‘teaching’ phase (approximately ages 55 to 65). 

The end of this prepares for the onset of the final phase (stage 6), (beginning at 

approximately ages 70 to 75), labelled the ‘judge’ stage, where professional activity is 

replaced by a range of other engagements, including adjudication of events and 
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involvement on committees.   

Ericsson and colleagues.  Ericsson, Krampe and Tesch-Römer (1993) also extended the 

three phases of Bloom and colleagues, initially with a fourth stage, to mark the end of 

formal training and describe the period whereby individuals make a unique innovative 

contribution to their domain, and later with a fifth stage denoting the years prior to the 

musician’s retirement (Krampe & Ericsson, 1995). Ericsson and colleagues contend the 

most important variable determining acquired skills to be the cumulated amount of 

deliberate practice and view expert levels of performance as the product of a decade or 

more of intense efforts to improve performance,47 facilitated by (and dependent on) 

resources, effort and motivation. Figure 2.2 shows these fourth and fifth stages of 

development added to the three phases of Bloom and colleagues. 

  

 

 

 

 

 

 

 

 

 

 

Fig. 2.2  Stages in the development of elite performance (Krampe & Ericsson, 1995, p. 

88) 

Lehmann.  Lehmann has even more recently proposed a three-level model of experience 

and expertise in music that encompasses normative to expert levels (Lehmann 1997a). 

These three levels are defined as: basic (non-musicians), sub-expert (amateurs), and 

expert (professional musicians). In contrast to the ‘basic’ level, in which experience is 

acquired merely from passive response to surrounding culture, sub-expert and expert 

levels emerge from formal music training. Lehmann cautions against the applicability of 

Ericsson, Krampe and Tesch-Römer’s relationship of practice time and expert 

performance skills to the sub-expert level, maintaining efficient deliberate practice (as 

                                                           
47 Ericsson, Krampe and Tesch-Römer promote the ‘ten-year rule’ of Simon and Chase (Simon & Chase, 
1973, cited in Ericssson, Krampe & Tesch-Römer, 1993, p. 366), a rule that has received the widespread 
support of researchers across a number of domains.   
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facilitated by parental supervision at the early stages of learning) to be a stronger 

prerequisite for exceptional achievement. It is only after optimisation of practice is 

achieved, according to Lehmann, that quantity of practice is useful as an indicator of 

differences in expertise at high levels. Lehmann’s model presents hypothetical relations 

between the onset of formal instruction and optimisation of instrumental music practice, 

with and without supervision (Fig. 2.3).     

 

 

 

 

 

 

 

 

 

 

Fig. 2.3  A three-level model of experience and expertise in music (Lehmann, 1997a, p. 163)  

2.2.2.1   Music Practice 

The complex combinations of aural, motor, cognitive, and executive skills required for 

learning a musical instrument, and the dependence of high levels of instrumental 

proficiency on extended periods of practising, are two observations noted regularly by 

leading researchers (Hallam, 1997b, p. 200). Yet, according to Barry (1992, p. 112), 

apart from a few early investigations (namely, those carried out by Brown, and Rubin-

Rabson) it has only been over the last two decades that researchers have begun to direct 

serious attention to this area.48 The last decade in particular has witnessed an increasing 

proportion of the literature on music development and achievement to be devoted to 

practice, especially through the investigation of strategies leading to acquisition of high 

levels of instrumental facility and expertise. This steady growth of information, 

particularly the notion of practice as ‘deliberate’ and ‘effortful’ (Ericsson, Krampe & 

Tesch-Römer, 1993) has transformed current thought of what constitutes music 

                                                           
48 In her overview of the growing research on music practice, Barry cites the contributions of several in 
the field including Santana (1978), Ross (1985), and Rosenthal, Wilson, Evans and Greenwalt (1988). 
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practice, and has replaced the simplistic perception of it as little more than acquisition 

and maintenance of technique, with a broader notion of practice that has been described 

by Hallam (1997b, p. 181), for example, as a multi-faceted activity encompassing skill 

development in critical listening, sight-reading, playing by ear, interpretation, 

memorisation, improvisation, performing and audience communication.49

The number of researchers exploring music practice has increased noticeably in recent 

years. Leading figures include Kohut (1985), Sosniak (1985, 1990), Gruson (1988), 

Barry (1990, 1992), Ericsson, Krampe and Tesch-Römer (1993), Hallam (1992, 1994, 

1995a, 1995b, 1996, 1997a, 1997b), Sloboda, Davidson, Howe and Moore (1996), 

Jørgensen (1995, 1997), O’Neill (1997), Harnischmacher (1997), Neilsen (1997), 

Lehmann (1997a), and, in Australia, McPherson (1999). Major research of some of 

these appear in the most comprehensive publication so far of its kind, Does Practice 

Make Perfect? Current theory and research on instrumental music practice (Jorgensen 

& Lehmann, 1997). 

Such research has focused upon issues of motivation, volition and maturation processes 

(Ericsson et al. 1990; Harnischmacher, 1997), self-regulation of learning strategies 

(Gruson, 1988; Jørgensen, 1995; Nielsen, 1997), time management (Jørgensen, 1997), 

mental presets (Rideout, 1992) and mental representation (Lehmann, 1997a). The 

majority of investigations have taken the form of case studies, using approaches such as 

practice diaries and interviews (Ericsson, Krampe & Tesch-Römer, 1993; Sloboda & 

Davidson, 1996; Sloboda et al., 1996; O’Neill, 1997), and other self-reporting measures 

such as descriptive essay writing (Harnischmacher, 1997). The results of these and 

many other studies have highlighted the significant roles of parents and teachers, plus 

the importance of students’ own motivation. Intrinsic motivation is regarded to be 

especially vital for the maintenance of direction in music learning, and finds widespread 

support across the literature (see, for example, Bloom, 1985; Sosniak, 1985a, 1990; 

Csikszentmihalyi et al., 1990, 1993; Ericsson, Krampe & Tesch-Römer, 1993; Sloboda 

& Davidson, 1996; Hallam, 2001; Dillon, 2001).   

Motivation, starting age, prior experience, supervision, and meta-knowledge of practice 

all influence the nature of practice, and research shows that instrumentalists tend to use 

a complex range of practice methods, rather than rely on a single approach to learning 

(Harnischmacher, 1997, p. 71). The bulk of research into music practice has been 

largely unified in its consideration of positive factors in the practice process. Hallam is 

                                                           
49 For a recent summary of issues pertaining to music practice, see Barry and Hallam (2002). 
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noted as a leading authority in the field, and her perspective has been informed by 

extensive analysis of the literature relating to cognitive processing utilised in practice 

situations. Her classification of the research into types of conscious cognitive strategies 

believed to assist practice effectiveness includes mental rehearsal, negative practice,50 

expert strategies, and memorisation procedures (Hallam, 1997b, pp. 206-8). 

General consistency across the literature had been noted earlier by Barry (1992). 

Structured (or organised) practice, mental practice used in conjunction with physical 

practice, relatively short practice sessions, goal-oriented practice, and supervised 

practice were all considered desirable traits (Barry, 1992, p. 113). From research into 

piano practice, Gruson (1988) had classified common practice strategies into four main 

types: ‘simple undifferentiated’ (personal standards), ‘concrete behavioural’ (standard 

mechanical approaches, including repetition), ‘general’ (error correction, including 

fingering, timing, phrasing and so forth) and ‘higher order’ (abstract and general, and 

including interpretation and technique).   

A recent shift of focus that involves the consideration of learners as active participants 

responsible for their own learning, is a relatively new phenomenon (Hallam, 1997b, p. 

208). This perception embraces the notion of reflective thinking and self-monitoring as 

central to effective music practice outcomes, and also forms a central component of this 

study. The ‘self-teaching’ aspect of practice has been increasingly emphasised by, for 

example, Jørgensen (1995) who proposed four strategy types: planning, the conduct of 

practice, the evaluation of practice, and meta-strategies, as highly important in this 

context.   

Much of the research into practice has considered stages through which musicians pass 

during the course of developing expertise. As noted, the three phases proposed by 

Bloom (1985) and Sosniak (1985b, 1990) informed the research of Manturzewska 

(1990), and were used as the basis of the model proposed by Ericsson, Krampe and 

Heizmann (1993). Lehmann (1997a, p. 174) has emphasised the fact that practice is a 

learned activity which changes with skill and age, and such changes are facilitated 

through a metacognitive awareness of one’s practising skills to optimise time and 

increase efficiency. From research undertaken with children and adolescents, 

Harnischmacher (1994a, 1995) classified four developmental stages in practice.  

Playfulness and self-generated activities (‘activity,’ ages 8-10 years) lead to an 

                                                           
50 Negative practice is based on the assumption that it is possible to learn from making deliberate 
mistakes. 
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externally-imposed work ethic, and consideration of personal goals (‘adoption,’ ages 

11-12 years).  Between 13 and 14 (‘assimilation’) a regular practice routine is normally 

established, providing a foundation for the ‘identification’ phase (15-18), in which 

reflection, self-orientation, quality and economy of practice play important roles.         

The present study focuses on the general characteristics (namely, the emerging 

commitment, metacognitive awareness, and increasing levels of conscientiousness) 

noted by these and other researchers including Gruson (1988) and Hallam (1992, 1994, 

1995a, 1995b) as likely (but not guaranteed) to appear during the teenage years as 

expertise develops, and which are usually manifested in an individual’s increasing 

concern with interpretation, and formation of a personal approach and orientation to 

practice (Hallam, 1997b, p. 215). Hence, Harnischmacher’s fourth (‘identification’) 

phase, involving reflective, qualitative, and efficient practice approaches, is important 

for this study. 

Hallam’s (1997b) model of practising51 and its recent (2001) revision to describe the 

factors affecting learning in music synthesise the research literature in this area (Figs 2.4 

and 2.5). Both models explore the complexity of music learning and the meta-learning 

and meta-teaching processes involved, and have strongly informed the study in its 

investigation of students’ learning approaches and cognition levels in their instrumental 

practice and music learning in general.52   

 

 

 

 

 

 

 

 

 

 

 

 

 

                                                           
51 Hallam explains this to be derived from the model of learning proposed by Biggs and Moore (1993) 
which itself is built from the research of Dunkin and Biddle (1973). The ‘presage’, ‘process’ and 
‘product’ factors appear in Biggs and Moore’s model.    
52 For a comprehensive synthesis of research in the field of music practice, see Hallam (1997b). Hallam’s 
pioneering attempt to survey the literature in this area has led to her own formation of a theory of 
practice.  
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Fig. 2.4  A model of practising (Hallam, 1997, p. 183) 

 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 

Fig. 2.5  Dynamic model of the factors affecting learning in music (Hallam, 2001, p. 

73) 
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Hence, both quality and quantity of practice emerge as prime determinants of advanced 

levels of music attainment. The results of research by Ericsson, Tesch-Römer and 

Krampe (1990), Ericsson, Krampe and Tesch-Römer (1993), and Sloboda et al. (1996) 

show the amount of practice time allocated as an important, and even direct, 

determinant of expertise, however there is also a body of research that has drawn 

weaker relationships between time spent practising and achievement (Doan, 1973; 

Wagner, 1975; Zurcher, 1975; Kafer, 1982; Brokaw, 1983; Howe & Sloboda, 1991b; 

Sloboda & Howe, 1991; Sloboda et al., 1996, as cited in Hallam, 1997b, p. 197).  

Sloboda and Howe (1991) found the amount of practice undertaken by high-achieving 

music students on their main instrument in fact to be sometimes less than the time 

achieved by average music students, due to the need to distribute time across multiple 

instruments. Long-term effects, including the number of years spent learning an 

instrument, are also important factors to be considered (Hallam, 1997b, p. 197).   

Skill acquisition is of considerable importance to the performing musician, however 

music development can manifest itself in ways other than demonstrable abilities. 

Another prime consideration of the music development of adolescents is the extent to 

which they develop emotionally and respond to music. Hence, the nature of adolescent 

music development, and key factors considered to influence this development 

(interpersonal support, intrapersonal attributes, personal learning style, and affective 

response) are discussed in the next section. 

2.2.3 The Music Development of Adolescents 

The musical behavioural maturation that frequently coincides with the teenage years has 

been described in various ways. Wolf and Gardner (1980), for example, refer to a 

tendency (for individuals from approximately age 13) to develop critical skills, engage 

in music at high levels, possess the capabilities of dealing with aspects of artistic 

activity, demonstrate the capacity for reflective thought, and be capable of making 

informed decisions about elements of musical style. Shuter-Dyson and Gabriel (1981) 

describe a period (from 12 to 17 years of age) that is marked by an increase in 

appreciation, cognitive development and emotional response. For Swanwick and 

Tillman (1986) it is, above all, the emerging metacognitive mode (approximately age 

15) that becomes important to exhibit what Hargreaves (1996) describes as a sense of 

professionalism, in which individuals develop the ability to work at a higher-order, 

reflective level. The utilisation of reflective thought processes is also emphasised by  
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Harnischmacher (1994, 1995), who, particularly in the context of music practice, refers 

to increased efficiency in learning by approximately age 18, resulting from self-

reflection and focused, quality practice. Moreover, Winner and Martino (1993) and 

others focus on the capacity to express emotional depth that is usually accompanied by 

a deep emotional involvement in music. Consideration of the above, therefore, shows 

the notions of cognition, metacognition, critical thinking, self-reflection, and affective 

response to music to all be associated with the music development of adolescents. These 

and other related concepts form the theoretical bases for this study.  

2.2.3.1  Factors Influencing the Music Development of Adolescents 

The adolescent years have been identified as a critical stage for learning, especially in 

specialised fields such as music where considerable demands and expectations are 

placed upon the individual. Melton (1990, cited in Sink, 1992, p. 602) is one of many 

who have observed secondary schooling to be the time during which lifelong values are 

formed. The potential difficulties associated with learning during this period (even for 

those displaying exceptional abilities) are well-documented, with Bamberger (1982), for 

example, referring to adolescence as the period in which even the musical prodigy can 

experience a ‘midlife crisis’ that can lead to ‘disengagement from talent’, whether from 

underachievement or dropping out. In many cases, problems stem from anxiety or 

boredom over inappropriate (and/or excessive, or too few) challenges.  

The subsequent research of Csikszentmihalyi et al. (1993) has further confirmed the 

volatility of the teenage years by noting the tendency for many young musicians who 

demonstrate great potential in their field to abandon their interests and pursue career 

paths requiring average skills (p. 1). Specific neurophysiological changes during 

puberty, various social and economic inequalities, and the daily hassles of life, are cited 

as three likely factors to which such a trend may be attributed (p. 4). Sloboda and 

Davidson (1996) have also reported music learning over this time to be critical for the 

likelihood of continued music development, and suggested that a shift from extrinsic to 

intrinsic motivation during the early teenage years strongly assists the chances of an 

individual’s ability to sustain commitment levels and persevere on their instrument (p. 

181). 

Adolescence has further been identified as the time when firstly, raw ability (namely, 

aptitude) becomes transformed into socially-mediated talent, and secondly, when the 

majority of individuals make decisions regarding the pursuits to which they intend 

allocating significant amounts of time (Csikszentmihalyi et al., 1993, pp. 40-2). 
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Certainly, the chances of individuals resuming their interests following cessation of 

instrumental lessons during this time have been shown as minimal by numerous 

researchers, including Bamberger (1986). 

The quantity of literature regarding influences on learning shows socio-emotional 

development, self-concept, personality development, parenting and teaching of high-

ability students (and those perceived ‘gifted’) to be amongst the factors considered 

critical to talent development.53 Such influences are broadly identified in the literature 

as the learning environment, interpersonal support, intrapersonal attributes, personal 

learning style, and affective response. The theoretical model developed for this study 

positions each of these as key factors in the music-learning process, hence each requires 

some elaboration. 

Learning Environment 

The learning environment encompasses the cultural climate at the time and the place of 

learning, and the people who are in it (in this study, teachers, family and peers) (Hallam, 

2001, p. 67). Physical locality and the contribution of significant ‘others’ are discussed 

in this study under different headings to firstly align with the theoretical model, which 

positions separately the three learning contexts (school, program, community) and the 

interpersonal relationships developed with family members, counsellors, teachers and 

peers, and secondly, facilitate their discussion.   

Research shows the environment in which individuals learn to be a major determinant 

of their success. For high achievers, this can mean differentiated educational provision 

based on ability grouping. The importance of providing highly-able students the 

opportunity of working with those of similar interests and abilities requires the 

flexibility of appropriate acceleration-based options (see, for example, Gross, 1993, 

2001; Rogers & Span, 1993). 

Although learning in such contexts is sometimes cautioned on the supposition that it 

might cause social and emotional damage, appropriate placement of high achievers with 

their ability peers (rather than those of chronological age) has been shown to promote 

                                                           
53 For a broad treatment of these and other issues, see Clark (1997). A summary of the research of 
Maslow, Kohlberg, Erikson, and Drabowski is provided (pp. 151-3), and a synthesis of the findings of 
Baumrind; Bloom; Cornell & Grossberg; Davis  & Rimm; Falbo & Cooper; Karnes, Shwedel & 
Steinberg; Olszewski, Kulieke & Buescher; Rimm & Lowe; Satir; and Stanford in relation to 
characteristics commonly found in families of gifted children is presented (p. 169). Clark’s Integrative 
Education Model (IEM), which firstly, promotes student choice, participation, and involvement; and 
secondly, accommodates flexibility in pacing, levels and grouping, is explained (pp. 338-41). A synopsis 
of key research in the area of gifted students at secondary level and aspects of career education, 
mentorship and guidance is also provided (pp. 451-80). 
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achievement motivation by allowing students to assess themselves against others of 

similar ability and, moreover, develop mentorships in a supportive atmosphere (Gross, 

2001, p. 22). Indeed, the suggestion that individual’s potentials are not always realised 

in conventional settings characterised the earlier research of Rogers and Maslow.54 

Recognition of the importance for appropriate goal-setting for high-achieving 

individuals, and the need for curriculum expectations to be aligned with student ability 

levels to sustain motivation and maximise achievement, has received continued support 

(see, for example, Csikszentmihalyi et al., 1993).  

A number of investigations have occurred in the context of specialised music learning 

environments (Brackenbury, 1976; Glynne-Jones, 1985; Lagutin, 1985; Shuter-Dyson, 

1985; Macrae, 1989; Howe & Sloboda and colleagues (1991 and later); Randall, 1993). 

Shuter-Dyson (1985, pp. 173-4), citing research into the influence of such environments 

on talent,55 underlined the importance of the provision of specialised music schools, 

observing the value of “opportunities for meeting and playing with other young 

musicians to help relieve the isolation of lone hours of practising [and] provide stimulus 

and competition.” Environments that firstly cater for individual’s needs, secondly, 

enable students to interact with others of similar interests and abilities, and thirdly, 

promote a broad range of musical experiences, have been widely suggested as optimal 

for the training of young musicians by Australians Cooke (1974), Lancaster (1986), 

Macrae (1989), Randall (1993), and Hamilton (1996). 

Educational research into learning environments has been informed by highly-

developed classroom environment rating scales. In this study, the learning environment 

of Musicianship and Secondary Music Studies classes was investigated using a recent 

Australian classroom environment scale for adolescents, entitled What is Happening in 

this Class? (WIHIC) (Aldridge, Fraser & Huang, 1998). The content and administration 

of this survey are further described in Chapter Four.       

Interpersonal Support  

Interpersonal support connotes the importance of role models and the guidance provided 

by significant ‘others’, particularly family members, teachers and peers, and, as noted 

by Hallam (2001, p. 67), also contributes to an individual’s learning environment. 

Research into interpersonal factors has been summarised by numerous leading 

                                                           
54 For an overview of the contributions of Rogers and Maslow, see J.B. Buttram (1980, pp. 260-2). 
55 1978 Gulbenkian Report: The Arts in Schools. Calouste Gulbenkian Foundation, London. 
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scholars.56 In particular, the role of the family and teacher as essential to the music 

learning process is evident in the findings of major studies by Bloom (1985) and 

Sosniak (1985a, 1990), Sloboda and Howe (1991), Sloboda and Davidson (1996), 

Davidson, Howe, Moore and Sloboda (1996), Davidson, Sloboda and Howe (1997), 

Davidson, Sloboda, Moore and Howe (1998), and Csikszentmihalyi et al. (1993).   

The value that parents place on an activity has been shown to considerably increase the 

chances of their child sustaining an interest in that field. Evidence from the above-cited 

research strongly supports the notion that the level to which parents value music (and 

hence, provide material and emotional support) significantly influences the amount of 

time and effort spent by the child on study and practice. Hence, contrary to the 

widespread perception that an individual’s music abilities emerge independent of 

assistance or obstacles (the so-called ‘talent will out’ theory against which 

Csikszentmihalyi et al. (1993) and others have strongly argued), music development 

appears to be largely dependent on a range of external factors. 

As Bloom (1985) and Sosniak (1985a, 1985b, 1985c, 1990) have shown, music abilities 

(like abilities in other domains) are socially nurtured by parents who invest significant 

amounts of time and money in their children’s music interests. Studies such as these 

have also shown family background (in particular, socioeconomic status) to be 

significant in this process, for without the required time and resources, children’s music 

potential cannot be fully realised. Particularly in terms of practice, if the reality is, as 

Hallam (1997b, p. 194) suggests, that few children are fully self-motivated,57 parents’ 

support is vital (whether in terms of encouragement or actual supervision).  The 

research of Sosniak (1985a, 1985b, 1985c, 1990), Sloane (1985), Bastian (1989), 

Sloboda and Howe (1991), Howe and Sloboda (1991a, 1991b), Davidson et al. (1996), 

Lehmann (1997a) and others clearly confirms the importance of considerable parental 

involvement.     

The findings of Bloom and colleagues highlighted the value of stable families where 

parents serve as role models, establish expectations of strong work ethics, emphasise the 

importance of effective time management, and encourage self-discipline and autonomy 

of learning. A continued interdependence with parents (in contrast to the traditional 

                                                           
56 A number of articles in the International Handbook of Research and Development of Giftedness and 
Talent (Heller et al. 1993, 2000) focus on aspects of teaching, counselling, parenting, mentoring and role 
modelling.  For detailed treatments of each of these areas, the respective contributions of Baldwin, 
Silverman, Freeman, and Zorman in this source are recommended.   
57 Instances where a lack of self-motivation is apparent may, however, be attributable to inappropriate 
teaching methods. 
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notion of separation and independence through early disengagement from family) has 

been shown to produce greater competency and self-direction amongst individuals, and 

be linked to positive peer influence and even possible improved academic 

performance.58  

Similarly, the influence (and even ‘mentoring’ role) of the music teacher is widely 

referred to in the literature, forming part of the contribution of countless researchers 

including those already mentioned whose focus has pertained to music development.59 

Research also highlights the influence of music teacher characteristics (personal and 

professional) perceived to increase the likelihood of students continuing learning in the 

field.  In relation to individual instrumental learning, the research of Davidson et al. 

(1998) reinforces the importance of teacher-student compatibility and identifies certain 

personal and professional traits as highly-rated teacher qualities. Specially, ‘warmth’ 

and ‘friendliness’ were regarded as important attributes of the initial teacher, and 

‘pushiness’ as a necessary attribute of teachers in the later stages of development. 

Studies show highly-able musical adolescents to generally experience a further 

‘bonding’ (usually with an instructor other than the initial teacher), in which early 

positive (and frequently relaxed) personal relationships are replaced with strong mentor 

relationships and the need for role modelling. It is important that learning at this level is 

also accompanied by high teacher expectations. 

Hence, the changing needs of instruction, and the accommodation of personal learning 

styles for students as they progress on their instrument, has been the target of much 

research demonstrating that extended periods of individual instruction with the same 

teacher is not optimal. The need for teachers in the later stages of music development to 

be perceived as firstly, demonstrating sound performance and professional skills, and 

secondly, possessing the capabilities to sustain students’ focus and attention to music 

learning, has received widespread support in the literature.      

In brief, the primary roles of the teacher of musically-advanced students are to provide 

support, instil personal standards, and develop the intrapersonal attributes required for 

students to gradually attain mastery of their instrument.60

                                                           
58 Csikszentmihalyi et al. (1993, p. 154) cite the research of Baumrind (1987), Coorper, Gotevant & 
Condon (1983), Damon (1983), Hauser et al. (1984), Hill (1987), Maccoby & Martin (1983), Offer 
(1969), Dornbusch et al. (1985), Steinberg & Silverberg (1986) in these areas. 
59 Hallam (1997b, p. 193) cites the research of Sang (1987) and Dickey (1991) that demonstrates the 
positive effects that teacher modelling can create on some aspects of learning and performance. 
60 Specifically, the responsibilities to firstly develop students’ self-awareness, responsibility for learning, 
and critical thinking, and secondly, support learning, motivation, concentration, organisation and 
planning, develop practice strategies, have been reinforced by Hallam (1997b, p. 105). 
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Intrapersonal Attributes  

Intrapersonal attributes include internal coping mechanisms, perceived self-competence, 

the desire to achieve, motivation, and self-discipline, all of which are well-cited in the 

literature as factors upon which continued development depends. As such, the treatment 

of each in the literature is briefly overviewed. 

An individual’s coping mechanism includes their ability to cope with stress, which 

clearly impacts on their achievement.61 The sources of stress in high-achieving youth 

have been found to be numerous. Genshaft, Bireley and Hollinger (1995, pp. 258-61) 

cite and consider a range of types identified by researchers in the field: firstly, social 

shyness, opposite sex, competition, burnout from too many activities, self-concept, fair 

play, peer pressure, and self-criticism of ability (as noted by Kuczen); secondly, 

developmental immaturity, underachievement, fear of success, multipotentiality 

(‘overchoice’), and nonsuccess (as noted by Blackburn and Erickson); and thirdly, 

achievement, social status, and career aspirations (as noted by Kearnes and Oehler-

Sinnett). Such issues have also been found to be important issues for young aspiring 

musicians. What distinguishes one student’s ability to cope over another in identical 

circumstances is quite often the individual’s perception of the situation. The element of 

competition, for instance, has been identified as a major obstacle for some adolescents, 

but a prime incentive for others (Csikszentmihalyi et al. 1993; Lehmann, 1997a; Austin 

& Vispoel, 1998). 

Students’ attitudes towards their learning also influence their achievement. Research 

shows a resistance of students’ attitudes (whether in relation to music taste, 

appreciation, preference, interest, or personal opinion) to change. The importance of 

identifying the ways individuals perceive their learning of music is considerable, and 

hence is an area included in this study.62  Students’ perceived self-competence carries 

especially strong implications for their music development, as does their actual 

achievement (graded or otherwise). The observation of Clark (1997, p. 440) and others, 

however, that grades alone do not motivate the majority of students, and that motivation 

in fact more often arises from personal satisfaction, finds support in major studies of 

music development.63    

                                                           
61 Issues of adolescent stress and coping mechanisms are discussed more fully in Gibson-Cline (1996) and 
Frydenberg (1997). 
62 For a comprehensive treatment of such issues and detailed overview of attitude measurement in music 
education, see Cutietta (1992). 
63 The acknowledgment, however, of both extrinsic and intrinsic rewards to have significance for music 
experts and novices has been shown by Hallam’s (1992) research into motivational desire to practice. 

 61



A considerable quantity of research has addressed motivational and contextual factors in 

the learning process, and include surveys by Asmus and Harrison (1990) and Abeles et 

al. (1994, pp. 212-21). White (1959) proposed a competence motivation theory, while 

theories of achievement motivation were developed by Lewin (1951), McClelland 

(1955), and Atkinson (1965).  Nicholls (1982) later devised a ‘task-involvement’ 

theory, and Maehr (1983) a theory of ‘personal investment.’64 In addition, there have 

been numerous self-motivating learning cycles, including the ‘self-regulation theory’ 

proposed by Corno and Rohrkemper (1985) and Piaget’s ‘equilibrium’ theory. Theories 

relating to the educational environment include research into humanistic motivation (for 

example, the work of Rogers and Maslow), as well as Hunt and Sullivan’s taxonomy 

(1974) and the contributions of Lewin, Lippitt and White (1943), Rosenshine and Furst 

(1971), Abeles (1975), and Krueger (1976).65  

The majority of motivational research in music has focused on attribution theory, goal 

theory, and self-efficacy (Hallam, 1997b, p. 215). Thomas (1992) has provided a 

comprehensive review of empirical research exploring links amongst music attitudes 

and self-esteem, self-concept and academic achievement, and recent consideration of 

current theories and their relevance to the development of music skills has been 

undertaken by O’Neill and McPherson (2002). Two important areas of research 

involving intrapersonal attributes focus upon firstly, issues of task involvement and ego 

involvement, and secondly, competition and performance anxiety. The role of 

motivation in music learning is an important concept for this study, and one that is 

explored, both in terms of general musical development and in the context of 

instrumental practice. Hence, motivation and related concepts, including self-discipline, 

require consideration. 

The volatility of the teenage years is a major issue, and particularly in view of the 

quantity of research reporting motivational decline in students as they enter secondary 

schooling, a time when individuals are required to make decisions and commitments 

that often impact in the long term on factors of academic achievement, career 

opportunities and avocational pursuits in adulthood. Major studies of adolescents’ music 

development, however, report that for many, motivational deterioration fails to emerge, 

and that it is at this time that a considerable proportion of music students in fact begin to 

display a serious intent towards their music studies. Where music produces a sense of 

                                                           
64 This emerged from Maehr’s earlier (1974) theory of achievement motivation.  
65 The role of motivation continues to be emphasised in the research of numerous authors, including 
Clinkenbeard, Buchanan, and Gross, details of which appear in Hansen and Hoover (1994).  
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enjoyment and personal fulfilment, research indicates trends for self-discipline, 

commitment and motivation to increase. This of course is not true for all aspiring young 

musicians. A lack of motivation, even for the highly capable young musician, usually 

impedes progress.66  

Motivation has repeatedly been shown to play a vital role in the learning process and 

has been identified by Csikszentmihalyi et al. (1993) as the key to talent development, 

in recognition of the fact that high motivational levels inevitably lead to the devotion of 

extensive amounts of time towards skill acquisition. Their research shows motivation to 

be linked to personality, and demonstrated by high levels of focus on achievement and 

endurance.   

Coupled with high motivational levels is the need for self-discipline. Csikszentmihalyi 

et al. (1993), for example, have linked self-discipline to individual characteristics and 

highlighted the self-directing and self-rewarding traits of the ‘autotelic personality’67 

considered desirable to sustain the high levels of concentration needed to experience the 

depth of involvement in intrinsically-rewarding tasks, described as ‘flow’.68 Their 

suggestion that personality traits conducive to concentration, hard work, and self-

discipline are vital for high achievement in music is widely supported in general 

principle throughout the literature, and obviously encompasses the broader notion of 

personal learning style. 

Personal Learning Style 

The consideration of students’ personal learning styles is fundamental to any 

investigation of the learning process. Learning styles are diverse, and are the means by 

which individuals concentrate on, absorb and retain new or difficult information and 

skills (Dunn, 1984, p. 43, cited in Runco & Sakamoto, 1993, p. 104).69 For the purposes 

of this study, personal learning style is defined as comprising factors of willingness to 

                                                           
66 The highly-able student lacking motivation is frequently referred to in the literature as the 
‘underachiever’.  For further details, sources including Bloom (1982), Passow et al. (1993), Davis & 
Rimm (1994) and Clark (1997) are recommended. Each of these identifies factors leading to 
underachievement.    
67 For further description of the ‘autotelic personality’, refer to Csikszentmihalyi (2000). 
68 Csikszentmihalyi et al. (1993, p. 14) have defined the ‘flow’ experience to be “a subjective state that 
people report when they are completely involved in something to the point of losing track of time and of 
being unaware of fatigue and of everything else but the activity itself”. For an in-depth discussion, see 
Csikszentmihalyi (1990). 
69 Hallam (2001, p. 66) classifies these as convergent/divergent thinking, impulsive/reflective style, 
verbalisers/imagers, and serialist/holist/versatile approaches. 
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learn, work capacity, consistency, patience, endurance and dedication, and time 

management. In music, these are demonstrable in an individual’s practice routine.70   

Research shows that, along with achievement in other domains, certain factors such as 

hard work and self-discipline are required to achieve musical excellence. Hallam 

(1997b, p. 192) has reported self-determination to be the most important attitudinal 

predictor of practising. As Csikszentmihalyi et al. (1993, pp. 7-8) have noted, learning 

to invest attention in difficult tasks is indispensable to the development of any skill, and 

it is in fact the hardships and challenges associated with the task to which excelling 

individuals are attracted, rather than overwhelmed or threatened. Indeed, it is the 

individual’s reaction (pleasure versus intimidation) to complex activities that has 

frequently been shown to distinguish high achievers from those of average ability. 

Concentration has been widely noted as an essential intrapersonal attribute of the high 

achieving musician, and its role in the ‘flow’ experience of Csikszentmihalyi et al. 

(1993) has been described. Findings from their research strongly showed adolescents’ 

development of expertise across a variety of fields to be easier for those who have 

acquired learned habits conducive to cultivating talent, and for whom the ‘depth of 

involvement’ required for progress was not problematic. The importance of planning 

and organisation, self-monitoring and evaluation of the practice process is clearly 

supported through the literature and, as noted, linked to metacognitive strategies 

(Hallam, 1997b, p. 209). 

Not only the level of the task and commitment can intimidate young musicians, a 

variety of other factors can also deter them. One of the other obstacles confronting the 

music student is the solitary environment inherent to practice. The difficulties 

associated with working for hours alone, and the levels of self-discipline required for 

such an activity, have been shown to exclude many more from serious music study 

(namely, advanced instrumental playing) than the cognitive capacities required to 

process the relevant information (Bloom, 1982; Csikszentmihalyi et al. 1993). A further 

factor likely to interfere with the exclusive dedication required of music learning at a 

serious level is that of peer pressure, an issue of considerable importance during 

adolescence. 

                                                           
70 For a detailed overview of the research of various authors into issues of learning styles and teaching, 
and some suggestions for counselling strategies that utilise gifted adolescents’ personal learning style 
strengths, see Milgram, Dunn & Price (1993).  
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Research on music practising has focused upon the extent to which practice routine 

affects achievement, and the findings of Sloboda and Howe (1991) and colleagues,71 

and other previously-mentioned researchers in this field have all informed this study.   

Affective Response 

Although strong social structures and access to opportunities play a vital role in the 

laying of a musical foundation and establishment of good learning habits, music 

development has been shown to be heavily influenced by one’s affective response to 

music. It is widely supported in the literature that enthusiasm for, interest in, and 

enjoyment of music are necessary to reach high levels of performing proficiency. 

Recalling the importance of intrinsic motivation, the literature shows the main reason 

for individuals developing their talent to be associated with personal enjoyment much 

more than extrinsic rewards. Once more, the findings of Csikszentmihalyi et al. (1993) 

reinforce this by suggesting the chances of high achievers (in any field) maintaining 

their commitments are low unless they derive enjoyment from their activities. Indeed, 

their study of talented adolescents across various domains reflects strongly the 

Deweyian association of enjoyment and learning.  

In addition to personal gratification (intrinsic and extrinsic), affective response 

encompasses music preference and attitudes towards music. Three decades ago Gordon 

(1971, pp. 114-5) observed that relatively little experimental research had been 

undertaken in these areas, when compared with the quantity of research conducted in 

other areas of music education. His account of major contributions72 included Belaiew-

Exemplarsky’s early findings that students appear to prefer music displaying dynamic 

and timbral contrasts and emphatic rhythm; Colwell’s claim that students require 

substantial music training in order to begin to intelligently enjoy music; the realisation 

of Bridges, Evans, Getz, and Hornyak that students can be conditioned to indicate a 

preference for music they have passively heard over many repetitions; Evans’ and 

Duerksen’s discovery that music preference does not presuppose intelligent music 

                                                           
71 In view of the lack of systematic knowledge available surrounding the circumstances that lead to 
success and failure in the mastery of a musical instrument, Sloboda and Howe devised a brief study 
during 1989 that focused on students’ learning in a specialised music environment. This research 
produced some surprising outcomes, including the following: firstly, the majority of students did not 
show signs of early musical promise; secondly, the highly accomplished students tended to emerge from 
less musically active families and had received fewer music lessons than the less highly accomplished 
students; and thirdly, the most musically-able students had not practised more than the other students, and 
their practice was more evenly divided amongst several instruments.  (The authors have expressed a level 
of caution regarding these findings, based on the brevity and retrospective nature of the study).   
72 Gordon (1971) cites the efforts of Routch, Barrett, Andrews, Seipp, Hornyak, Bridges, Evans, Colwell, 
Getz, Fullard, Crickmore, Duerksen, Fitzpatrick, Bailey, and Haack. 
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understanding; and Andrews’ conclusion that students develop better attitudes towards 

listening when allowed to experiment and discover by themselves.73

The claim that one of music education’s primary functions is to develop aesthetic values 

and judgement carries an implication that these values are able to be taught, and is a 

view upheld by prominent educators such as Meyer, Lundin, Windishar, Reimer, and 

Parker. Attention directed towards the development of aesthetic awareness has emerged 

over recent decades. Although music and the arts are aesthetic by their very nature, the 

‘deeper values’ of music were not fully realised in music education research until the 

late 1950s (Matters, 1997). Since the 1960s, aesthetic rationales for music education 

have been proposed, and recently include the perspectives of Swanwick (1981), Reimer 

(1989), Walker (1990) and Elliott (1995).74 More recent reviews of major research in 

the field of affective and aesthetic response have been provided by Abeles and Chung 

(1996)75 and McMullen (1996), and a comprehensive treatment of issues surrounding 

the music attitudes and preferences of adolescents is by Sink (1992, pp. 606-9).76  

The other area of affective response relevant to this study is music perception, which 

focuses on the way individuals listen to music and perceive the relationships amongst 

the components of musical organisation. Studies have considered the influence that 

music styles (for example, classical versus popular music, media (instrumental versus 

vocal), structure, tempo, dynamics, and mood play in the music listening process. Other 

factors including age, gender, and personality have also been investigated. The present 

study explored the nature of students’ music listening across contrasting music styles 

and media, and was informed by the work of researchers including Hedden (1973), 

Castell (1982), Gfeller, Asmus and Eckert (1991), Lewis and Schmidt (1991), Hoffer 

(1992), Behne (1997), Kamenetsky, Hill and Trehub (1997), and Lehmann (1997b).     

Absolute pitch (also referred to as perfect pitch) is the ability to recognise pitch, and is a 

facet of music perception that has attracted considerable attention, and, as a result, has 

been the component of music perception in the present study. Research that has 

                                                           
73 Haack’s (1980) review of the research literature on music listening is amongst the most comprehensive 
to date, and covers four areas: physiological, psychological, sociological, and development/educational 
issues. He incorporates types of listeners, affective/mood responses, and taste and preference responses 
within the psychological area. He also provides a summary of investigators and their findings, including 
Pflederer, Hufstader, Hedden, as well as various reviews of many related studies on aspects of music 
listening.  
74 For a recent overview of prominent aesthetic theoretical philosophies and perspectives in music 
education, see Dillon (2001). 
75 Abeles and Chung’s (1996) overview of existing research focuses on the following areas of interest: 
affective, mood/emotional, preference and taste responses to music and their measurement. 
76 For a summary of research into adolescents’ music behaviours and responses, the 1989 report of 
Christenson and Roberts (cited in Haack, 1992, p. 463) is recommended. 
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addressed the nature and acquisition of absolute pitch, and associated factors pertaining 

to it, includes the influence of genetic traits, music experiences and training, timbre and 

register (Durham & Stevens, 1991). Over the past century, contradictory evidence 

surrounding the field has caused much confusion and given rise to extreme positions. Of 

the four prominent theories of the genesis of absolute pitch – heredity, learning, 

unlearning, and imprinting77 – the first two represent the ongoing nature-nurture 

controversy. Contrary to the initial investigations of the nineteenth century,78 research 

since demonstrates a lack of evidence for the former, instead tending to support the 

notion that music experience plays an important role and that absolute pitch in fact is an 

acquired ability, with the first six years commonly regarded as a critical period for 

acquisition.   

The present study has been informed by research relating to the music development and 

achievement of young musicians. The next section presents an overview of prominent 

research studies and their findings.

2.3 Studies of the Music Development and Achievement of Young Musicians 

Zimmerman (1993) and many others have emphasised the value and importance of on-

site observations as the only means by which an individual’s music engagement and the 

social, emotional and environmental climate in which learning takes place can be 

satisfactorily measured. Longitudinal research conducted at the time of events provides 

greater detail and objectivity than may be gained from retrospective studies (Bloom, 

1982, p. 512; Gross, 1993, pp. 59-60; Sloboda et al., 1996, p. 290).  

Early instances of case-study music research involving highly talented individuals 

include Stumpf’s work with a young genius in the first decade of the twentieth century 

(cited in Farnsworth, 1969, p. 191), Revesz’ account from 1925 of the development of a 

music prodigy,79 and Baumgarten’s study from 1930 of nine child prodigies, five of 

whom were musical (cited in Morelock & Feldman, 1993). In Australia, there has been 

Hendrickson’s (cited in Hendrickson, 1986) 14-year involvement from 1969 with four 

children possessing exceptional music skills, and Gross’ (2001) 18-year tracking from 

the mid-eighties of more than 35 individuals of extremely high intellectual ability (and, 

in most cases, unusually high music aptitude).   

                                                           
77 Cuddy and Upitis (1992, p. 336) detail the fundamental positions of these theories, as summarised by 
Ward and Burns (1982). 
78 For a brief account of the pioneering work of researchers such as Stumpf, Meyer and Copp, see Crozier 
(1997, pp. 110-1). 
79 See Revesz (1953) for his study of a Hungarian musical child prodigy, Erwin Nyiregyházi (7 up to 11 
years of age). 
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Although many of the students in the program in this study do demonstrate high (and 

sometimes, very high) levels of music achievement, none display the rare, exceptional 

musical qualities of the ‘prodigy.’ Across the literature, there have been other studies of 

young musicians possessing high abilities, but these have often either taken place 

retrospectively or over a short span of time. The limitations of both approaches to 

convey accurate accounts of learning have been widely acknowledged. Certain risks, 

such as the unavoidable process of selective memory and reinterpretation of events, are 

inevitable when endeavouring to describe the initial stages of a child’s musical progress 

many years after that development has taken place. Likewise, problems can be 

encountered with the second approach, with findings frequently only serving to provide 

a ‘snapshot’ of what is gradually taking place over a much longer time frame.  

An overview of more recent key studies in the field in fact shows a diversity of 

approaches. In addition to the previously-noted research conducted during the early 

years of training (in which retrospective issues do not generally arise), there exist 

studies that have traced development mainly at the time of the training (specifically, 

childhood and/or adolescent-focused) but have incorporated retrospective aspects, hence 

utilising a combination of contemporaneous and retrospective data (Bastian, 1989; 

Csikszentmihalyi et al., 1993; Sloboda & Davidson, 199680). Secondly, there are those 

that are purely retrospective but ‘recent’ in their target of the same (childhood and/or 

adolescent) age range so as to not allow any significant time lapse (Howe & Sloboda, 

1991a, 1991b; Sloboda & Howe, 1991); and, thirdly, those that have occurred in 

adulthood (Sosniak, 1985). In the fourth category lie studies that comprise a mixture of 

the above approaches by utilising two populations (in-training and post-training 

participants, or ‘sub-experts’ and ‘experts’) (Macrae, 1989; Manturzewska, 1990; 

Hallam, 1992). 

In contrast to the previously-noted ‘snapshot’ studies of one or two weeks (Ericsson, 

Krampe & Tesch-Römer, 1993; O’Neill, 1997), other research has been more prolonged 

in its duration (four to five years in the case of Bloom, 1982, Sosniak, 1985a, 

Csikszentmihalyi et al. 1993; and even longer, in the case of Hendrickson, 1986, and 

Gross, 2001). Sample sizes have ranged from large (257 in the case of Sloboda & 

Davidson, 1996) to small (four in the case of Hendrickson, 1986). Moreover, some 

studies have occurred across various domains (music and non-music) (Freeman, 1974, 

1991; Bloom, 1982; Csikszentmihalyi et al., 1993; Gross, 1993, 2001), while others 
                                                           
80 In the full 1996 investigation, the team of researchers comprised Sloboda, Davidson, Howe and Moore.  
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have been in the context of specialist music schools (Brackenbury, 1976; Lagutin, 1985; 

Glynne-Jones, 1985; Hjemas, 1985; Macrae, 1989; Howe & Sloboda, 1991a, 1991b and 

Sloboda & Howe, 1991; Randall, 1993; Sloboda & Davidson, 1996).    

The three major studies of adolescents’ music development considered highly relevant 

for the present study are those by Sloboda and Howe (1991) (refer also to Howe & 

Sloboda, 1991a, 1991b), Sloboda and Davidson (1996) (refer also to Howe, Davidson, 

Moore & Sloboda, 1995; Sloboda et al. 1996; Davidson et al. 1996, 1998), and 

Csikszentmihalyi et al. (1993). Each of these sought to identify significant factors in 

young musicians’ backgrounds and trace their paths of training. Sloboda and Howe’s 

investigation, reported in 1991, formed preliminary work for the more extensive 

research undertaken with a team of researchers. It took a purely retrospective interview 

approach over a three-month time frame, involved 42 students (aged 10 to 18, studying 

at Chetham’s School, Manchester, England) and 20 of their parents, and addressed 

similar issues to those in the present study. Their findings contradict traditional 

assumptions: namely, that most outstanding music students display early signs of 

musical promise, tend to emerge from musically-active families, generally receive 

musical training from earlier ages than average music students, and spend larger 

proportions of time practising than their musically-average peers.  

Sloboda, Howe, Davidson and Moore extended this research, expanding their sample to 

include 257 students, aged 8 to 18 years of age, and representative of a wide range of 

music abilities. One hundred and nineteen of these were high achievers enrolled at 

Chetham’s, and the remaining 138 students were arranged in four comparison groups 

(one of which comprised students no longer playing their instruments). While utilising 

the retrospective approach of Sloboda and Howe (1991) (interview questions focusing 

on students’ music backgrounds), it included contemporaneous elements (completion of 

practice diaries over a 42-week period). Conclusions related to the music backgrounds 

of the high-achieving young musicians both reinforced and developed the trends 

observed from the previous study, and showed: firstly, clear tendencies for such 

students to have non-musical parents who had provided significant support and 

encouragement; secondly, teachers to have been perceived as good instructors, 

demonstrating high professional qualities, and friendly in nature; thirdly, students’ 

motivation levels to have increased over the learning years; and fourthly, for their 

engagement in formal practice to exceed their informal practice.    

                                                                                                                                                                          
Findings have been reported over a number of years in a series of articles by these authors. 
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The researcher’s decision to draw on the design and findings of the two (1991, 1996) 

studies of Sloboda and Howe and their colleagues has been primarily for reasons due to 

their extended research into the music development and achievement of young 

musicians and, hence, acknowledgment as leading researchers in the field. Contentious 

issues, such as the ‘nature-nurture’ debate, obviously emerge from such investigations. 

From his perspective of ‘talent and giftedness’ noted earlier, Françoys Gagné, for 

example, has criticised Sloboda and Howe (1991) for what is perceived as a ‘strict 

environmental’ framework, claiming them to have ignored the notion of musical 

aptitude and the role of musical giftedness as significant causal factors in musical 

achievement. Gagné’s (1999) criticism of their data interpretation from their 1991 

preparatory study has since been defended by the authors (Sloboda & Howe, 1999) on 

the grounds that this research was of minor proportions and their claim at the time that 

no theoretical weight should be placed on the outcomes. Their perspective that 

insufficient research evidence exists across the literature for an argument of genetic 

differences to substantially affect (positively or negatively) individual differences in 

music achievement is shared by the author of the present study, who, as noted in 

Chapter One, considers both exposure and innate abilities as contributing factors to 

music achievement. The general findings of Sloboda and Howe and their colleagues 

were: 

• Early signs of musical precocity are not normally visible (hence countering the 

notion of innate musical talents);  

• From the commencement of learning an instrument, parental involvement with 

initial practice and lessons affects the likelihood of the child persisting;   

• Parents of high-achieving music students tend to be amateur players and listeners 

rather than performers; 

• Parents place high value on music ability (and therefore encourage their children’s 

pursuits); 

• Over time, parental external support is replaced by the student’s own motivation and 

tends to lead to autonomy in their practice; 

• Parents and teachers exert high levels of direct involvement on the child’s music 

development; 

• First teachers are generally perceived as friendly and proficient on their instruments; 

• The generation of children’s interest in music and the sustaining of a music 

commitment rests largely with parents and teachers, whose role it is to provide an 
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initial external source of motivation early on in the learning process;     

• High-achieving students achieve significantly greater amounts of practice time 

(ranging from approximately twice as much as moderate achievers, to up to eight 

times more than students ceasing lessons); 

• Nature of practice is highly individualistic (and varies according to specific areas 

needing improvement), does not necessarily take place at the same time each day 

and, rather than remaining constant in duration, tends to fluctuate (increasing with 

goals and declining over holiday periods, but also subject to other external factors).  

Another major investigation in this area was undertaken by Csikszentmihalyi et al. 

(1993), who traced 208 outstanding students in five areas of talent (art, athletics, 

mathematics, music, and science) over four years. The findings of this research clearly 

highlight information, motivation, and discipline as three primary factors upon which 

the development of talent is dependent. Moreover, success is shown to be strongly 

linked with various factors including hard work, personality characteristics, 

socioeconomic status, parental support (material and psychological), access to 

opportunities, and appropriate teacher expectations. The quality of experience proved to 

be equally vital for high accomplishment in any of the fields, determining the level of 

enjoyment gained, and the extent to which the individual finds activities intrinsically 

and extrinsically rewarding. Individuals who excel were found to have an ‘autotelic’ 

personality, and were reported as highly-disciplined, focused, capable of working in 

solitude, deriving pleasure from challenging tasks, and able to balance a range of 

commitments. Also highlighted were a number of common deterrents to the talent field: 

boredom, anxiety, competition pressures, and sacrifices (time, social, financial), all of 

which were capable of producing underachievement (or ‘dropping out’). In sum, the 

findings reinforced the connection between enjoyment and learning as rooted in 

Aristotle’s thinking and continued in the philosophies of Dewey and James. They 

acknowledge the necessity for both immediate and long-term extrinsic rewards, 

personal enjoyment, the existence of conflicts, the assistance and obstacles of learning 

environments, and high levels of parental support.    

2.4 Studies of the Relationship between Music and Non-Music Ability 

A further area explored in this study of adolescent music development is the 

relationship between music and non-music ability. Investigation of the degree to which 

the music ability of participants in the study paralleled their academic ability was 

informed by various studies of music and non-music ability that have been conducted 
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by a growing number of researchers in recent times. 

In their comprehensive survey of research into links between the arts and verbal 

achievement, mathematical achievement, spatial reasoning, nonverbal reasoning, and 

visual and verbal creative thinking, Winner and Hetland (2000) report evidence for 

relationship, but not causality, in some of these areas. Current theories regarding 

situations where arts engagement has led to improved academic performance consider a 

range of explanations, including the roles which factors such as self-confidence, 

motivation, high standards, intense engagement and persistence (personal traits 

frequently developed through arts learning) might play in enhancing academic 

performance.81 Claims, then, that learning in the arts is associated with academic 

improvement, and that cognitive skill development arising from such activities may lead 

to high academic achievement, are considered to have merit.   

Fiske (2000) edited a recent compilation of American research in this area that 

examines the impact of arts experiences on school children. In this collaborative 

research involving children from Years 8 to 12, Catterall, Chapleau and Iwanaga (2000) 

report positive academic development for children participating in the arts, finding 

evidence, for example, to support links between musical engagement and success in 

mathematics and reading. Positive effects associated with arts experiences are identified 

as including the provision of additional challenges, the encouragement of self-directed 

learning and the capacity to experience ‘flow’ (total absorption in the learning process), 

and self-regulation, identity, and resilience. Valuing of the arts is also well-documented. 

The arts provide a diverse range of learning opportunities, enable high-achievement 

goals, promote team spirit and positive peer associations, all of which contribute to 

optimal conditions for enhanced academic learning. An even broader view considers the 

value of collaboration, tenacity, self-discipline, and self-expression which, fundamental 

to the pursuit of the arts, are also necessary life-skills and transferable to other contexts 

(Heath & Roach, 2000, p. 33).   

More than a decade ago, Harrison (1988) (whose own research has suggested music and 

non-music links) cited the efforts of Roby, Rainbow, Whellams, Young, Hufstader, 

Webber, and Hedden, all of whom had reported relationships to exist between general 

intelligence, academic ability, and music ability. Hedden, for example, had observed the 

                                                           
81 The consideration of other factors is not new. Numerous researchers over the past few decades (for 
example, Phillips, 1976) have sought to explain high correlations reported between musicality and 
intelligence by considering other factors, particularly the environment and social status.    
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tendency for ‘all-round’ high-achieving students to also do well musically, and 

concluded the single best predictor of music achievement to be academic achievement.  

Gordon also investigated these areas, and concluded that musically-gifted students were 

not necessarily gifted academically, and furthermore warned against false assumptions 

that all musically-gifted students possessed superior intelligence, or that all students 

demonstrating superior intelligence were musically gifted (Gordon, 1989, p. 33). 

Gordon described a relationship of music giftedness, overall intelligence, and music 

development, and argued that although the musically-gifted student with superior 

intelligence would learn more rapidly than the musically-gifted student with average 

intelligence, it would be the musically-gifted student with average intelligence who 

would learn more quickly and eventually develop into a better musician than the 

intellectually-gifted student possessing average music aptitude. 

More recent research findings have not only continued to demonstrate such trends, but 

also suggest further ways in which the arts affect personal competency. Stewart, in his 

1991 research (cited in Thomas, 1992, pp. 426-7), explored relationships amongst 

music, academic achievement and self-concept, and reinforced Frakes’ earlier research 

that showed those involved in music to possess higher academic ability and more 

positive attitudes than non-music participants and drop-outs from music activities 

(Frakes, 1984, cited in Hallam, 1997b, p. 185).   

Csikszentmihalyi et al. (1993) also provided evidence supporting musical and academic 

links. Investigating the academic ability of high-achieving (‘talented’) adolescents 

across the five performance domains mentioned earlier (mathematics (n=40); science 

(n=19); athletics (n=58); music (n=36); art (n=28)), they reported high-achieving music 

students on average to be among the top 20% of their high school class, and that such 

academic strengths were evidenced by the fact that 33% of these students had been also 

identified for their excellence in the mathematics or science domains.82

The recent USA report detailing the impact of the arts on learning suggests close links 

between music engagement and cognitive development in mathematics. Rauscher’s 

studies with young children have shown early instruction on a musical instrument 

enhances spatial-temporal reasoning, and hence assists mathematical thought and 

understanding (Rauscher, 2001), and, at the secondary school level, the 1991 findings of 

Bahna-James (cited in Catterall et al., 2000, p. 10) demonstrate significant relationships 
                                                           
82 In order, the average placement of the remaining students in relation to their school classes were as 
follows: science and mathematics (top 5%); science only (top 10%); mathematics only (top 15%); 
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between students’ music theory and mathematics grades.   

All of the above investigations have been carried out overseas, and in different 

educational contexts.  Australian studies that have sought to explore relationships 

between music and academic ability are few, and include the research of Fox (1982), 

Bresciani (1987), Gross (1990, 1993, 2001), and Nisbet (1998). As these are important 

to the current study, key findings are discussed. 

Fox (1982) analysed the matriculation results of 562 South Australian students. His 

findings demonstrated ability in music as a humanity and social science to be broadly 

comparable with ability in other subjects. By contrast, the relationship between music 

and non-music ability proved not as high for performance students, possibly due to 

associated time commitments negatively affecting time available for other studies. 

Fox’s observation of the differences between ability in music as a humanity and music 

as a performing art (the former correlating well with ability in other subjects, but the 

latter not) appears to parallel the finding of Harrison (1988) that music theory in 

particular, with its written-work component emphasising analysis, abstraction and 

generalisations skills, resembles the skills required for academic studies. 

Bresciani’s (1987) research with grade 6 and 7 students of differing music education 

experiences (Yamaha, Suzuki, Kodaly, and traditional instruction) however found no 

evidence of transfer from music to academic learning. Comparison with findings of 

earlier research with younger students (much of which has reported musical to non-

musical transfer), led her to conclude that early cognitive benefits from music education 

may not persist.  

Some research shows music and non-music links to emerge strongly in individuals 

possessing remarkable abilities. Gross’ (1990, 1993, 2001) tracking since the mid-

eighties of 35 or more ‘very highly gifted’83 students, aged between 6 and 14, has found 

extraordinary musical aptitude to be very strongly linked to high intellectual ability 

(Gross, 1990, pp. 10-1). Her findings, in a performance context, parallel Fox’s 

observations of a similarity between the skills required to understand the theoretical 

nature of music and those utilised in traditional academic contexts. The intellectual 

challenge of activities associated with music learning (analysis, synthesis, critical 

appraisal and evaluation) was identified as requiring the higher-level reasoning skills 

necessary for high academic achievement. High intellectual capacities and the capacity 

                                                                                                                                                                          
athletics (top 30%); art (top 40%). 
83 The phrase ‘very highly gifted’ is Gross’ description of these students’ ability levels. 
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for cognitive integration typified the individuals in Gross’ study, all of whom were 

considered outstanding in their fields.   

Focusing upon the relationship between music and spatial intelligence, Nisbet (1998) 

tested the abilities of 10 and 11 year old children to match melodies and their visual 

representations, with the intention of identifying the influence of visual and auditory 

factors in auditory/visual matching tasks. His study has highlighted the complexity of 

traditional music notation (with its symbolic and perceptual attributes), and underlined 

the high level of simultaneous cognitive processing ability needed for mastery of 

notation as a visual representation system. Though his findings have demonstrated 

positive effects of both musical and mathematical ability on aural/visual matching, there 

remains the option that success also could be attributed to experience in both domains.    

In summary, research to date indicates that although some evidence supports the notion 

that music ability, academic ability and general intelligence are linked, there is little, if 

anything, to suggest causal relationships.  

2.5 Summary 

Music ability and development are two areas that have attracted widespread attention of 

music education researchers over the twentieth century. Researchers’ considerations of 

music ability have shifted from ‘innate’ to ‘environmental’ extremes, but have adopted 

a more balanced perspective in recent times. The view shared by current researchers is 

that any inborn music ability can manifest itself without external influences, but remains 

largely dependent upon conscious nurturing. 

There is broad consensus that music aptitude refers to the potential for music 

achievement, and, while essentially intuitive, is able to be developed through interaction 

with the environment. Debate has focused on its distribution amongst individuals, its 

relationship with other forms of intelligence, and whether it should be measured using a 

‘unitary’ or ‘atomistic’ approach. The position of music aptitude that is taken in this 

study is aligned with Gordon’s considerations: that music aptitude is a trait common to 

all, is able to be developed, does not necessarily correspond with general intelligence, 

comprises tonal, rhythm, and aesthetic-interpretative dimensions, and is most 

appropriately measured from a ‘unitary’ perspective.  

Music talent and giftedness connote a very special natural music ability or aptitude not 

necessarily intended to be demonstrated in the music abilities of participants in the 

study. The notion of music talent and giftedness is a problematic one, and its avoidance 

in the study is also based on other reasons: firstly, the fact that a consistent notion of 
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what constitutes music talent and giftedness is far from appearing in the literature, 

secondly, the contradiction between definition and usage, and thirdly, an imprecision 

when employed to describe, in general terms, what may be more accurately regarded as 

above-average music ability, a term which is more appropriate for use in the present 

study. 

Less confusion has surrounded the nature of music achievement. The literature shows 

widespread agreement that music achievement is what is learned through training, that it 

is usually content or task specific, and that its measurement should be tailored to the 

learning context.   

Music development is broadly regarded as the product of exposure, or enculturation, 

and is influenced by learning environment. It is a long-term process that is frequently 

manifested in a range of demonstrable, or ‘outward’, music skills, and, in the study, 

pertains to growth in music cognition, music ability, and affective response. Learning 

style, thought processes, and the capacity to self-monitor and reflect on one’s learning, 

are factors that influence music development, and all can be evidenced through music 

practice. Affective response to music is another indicator of music development, and 

this includes music preference, perception, attitude, and engagement. All are important 

factors that have been considered when describing students’ music outcomes at the end 

of the study. Finally, in the study, a holistic sum of each of these areas is used as an 

indicator of students’ levels of music cognition.   

The study of young musicians’ music development occurred in a pre-tertiary specialised 

music learning environment, and was informed by theories and research findings of 

general and music education research. In particular, the general learning theories of 

Bruner, Dewey and Vygotsky, and the philosophical bases of situated cognition and 

metacognition are considered fundamental to modern music training, and have clear 

implications. Firstly, music achievement has to be linked to enjoyment and 

understanding, and secondly, philosophies that emphasise critical thinking and 

metacognition should be adopted to develop the self-reflection and monitoring 

capacities, and strategy-driven learning approaches considered necessary for high levels 

of music attainment.  

In terms of music development theory, the work of Gordon, and Gardner, Davidson and 

Scripp, in particular, have been informative for this study. Research into the 

development of expertise has also been of importance, and includes the investigations of 

Bloom and colleagues, Manturzewska, Ericsson and colleagues, Lehmann, and Hallam.   
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Specific studies of the music development and achievement of young musicians that 

have also informed the design of the study include the collaborative efforts led by 

Bloom, Ericsson, Csikszentmihalyi, and Sloboda, and also Gross’ own research. In 

addition, a number of studies that have explored the relationship between music and 

non-music ability (especially those compiled by Fiske) also have relevance for the 

study.  

The present study of adolescent music development considers the importance of prior 

music experiences and achievements, and describes music development in terms of 

music engagement, preferences, practice, cognition, goals and aspirations, and 

achievement outcomes. Research shows interpersonal support and an individual’s 

intrapersonal attributes, personal learning style, affective response, and even academic 

ability to be associated with music development. The central influence of the learning 

environment on music development has been demonstrated through the work of many 

leading music educators and their research over the twentieth century, and the need to 

develop young musicians capable of self-reflection, monitoring and assuming high 

levels of control over their learning underpins the present study. All of these areas 

pertain to this study which profiles, over two years, the music characteristics, learning, 

and development of 117 adolescents engaged in a pre-tertiary specialised music learning 

environment. As noted, the study draws upon the framework identified in Figure 1.1 

(see Chapter One, p. 19). 

The next chapter provides an overview of some Australian and overseas pre-tertiary 

specialised music training models, describes desirable characteristics of specialised 

programs, and traces the development of the study program from its inception, before 

focusing on its directions and activities at the time of the research.        
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CHAPTER 3 
 

PRE-TERTIARY SPECIALISED MUSIC PROGRAMS AND THE STUDY 
PROGRAM 

 
3.0 Introduction 

This chapter commences with a discussion of the provision of special programs for high 

achievers and those possessing potential in their field, and highlights characteristics 

shown in the literature as desirable for such programs. An overview of the multiplicity 

of available music training program types precedes an investigation of the provision of 

pre-tertiary specialised music programs and their features, before examining the YCP at 

the QCGU, through a description of its rationale, aims and objectives. A brief history of 

the program from its inception summarises its evolving nature over two decades, and 

precedes description of its nature and placement in the study.    

Special programs, of course, exist in a variety of domains, and not just music. Across 

numerous domains of expertise, many programs adopt goals that reflect a ‘dual mission’ 

to balance excellence and equity, and base their rationales upon the acknowledgment of 

interactive and challenging learning environments, democratic principles, non-

restriction of high abilities, societal gain from the development of high talents and 

abilities, and the accommodation of the individual (Clark, 1997, pp. 5-8). 

Indeed, in music, this ‘dual mission’ of providing support for the provision of quality 

training to children of varying music levels, and not only to those demonstrating 

outstanding music abilities, was noted by Lepherd, who identified in various overseas 

models:1

…a link between mass music education and specialised music education, a link 
which suggests that it is easier to identify and develop exceptionally gifted 
children if there is a large number of children receiving music education from 
which selection can be made (Lepherd, 1985, p. 58).2

These programs select participants on the basis of demonstrated music ability and/or 

perceived potential.  

 
1 These models were operating in England, Russia, and Norway. 
2 The ‘dual mission’ here is similar to the ‘two-track’ approach of a large number of programs in the USA 
and Canada that belong to the National Guild of Community Schools of the Arts which aims to offer high 
quality instruction to individuals of all ages and abilities. Important distinctions, however, between the 
practices of this and the specialised music provision relevant to this study include firstly, the fact that the 
USA and Canada focus embraces not just music, but dance, drama, and the visual arts as well, secondly, 
that it includes individuals of all ages (including adults), and thirdly, that it reflects procedures of open 
enrolment (in contrast to audition-based entry). These programs describe themselves as ‘two-track’ in that 
general music learning co-exists with high-level specialised training.  
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The focus of this study is a pre-tertiary specialised music learning environment whose 

primary objective is to create conducive conditions for each individual so that their 

music potential may have greater chance of being realised. Understanding of key issues 

in this type of training is assisted by an awareness of similar programs. Though ranging 

in type and structure, the numerous pre-tertiary specialised music programs considered 

in the next section display similarities in their philosophies, aims, and general content. 

For adolescents, this type of music training normally caters for youth demonstrating 

above-average music ability, or clear evidence of potential. Such programs seek to 

nurture students in a supportive and specialised learning environment and provide 

opportunities not otherwise generally available by bringing together individuals of 

similar music interests and abilities. The notion of ‘ability grouping’ is especially 

central to (and characteristic of) this type of training, and hence an important 

consideration in the study.3   

3.1 Pre-Tertiary Specialised Music Training Programs 

A broad range of pre-tertiary music programs providing for the education of highly-able 

young musicians exists, both overseas and within Australia. Diverse models existing 

throughout Europe, the UK and USA, for example, extend from specialised 

Conservatorium and University-based training (junior departments, pre-college and 

preparatory divisions, and choir schools) to multi-arts programs, magnet programs, and 

schools offering comprehensive education supplemented by extra curricular, weekend 

or holiday music activities and extensions. These models of provision are also available 

in Australia. Some program types commence from infancy (or, sometimes, pre-primary) 

and extend through to secondary school, others begin from primary, and others from 

secondary level. Some focus solely on the senior secondary years (Years 11 and 12 

only).4    

Relevant to this study is the type of pre-tertiary specialised music training offered by 

tertiary music institutions for developing young musicians. Again, many such programs 

exist world-wide, with examples including the junior departments of music institutions 

 
3 The value of ‘ability grouping’ (in contrast to grouping by age) in music has received strong support 
across the literature. In Australia, Gross (1990, 1993, 2000, 2001) continues to argue for this approach to 
be used in academic contexts. For further discussion of the benefits of ability grouping, independent of 
learning discipline, see also Rogers and Span (1993).    
4 For a detailed investigation of the provision of special music schools in Australia, see Randall (1993). 
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throughout Europe and the United Kingdom,5 not to mention the pre-college and 

preparatory divisions of many universities and music schools through the USA.6   

These programs appear to include a standard range of music experiences. The 

researcher’s survey of the design of various overseas music schools throughout the USA 

and the UK revealed the essential aspects of aural and theoretical training, the study of 

music repertoire, ensemble work (instrumental and choral) and individual tuition 

(instrument, voice, and composition) to be common components.7 Course 

implementation varies across programs, with some demonstrating stronger degrees of 

integration than others. A brief overview of a number of available forms of music 

training delivered through tertiary music institutions is presented to clarify and assist 

contextualisation of the discussion of the program in the study.   

3.2 Specialised Music Provision in Australia 

Weekly programs offered by Australian tertiary music institutions to young developing 

musicians comprise two main categories: firstly, the types of pre-tertiary specialised 

music programs noted above, and secondly, comprehensive educational programs 

organised in conjunction with tertiary music institutions that enable music specialisation 

within a secondary school environment. A further three forms of provision exist, but 

these differ markedly in their purposes. These are firstly, an elite type of intensive 

training for exceptionally-talented young musicians, secondly, preparatory programs 

designed for individuals (sometimes mature-aged) intending to pursue tertiary music 

studies, and thirdly, community-based programs seeking to encourage life-long 

learning, specifically through the offering of short courses to the general public. None 

of these three forms of provision is specifically directed to the development of above-
 

5 The researcher obtained information on the junior departments of the following major Conservatories in 
the UK: Royal College of Music, Royal Academy of Music, Guildhall School of Music and Drama, 
Trinity College of Music, Royal Northern College of Music, Birmingham Conservatorium, Welsh 
College of Music and Drama, and the Royal Scottish Academy of Music and Drama. Each of these 
programs operated on Saturdays and aimed to provide high levels of musical training for talented students 
aged 8 to 18. Numerous special music schools for talented young musicians also exist throughout the UK 
and are represented by renowned schools such as Chethams and St Mary’s Music School. Information on 
these was also obtained by the researcher.   
6 Prior to the study, the researcher visited the pre-college and preparatory programs of the following USA 
tertiary music institutions: Manhattan School of Music (Preparatory Division), Juilliard (Pre-College 
Division), Mannes College of Music (Preparatory School); Westminster Choir College (Westminster 
Conservatory), New England Conservatory (Preparatory School), Longy School of Music (Preparatory 
Studies Division), and the Cleveland Institute of Music (Preparatory Division).       
7 As mentioned, the programs examined included firstly a selection of USA preparatory and pre-college 
music programs, all of which were visited by the researcher, and secondly, the junior departments of 
major UK institutions and conservatories, and several specialised music schools. Information on the UK 
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average, school-aged musicians. Their inclusion in the next discussion, however, 

highlights the added roles and responsibilities some tertiary music institutions have 

taken in recent decades to broaden their clientele base, whether though the provision of 

bridging courses to tertiary studies, or by catering for the wider community.8    

Pre-tertiary specialised music programs for developing young musicians include those 

established at institutions such as the Queensland, Sydney, Newcastle, and Western 

Australian Conservatoria, as well as those more recently introduced at the Australian 

Institute of Music in Sydney, and the Northern Territory University. The majority of 

these programs operate on Saturdays and/or week-day afternoons. Secondary schools 

operating in conjunction with a tertiary music institution cater for students with special 

music interests by accommodating music studies within the normal school curriculum 

and include models such as the Victorian College of the Arts Secondary School, Sydney 

Conservatorium High School, and Australian Institute of Music Secondary College, and 

school links at the Canberra School of Music.9   

The three other forms of provision have been noted. The Australian National Academy 

in Melbourne provides a highly-specialised intensive and elite form of training to a 

 
programs was  obtained by written correspondence to each institution, however sparse course 
documentation for many of these programs impeded detailed comparison.  
8 The researcher obtained information on special music programs at the following Australian music 
institutions.  Details of a representation of these appear in Appendix B: 1.1 Specialised music programs 
offered by other tertiary music institutions at the time of the study: an overview. 
• Queensland Conservatorium, Griffith University. Conservatorium Music School, renamed in 1997 as 

the Young Conservatorium; Preparatory Course for intending tertiary music students. Continuing 
Education program, renamed as the Community Music Access program. 

• Central Queensland Conservatorium, Mackay Campus. Preparatory Course.  
• Sydney Conservatorium, University of Sydney. Youth Access program, Year 11 Preliminary course; 

Community Outreach program; Sydney Conservatorium High School. 
• Newcastle Conservatorium of Music, University of Newcastle. Community Music School.   
• Australian Institute of Music, Sydney. Preparatory Division: Young Musician’s program and General 

Music Studies; Australian Institute of Music Senior Secondary College.  
• Canberra School of Music, Australian National University, Institute of the Arts. School links across 

primary and secondary levels; Yr 11 and 12 Certificate programs. 
• Melba Memorial Conservatorium of Music, Victoria. Community music program; Certificate II in 

Initial Music Studies (preparatory program). 
• Victorian College of the Arts, Melbourne University. Victorian College of the Arts Secondary 

School; Preparatory Course (international students). 
• Australian National Academy of Music (subsidiary company of the University of Melbourne). 

Advanced Performance Program; Mastercourse/Masterclass Programs. 
• Northern Territory University School of Music. Centre for Youth Music. 
• Western Australian Academy of Performing Arts, Edith Cowan University. Gifted Musicians’ 

Program.   
9 Not linked to tertiary music institutions, and providing specialised music training in the context of 
general education, are state government secondary schools that function as special music schools 
(sometimes called Special Interest Music Centres), such as those operating in Western Australia and 
South Australia. For an investigation of these, see Randall (1993). 
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small number of ‘gifted’ musicians selected from across the country by audition and 

invitation.  This training provides to participants the opportunity to receive instruction 

from eminent international performers/teachers from Australia and overseas. The other 

two types of provision are the preparatory and community programs and do not reflect 

this elitism.  Preparatory programs, or ‘bridging courses’ established for students who 

have normally left school, but intend pursuing tertiary music studies, include the 

preparatory program introduced in 1975 at the Queensland Conservatorium of Music,10 

the program of the same name at Central Queensland Conservatorium (Mackay 

campus), and, especially for international students, the course at the Victorian College 

of the Arts. Community music programs for persons of all ages constitute the final type 

of music provision, and operate from tertiary institutions including the Queensland and 

Sydney Conservatoria.   

All the described forms of music instruction endeavour to nurture the musical growth of 

the individual. As such, each program type occupies an important position in the context 

of Australian music training. However, as noted, for this study it is the first category of 

training that is relevant: namely, pre-tertiary specialised music programs offered 

through tertiary music institutions.   

To further contextualise the nature of training in the pre-tertiary specialised music 

program in the study, an overview of the development and features of some of the 

described music programs in Australia precedes description of the desirable 

characteristics (see, for example, Cooke, 1974; Renzulli & Deslisle, 1982; Hickey, 

1988; Goldstein & Wagner, 1993; Gross, 2001) of specialised programs. 

3.2.1 Australian Pre-Tertiary Specialised Music Programs: 20th Century 

 Development 

Australian pre-tertiary specialised music programs have emerged over the course of the 

twentieth century, with 1918 marking the beginnings of the Sydney Conservatorium 

High School, the first of its kind across the nation to cater for high-achieving musical 

adolescents.11 Special music schools were later established in several states, with 

Western Australia introducing its first music school for talented adolescents in 1968 and 

 
10 The program initially catered for mature-aged students (especially singers) with limited formal music 
training.  Its purpose has broadened over time, and now includes students of school-leaving age (and 
sometimes younger) who, although possessing insufficient music skills for successful entry into the 
Conservatorium’s undergraduate degree, exhibit high levels of music potential. 
11 For an overview of the developments of the program, see Randall (1993). 
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several Special Interest Music Centres emerging in South Australia from 1976.12 Such 

programs were still, however, in the minority, for, as noted by Radford, limited 

attention was directed to the development of excellence in the arts in Australia prior to 

the 1960s (Radford, 1961, p. 27, cited in Tannenbaum, 1993).   

The need to nurture talent through special learning environments continued to receive 

attention and support, so that throughout Australia, the 1980s in particular were 

characterised by a strong focus on the provision of training for high achievers and, in 

some circles, what became (with accompanying and ever-changing definitions), the 

‘gifted and talented’ movement.13 The result was a burgeoning of various types of 

provision, including enrichment, cluster groups, special interest groups, special 

classes/schools, acceleration, supplementary programs, and other organisations.14  

Under its former name of ‘Conservatorium Music School’, the program in the study, 

having also emerged from these years (mid-eighties), did initially function as a 

specialised program for the ‘gifted’ young musician (Lancaster, 1986). However, with 

changes of directorship, revisions, and refocusing to attract larger numbers of students 

(particularly with the vision to include an Early Childhood Music program), the ‘Young 

Conservatorium’, as it became known, broadened its perspective so that its purpose at 

the time of the study was not one for  ‘musically-gifted and talented’ students. Far from 

being an elitist model, the program was now permitting large numbers of students of 

varying abilities, as were many other interstate programs at this time.15

Despite these changes, an underlying philosophy that esteemed creative music-making, 

shared learning experiences and social interaction amongst students of similar music 

abilities and interests, over isolated development, remained. Another consistency was 

that at no point in the program’s development was the intention to merely duplicate the 

learning traditionally gained from the school or private studio. Rather than reproducing 

these music experiences, the purpose of the program was to provide training and 

opportunities to further extend students’ music engagement and, in doing so, enhance 

their development.  
 

12 Randall (1993) also provides an overview of some of these programs, including their development and 
curricula. 
13 The first policy statement regarding the education of ‘gifted and talented’ children was issued by 
Western Australia (Imison et al., 1986). 
14 For detailed accounts of policy and educational provisions for the gifted and talented in Australia, see 
Braggett (1985, 1993, 2000).   
15 A similar shift from elitism, or ‘hothousing’, in other programs across Australian states has been noted 
by Randall (1993).  
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Across the State, the trend for tertiary music institutions to develop programs that 

accommodated students with high levels of music commitment was seen to fulfil a need 

identified by practising school music teachers, many of whom endorsed the 

appropriateness of programs functioning in this capacity. Indeed, the existence of such 

training, and its potential to prepare students for music training at university level, 

appeared to add support to the ever-growing view amongst teachers that the role of 

school music should be one that promotes musical awareness and engenders a life-long 

appreciation of music as an art form, rather than assuming the status of an ‘over-

academic’ and knowledge-based subject whose responsibilities lay in preparing students 

for music training at university level (Gifford, 1995; Roylance, 1995). 

Certainly, while programs of this nature can well-equip students for further music study 

(and even function as feeders into tertiary music programs), investigation of the aims of 

a representation across Australia and overseas shows this, by no means, to be their sole 

purpose.16 The program in this study, like many others, functioned in a broader sense, 

aiming to promote a life-long interest in music, without expectation that all would 

pursue musical careers.17

The ability of these programs to fulfil more than one function is clear. Not only can they 

provide the young aspiring musician with music training at a more intense and 

specialised level, and even prepare for tertiary music training, but they can supplement 

(and act as an extension to) school music studies, or offer an alternative, especially in 

the instances where school music is unavailable. Finally, these programs can provide a 

source of musical enrichment to those for whom program involvement fulfils no 

additional purpose other than enabling them to develop further their music as a general 

interest or hobby. 

While programs of this nature, in such capacities, accommodate individuals of varying 

music abilities, the tendency for them to inevitably attract university-bound students of 

high music ability and/or potential must be explained. In reality, the fact that such 

programs are popular makes entry highly competitive, with inevitable first placement 
 

16 Randall (1993) details evidence of public confusion over the purposes of several Australian special 
music programs. 
17 Randall’s overview (1993) of the aims of several Australian special music programs reveals a general 
thrust towards broad musical enrichment, and away from elitism. The researcher’s survey of the 
prospectuses of a number of overseas programs throughout the USA and UK showed a similar trend, with 
many such programs regarding their primary goal to be the development of each child’s musical capacity, 
and not the training or ‘hothousing’ of future professional musicians.    
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made to those demonstrating the highest ability levels (or perceived potential for high 

music achievement). The adolescent participants in this study have acquired sufficient 

levels of musical expertise for their ages that enable them to be appropriately classified 

as ‘above-average young musicians’.  

Given the popularity and value of such programs, it is surprising that – with the 

exception of Randall (1993), who investigated the function of selected WA, NSW, and 

SA special schools for the musically-talented adolescent – Australian research has 

directed little attention to this form of music training.  

Recalling that specialised training programs exist across a number of domains (musical 

and non-musical), research identifies there to be various desirable characteristics of 

programs of this nature. These qualities are presented here, and discussed further in 

relation to the music context of the program in the study.    

3.3 Desirable Characteristics of Specialised Programs 

The literature recognises learning through specialised programs to be highly beneficial 

for individuals possessing high ability and/or potential in a domain. Valued aspects of 

this learning medium include the access to expertise in the field, the valuing of the 

domain of learning (and hence, the activities associated with it), the notion of ability 

grouping, the support and guidance that such environments can offer, the enrichment 

and extension frequently gained from engagement with additional opportunities, the 

challenging level of the tasks, high teacher expectations, and the tendency for there to 

be a more individualised learning approach than normally possible in regular learning 

contexts. In terms of learning outcomes, research shows the combination of these can 

promote acceleration in the field. As these findings are important for the study, they 

require further discussion.   

The consensus across the literature is that specialised programs (musical and non-

musical) that support and guide the development of high-achieving students are in fact 

not only desirable, but necessary (Goldstein & Wagner, 1993).18 The once-held myth 

that highly-able students will ‘make it on their own’ was debunked by Bloom in his 

landmark study (Bloom, 1985), which led him to conclude that regardless of an 

individual’s initial characteristics or gifts, extra levels of capability were not attainable 

 
18 See Goldstein and Wagner (1993), where it is suggested that Weinert’s proposed framework for the 
development and fostering of talent (involving incitations, offerings, challenges, incentives, counselling, 
and co-operation) may even serve as a possible theoretical underpinning for special programs. 
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without a lengthy and intensive process of encouragement, nurturing, education and 

training.   

Bloom (1985) compared the teaching and learning approaches utilised in the 

development of talent with the educational practices usually employed in traditional 

school contexts, and found the nurturing of talent development in general to be more 

individualised in its approach, more encouraging of higher levels of accomplishment in 

a single specialised area, and more likely to contain a greater purpose and meaning for 

high-achieving students, thereby encouraging in individuals the high motivational levels 

necessary for the accomplishment of hard work. The appropriateness of, and need for, 

this type of nurturing in the talent development process has been echoed by many 

researchers including Sloboda and Howe and their colleagues (Sloboda & Howe, 1991; 

Howe & Sloboda, 1991a, 1991b; Sloboda & Davidson, 1996; Howe et al., 1995; 

Sloboda et al., 1996; Davidson et al., 1996; Davidson et al., 1998) and Csikzentmihalyi 

et al. (1993) in their studies discussed in Chapter Two.   

The responsibilities of the specialised music program to highly-able young musicians19 

in this respect are clear, and were, in Australia, earlier articulated by Cooke (1974, p. 

254):   

The overall program should allow the children to develop their specialised 
talents to the absolute maximum; should allow them to feel at home in a highly 
specialised musical atmosphere, but one which will not isolate them from 
ordinary citizens or from ordinary life in general.  

In regards to education and training, programs for high achievers are often shown to 

reflect changes in breadth and/or depth (enrichment), pace (acceleration), and content 

(differentiated curricula). The need for special instructional programs that can provide 

additional opportunities not generally available through regular instructional programs 

had been noted by Renzulli and Delisle (1982, p. 727), who considered further training 

to be necessary for the development of high ability levels, task commitment, and 

creativity. Their argument, also, has continued to receive strong endorsement, with 

Southern, Jones and Stanley (1993) and Clark (1997, p. 26), for example, also 

highlighting the necessity for special activities to be particularly made available for 

individuals demonstrating advanced or accelerated development.   

 
19 The term ‘highly-able musicians’ is the researcher’s substitute term for Cooke’s term, ‘musically 
gifted’. 
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Research shows additional opportunities to be optimised frequently through the talent 

development strategy known as ability grouping. In Australia, Gross (2001, p. 22) has 

observed ability grouping to be inherent to music training, especially in the context of 

music ensembles, where homogeneity of ability and/or achievement is usually reflected. 

With ability grouping enabling above-average young musicians the experience of 

working with ability peers, the appropriateness of this practice in specialised music 

programs is well supported. 

Gross is one of many to have also promoted a range of other strategies as also useful for 

fostering music ability. These include acceleration, mentorships, sustained and rigorous 

practice, pride in achievement, and opportunity for social comparison (Gross, 2001, pp. 

21-2). All these strategies are well-known for their effectiveness, and appear to be 

embraced in the music learning environments of specialised music programs noted in 

the study.  

In all, there is widespread support across the literature that special programs can provide 

supportive social environments and high-quality educational experiences for high-

achieving individuals. It is highly desirable that expert tuition be accessed in 

surroundings that value the field of pursuit (in this case, advanced forms of music 

making), that this tuition be available alongside peers of similar ability, that talent be 

nurtured, that the value of opportunity and exposure be recognised, that there be 

sufficiently-challenging goals, accompanied by high teacher expectations, and that 

instruction accommodate (and be tailored to) personal needs and learning styles. 

However, effective functioning of these programs and the likelihood of successful 

outcomes are also dependent on a range of other factors. The importance of, for 

example, a well-articulated philosophy, clearly-stated goals, quality instruction, and 

adequate administrative support, has been highlighted over decades by overseas 

researchers, all of whom have cited the fact that programs do not always meet 

expectations (Hickey, 1988, p. 231). 

In Australia also, some music programs have been found to be lacking in such areas. 

The fact that some programs exhibit such weaknesses has emerged from Randall’s 

(1993) observations of selected forms of Australian special music training provision 

(Randall, 1993).  Randall’s findings from an investigation of seven Australian special 

music schools in WA, SA and NSW highlighted these four areas (philosophy, aims, 

instruction, and administration) to be problematic in some cases, and also raised 
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additional issues of concern. Several programs lacked clearly-defined philosophies and 

aims regarding whether the intention was to nurture the ‘gifted and talented’ student, or 

to project a more student-centred approach by focusing on the development of each 

individual; others did not possess standardised and equitable selection processes. 

Problems related also to curricula, and, in some programs, included firstly, an 

imbalance and lack of integration of practical and theoretical subjects, secondly, a 

restriction of musical styles (in favour of western art music), and thirdly, a lack of 

integration amongst the range of available subjects. Other concerns for some programs 

related to teacher training levels, stability of teaching staff, finances and resources. As 

noted, each of these areas impacts upon learning outcomes and/or client satisfaction. 

The direction of a program is steered by its philosophy and goals. Research shows there 

to be some fundamental and common aims that seek to ensure that the benefits of such 

programs are maximised for participants. Hickey is one of many to have reinforced the 

importance of clearly-defined goals for specialised programs, alluding to the support 

and guidance, the value of collaboration through ability grouping, the environment that 

promotes the ‘specialness’ of the domain, and the importance of extension through 

challenging tasks that such training can provide, to be the basis of three important 

educational goals for teaching highly-able youth: firstly, the provision of a learning 

environment that will permit and encourage capable students to realise their potential 

while interacting with intellectual peers; secondly, the establishment of a climate that 

values and enhances intellectual ability, talent, creativity and decision-making; and 

thirdly, the development of, and provision for, opportunities for utilising higher-level 

thinking skills involving analysis, synthesis and evaluation (Hickey, 1988, p. 231).   

In music, the following seven goals for specialised training for highly-able young 

musicians were advanced by Cooke (1974, p. 254), and clearly reflect the access to 

expertise, the opportunities, extension, and ability grouping all considered beneficial in 

talent development circles:20

• teaching by highly competent ‘above average’ teachers  
• associating and working with other equally-gifted students  
• being brought into contact with professional levels of music performance and 

rehearsal  
• being given the opportunity to perform in suitable public events  
• being given a broad musical development and not only a specialised instrumental 

facility 
 

20 See also Cooke (1977). 
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• being given a complete and balanced education to fit the person not only for the 
musical world but for life in general 

• living, mixing and working not only with other equally-talented students, but also 
with average children 

Goals for these programs are therefore well-identified in the literature, however 

empirical evidence of music program outcomes is lacking, an issue addressed in the 

present study.   

The following discussion demonstrates that the YCP was developed, and evolved to 

reflect these principles of good provision emerging from the literature and other 

practice. It therefore provided an appropriate data source for the conduct of this study. 

3.4 The Young Conservatorium Program 

3.4.1 The Rationale, Aims and Objectives of the Program at the Time of the 

 Study 

It is difficult to establish the exact rationale and purpose for the YCP from documented 

sources. In general, however, the program was a form of specialised music provision 

that catered for infancy to adolescence, and whose goals were to nurture musical 

training by providing expert tuition within a conducive learning environment.  

Changing leadership over the years, periods of rapid expansion, and a recent change in 

thrust and aims (described below), presented challenges when attempting to identify 

contributing factors, circumstances and events that may have influenced decisions 

regarding the program’s purpose at various stages of its operation. The following 

describes the direction of the program at the time of the study, based on the discussion 

outcomes of ongoing curriculum development meetings attended by the researcher, and 

the official documentation available at the time.      

The rationale for the program is best exemplified by an extract from the 1999 

Handbook: 

The Young Conservatorium exists to provide young musicians with a 
high quality and intensive music education which supports each child 
in the development of what [is hoped] will become a lifelong interest 
in, and love of music appreciation and music making. [The aim is] to 
achieve this by providing a nurturing and supportive teaching and 
learning environment that celebrates all forms of musical and artistic 
expression and values individual creativity and the development of the 
unique potential of each child. In carrying out this role, [the] vision is 
to establish a dynamic and interactive relationship between music 
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makers, music educators, and the Queensland community at large 
(Young Conservatorium 1999 Handbook). 

From this it is clear that the program’s underlying philosophy was one that maintained 

that students should receive appropriate learning opportunities through exposure to a 

broad range of music activities, that these activities provide high-quality music 

experiences, and that such experiences be available to large numbers of young 

musicians. The concepts of exposure and quality training were in fact fundamental to 

the program from its earliest years, however the notion that instruction be available for 

all stages of young musicians’ music development (from beginner/infancy to 

advanced/adolescent) was new, and reflected the previously-described ‘dual mission’ of 

programs that acknowledge that high potential tends to be more easily recognised in 

learning environments which offer training to a large population of students, and enable 

general music learning to co-exist with high-level specialised training for more talented 

students.  

The program was flexible and market-driven, aimed to provide participants with a broad 

music experience, and offered a diverse range of music opportunities. The interpretation 

of what constituted a broad music experience, however, reflected a marked change from 

previous years. Whereas the notion of ‘a broad music experience’ in the past had meant 

compulsory engagement in a balance of practical, aural and theoretical training 

(involving three ‘core’ components: individual practical lesson, ensemble, and 

musicianship class) to reflect the importance of skills across a broad music skill base, 

and a holistic view of ‘the musician’, breadth of music experience in the program at the 

time of the study was largely  determined by the family of the individual, and could, 

depending on commitment and/or finances, represent engagement in as many or as few 

components of the program as desired, subject to satisfactory audition. This was the first 

time in the history of the program that students were able to select their own program of 

study, according to individual needs and tastes, with no aspect of the program 

mandatory.   

Clearly, opportunity and exposure, high-quality delivery, and access all underpinned the 

direction of the program. The community thrust was ambitious, seeking to cater for the 

inevitable diversity of musical needs and interests from a much broader-based clientele 

than before, in the small, more selective program of earlier years. For the program itself, 

flexibility and expansion meant increased course offerings, more staffing, greater 
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flexibility of timetabling, and higher enrolments, and, for families, a number of side-

benefits. The program sought to accommodate the busy, extra-curricular activities of 

students by timetabling activities over the week and weekend (in contrast to the 

previous restrictive timetabling on two afternoons per week), not to mention to assist 

parents, at a time of marked increase in tuition costs (necessitated by a steady decline in 

government funding over the years), to exercise some control over the extent of their 

child’s engagement in the program, rather than meet the rising costs of compulsory 

enrolment in all traditional areas of the program.  

The spirit in which these changes in the program were made appeared to be a positive 

one, and contained attractive options for families, including added timetabling 

convenience and budget considerations. However, there were potential pitfalls 

associated with assigning families the responsibility of determining the type of music 

experiences appropriate for their child, especially in the case of non-musical families, 

whose lack of familiarity with music learning could be insufficient to ensure appropriate 

guidance. Moreover, it was inevitable that free selection of activities would interfere 

with course integration, and lead to the disappearance of what was initially conceived as 

a core of three interdependent dimensions of music learning. 

The community-based thrust of the program also had clear implications for the future. 

From now, the program would possibly attract not only the musically-advanced (and 

often older) individual for which the program had always catered, but considerably less 

experienced (and often younger) individuals as well. Of course, the community focus 

did not, in itself, guarantee access to the program, as entry was still (except for the Early 

Childhood Music Division) by successful audition.21 Neither did the decision to 

increase student intake imply a lowering of standards. Indeed, with an ever-increasing 

demand for specialised music tuition, and potential access to a range of diverse music 

experiences, entry to the program remained highly competitive, with acceptance at the 

secondary level, as previously noted, still dependent upon the acquisition and 

demonstration of, or potential to achieve, above-average performing levels.   

All things considered, the new direction of the program and its intended role were 

significant developments. These developments reflected a broad vision to develop 

strong community links and attract large numbers of students with diverse interests and 

 
21 The single audition traditionally required for entry to the program as a whole was, however, replaced 
by separate auditioning processes for program components. 
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abilities, and involved offering a broad range of music experiences from which free 

selection could be made.   

Again, although not documented, the program was guided by a clear sense of direction, 

aims and purposes that reinforced the decisions leading to its expansion and broadened 

vision.  The program’s directions showed a thrust broadly aligned with goals identified 

in the literature as important for such training. The program focus here was one that, as 

earlier noted, typifies many other Australian and overseas models, in its community 

focus and emphasis on life-long music valuing (whether career or non-career-related).  

The primary goal of the program was to provide quality music training within a 

supportive learning environment. The program aimed to provide opportunities, 

guidance, and conducive learning conditions for music development. As explained, 

though capable (by its specialised nature) of equipping many students with the 

necessary skills for further tertiary music study, the program’s broader intention was to 

provide its participants with an enriching experience, and instil in them a life-long 

desire for music. Hence, students’ aesthetic development was encouraged through all 

aspects (performing and non-performing) of the program.  Engagement in the program 

sought to enhance students’ musical interaction, increase their musical interest and 

enjoyment, positively influenced their attitudes, and widen the scope of their musical 

awareness.  

The interaction, both musically and socially, with others of similar interests, also 

afforded students the opportunity of developing interpersonal relationships with peers 

and teachers, from whom encouragement and support could be provided. Formal 

learning in the program also promoted student-teacher interaction and highly-

individualised learning, specifically through one-to-one tuition, and small-group 

instruction. Furthermore, with sensitivity towards individual differences, the program 

sought to enhance personal learning styles and develop the intrapersonal attributes 

considered desirable, and even necessary, to sustain music engagement and achieve 

successful outcomes.  

These intentions of the program mirrored the broad types of goals suggested in the 

literature as appropriate for specialised programs, and, in many cases, even those with a 

‘gifted and talented’ focus. For example, the qualities of high achievers, as noted by 

Renzulli and Delisle (1982), of high ability, task commitment, and creativity, were 

recognised as valuable for music development, and the program sought to develop these 
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traits, as applied to music, in all students. Moreover, many of the fundamental tenets of 

the program paralleled the broad goals of support and guidance, ability grouping, 

valuing of the domain, extension and challenge, considered by Hickey (1988, p. 231) 

and others to be appropriate for such specialised programs. Goals similar to those 

advanced much earlier by Cooke for the provision of specialised training for the 

musically ‘gifted’ were present also, with learning seeking to provide conditions that 

would meet needs that he identified (see section 3.3: Desirable characteristics of 

specialised programs, pp. 88-9).22  

Understanding of the nature of learning in the program is assisted by knowledge of its 

development over the years. A very brief history of the program, from its evolution to 

the time of the study, is provided in the next section,23 and precedes description of the 

nature of the program over the time-frame of the study. 

3.4.2 The History of the Program 

The Queensland Conservatorium of Music introduced its Conservatorium Music School 

in 1984, in the belief that a young musician’s potential is greatly assisted, and more 

likely to be achieved, in a specialised music environment attracting individuals of 

similar music interests and abilities. The Music School existed for some time within the 

Conservatorium’s Continuing Education program, and operated with the assistance of 

State-Government funding, supplemented by tuition fees, but with several scholarships 

available for students with outstanding music potential. Its purpose during the initial 

years was to provide specialised individual and group-based music instruction primarily 

to musically-gifted students in the Brisbane metropolitan region. Although most 

students were secondary school-aged, younger individuals demonstrating exceptional 

music skills were permitted, but selected with a great deal of caution to avoid possible 

effects of over-training and burn-out (Lancaster, 1986, p. 67).  

The program comprised Choral and Instrumental strands, however an increasing 

awareness of the need of the program to provide quality training and direction for young 

                                                           
22 Two needs unable to be met by the program were firstly, the provision of a complete and balanced 
education to fit the person not only for the musical world but for life in general, and secondly, living, 
mixing and working not only with other equally-talented students, but also with average children. 
Fulfilment of these implies more than the single-disciplinary, ‘part-time’ learning context of the study 
program. 
23 In the absence of official documentation, the researcher has relied on the memories of teachers involved 
in the program. Personal communication was also made with founding teachers. The account of the 
program’s evolution is the result of numerous personal interviews and written correspondence, combined 
with information supplied by the researcher who taught continually in the program for 12 years. 



composers resulted in the introduction of a third small, but vital, Composition strand 

from 1986 (Fig. 3.1).   
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Fig. 3.1 Conservatorium Music School Program Strands 

Until 1990, the Choral program comprised Choir rehearsals and streamed Musicianship 

classes, and the Instrumental program, in addition to its own streamed Musicianship 

component, provided all students with individual instrumental instruction and chamber 

ensemble opportunities. A change of directorship at this point resulted in further 

developments of the program. Its shift of focus from a program designed for the ‘gifted’ 

young musician, to one intending to accommodate students of ‘above-average’ music 

ability, resulted in a gradual increase in numbers over the next few years. In addition, 

while special circumstances had always permitted the entry of younger students into the 

program, the intake of primary-aged students also increased considerably over this time. 

The Instrumental strand witnessed the addition of more ensembles, and larger 

ensembles were possible with more students. The Conservatorium Music School 

Orchestra and Brass Ensemble (the latter expanded and renamed in 1995 as Queensland 

Symphonic Winds) emerged, and led to increased performance opportunities for 

students. 

Though the program to this point catered well for students whose interests and 

intentions lay in traditional classical music training, there was as yet no formal 

provision for the young musician whose music strengths and preferences reflected a 
 94
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more contemporary focus. A Jazz strand was introduced in 1996, with the primary 

intention to provide such students with opportunities for improvisation and ensemble 

playing, and a Big Band was formed. Across the program, students demonstrated above-

average performing skills, and the performance standard of some of the ensembles in 

the program was sufficiently high to enable organisation of national and international 

tours. 

By now the program had built a strong reputation, attracting not only students from 

Brisbane, but surrounding areas, including Ipswich, Toowoomba, and the Gold and 

Sunshine Coasts. The program was well-regarded in music circles for its role in 

providing many students with the opportunity to engage in advanced forms of music 

training and, moreover, had justified its existence over the years by producing above-

average young musicians, many of whom continued to further their music training at 

tertiary level. Indeed, the fact that many of these students chose to further their studies 

at the QCGU led to the program positioning itself across the music community as a 

reliable feeder into the QCGU’s undergraduate programs.24  

With the program well-established, it was believed that the time had arrived to further 

expand, and not only at the primary level. A pre-primary focus resulted in the 

introduction of an Early Childhood Music division, designed to attract youngsters from 

two years of age. The program entered this new phase of its existence at the 

commencement of 1997, under the new name of ‘Young Conservatorium’. 

The developments of the program from this point took place the year prior to the study 

commencing, and hence have special relevance for the study. Ever-increasing expansion 

resulted in the major structural changes previously described, and which are elaborated 

more fully in the next section. This restructuring all took place from this time, and 

continued over the two-year time frame of the study itself. Hence, the period in which 

the study occurred was one that witnessed greater changes in the program than 

experienced during the previous seventeen years of its operation. 

3.4.3 Developments in the Program over the Time Frame of the Study 

Restructuring involved a reorganisation of the Choral, Instrumental and Composition 

strands into three age-related sectors: Early Childhood, Primary, and Secondary 

 
24 Data accessed from QCGU administration records over the past twelve years, combined with personal 
knowledge from continued teaching at both levels (pre-tertiary and tertiary) over this time, and follow-up 
contact with many graduating students of the program. 



(classical and jazz strands) (Fig. 3.2) as preparation for major program expansion that 

would see enrolment numbers more than triple over the next two years.  
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designed for children between two and eight years of age, and comprised three stages: 

Level 1 (2-4 years), Level 2 (4-6 years), and Level 3 (6-8 years). 

During 1998, a significant increase in enrolments (particularly in the Early Childhood 

Music division) resulted in approximately 550 participants. Over the course of the year, 

the program as a whole underwent a major review with the intention to adopt an even 

broader focus for the future which, in addition to expanding the Brisbane program, 

would respond to the increasing demand for tuition from students living outside 

Brisbane through the introduction of a Choral regional program at the Gold Coast.  

Changes for the Brisbane program, as described earlier, included the disappearance of 

the three traditional core components, now replaced by a new flexibility of subject 

selection, and, for the first time since the program’s inception, the possibility for 

secondary-aged instrumentalists to access the program for ensemble experience without 

having to engage in individual instrumental instruction as in previous years. 

Furthermore, program participation no longer required all students to enrol in 

Musicianship classes, also traditionally mandatory in the history of the program.  

The implementation of these changes in 1999 resulted in a further 30% expansion of the 

Brisbane program and coincided with another change of leadership, the fifth since the 

program’s inception. With enrolments now reaching approximately 750, additional 

course offerings included a number of new group-based practical activities: Chamber 

Music, Chamber Strings, Primary Strings, Wind Orchestra, Junior Wind Ensemble, 

Brass Ensemble, Percussion Ensemble, World Music Ensemble, as well as Small Group 

Tuition (Brass and Percussion). For younger students, there was a newly-structured 

Early Childhood Music program (First Steps, ages 0-3; Growing With Music, ages 3-5; 

Tuning In, ages 5-7), and a Young Beginners Keyboard program (the latter involving 

pedagogical links within the QCGU). This growth necessitated more timetabling of 

events on Saturdays and during the week. In addition, the Regional YCP (Gold and 

Sunshine Coasts) was introduced to accommodate the ever-increasing demand from 

students living outside Brisbane, and comprised a Choral program (Gold Coast) and 

Brass Ensembles program (Gold and Sunshine Coasts).26   

 
25 Where possible, chamber ensembles were organised for pianists. 
26 Program expansion continued in 2000, with the addition of Music Technology studies for secondary 
students, and an Early Childhood Music program at the Gold Coast. As a program now offering 27 
classes, 18 ensembles, individual instrumental, vocal and composition tuition, it was employing 85 
sessional and numerous full-time teaching staff. In less than two decades, its profile had grown to major 



In terms of its content, the YCP now offered enrolled students a broader range of 

opportunities than ever before, and it was this content, combined with selection 

procedures, program philosophy, approaches to learning, teaching methodology, and 

resourcing, that had implications for the nature of the program and its operation. A 

description of its nature at the time of the study refers briefly to the large program 

structure, and then focuses on secondary-aged students’ instrumental engagement, as 

relevant to the study. 

3.4.4 The Nature of the Program at the Time of the Study  

The structure of the YCP is best explained by the following model which displays its 

five program divisions (Fig. 3.3). 

 

 

 

 

 

 

 

 

 

Fig. 3.3 Young Conservatorium Program Divisions 
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As a whole, the program offered practical tuition, ensembles, classes, workshop 

participation, concert performance, competitions, tours, and other scheduled events. 

Documentation and curriculum details were not available. The researcher’s direct 

experience of the program’s operations over twelve years, however, was that its various 

components were complementary.  A growing recognition of the need to formalise what 

was being delivered resulted in focused efforts toward curriculum development that 
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proportions whereupon it was now recognised as being at the very forefront of high quality music 
education in Australia (Young Conservatorium 2000 Handbook). 
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commenced the year prior to this study, and these deliberations were contextualised in 

major revisions of all course offerings at the QCGU.      

For secondary instrumental students, the nature of learning in the program was highly 

specialised and reflected the pursuit of music as a field of excellence. Teachers were 

employed for their music experience and expertise. All were music specialists (full-time 

and sessional University staff), and highly-regarded for their performance proficiency 

and/or teaching expertise. Some had maintained performing careers, and many 

possessed a number of years’ experience teaching in the program.  

Program involvement for secondary instrumental students was demanding, and was 

characterised by challenging activities and high teacher expectations. Although not 

purporting to attract ‘musically-gifted and talented’ students, entry was highly 

competitive and only through successful audition. The program tended to attract 

considerable numbers of musically above-average, secondary-aged instrumentalists, 

with successful applicants demonstrating the attainment of high levels of music skill 

and/or strong evidence of music potential. Audition requirements for secondary-aged 

instrumental students involved the performance of two contrasting works, and possible 

technical work and sight-reading. 

Standards for entry were not easily definable, with identification and selection 

procedures based on potential, as much as demonstrated music achievement. Although 

the audition process sought to identify in applicants indicators of high music ability 

(namely, advanced performance levels, technical proficiency, ease of musical 

expression, well-developed aural perception, and fluent sight-reading), acceptance into 

the program in no way depended on evidence of all of these traits. Successful 

instrumental applicants at the secondary level were expected to have established a 

secure mastery of their instrument, display high music potential, and possess the 

strength of commitment necessary for continued music development. Entry was highly 

competitive and enrolled secondary students (with the exception of keyboard and string 

players27) were required to re-audition annually.28   

Engagement in program activities was aligned with music ability and interest, and was 

 
27 This exemption was on the agreement of teaching staff in these instrumental areas. 
28 In addition to the practical audition, applicants completed diagnostic aural and theory tests determining 
placement in Musicianship levels. However, under the new system (the second year of the study), 
diagnostic testing procedures ceased, with students selecting the newly-named Secondary Music Studies 
classes that were streamed instead according to theoretical skills, and in reference to AMEB standards. 



 100

not age-restricted. The philosophy of the program was that specialised tuition and 

exposure to a range of opportunities enhanced music development. Students 

demonstrating considerable rates of progress were promoted to more advanced 

repertoire, placed in more advanced ensembles, and/or allowed to proceed to higher 

Musicianship levels.  

The program shared some of the philosophies underpinning major investigations such as 

the Contemporary Music Project, Project Zero and Arts Propel: a holistic learning 

approach, active involvement, reflection, and situated learning, as explained in Chapter 

Two. These and other concepts common to numerous models of learning, such as Betts’ 

Autonomous Learner Model (ALM) (1985), were considered important to learning in 

the program, and included the following:  

• an emphasis on the emotional, social, and cognitive development of the individual;  
• encouragement and facilitation of self-esteem; development and enhancement of 

social skills;  
• use of guided, open-ended learning experiences;  
• student-based responsibility for learning;  
• provision of experiences likely to promote life-long learning;  
• the encouragement of teachers as facilitators rather than dispensers of knowledge;  
• integration, reinforcement, and demonstration of higher-level thinking skills in the 

learning process;  
• mentorships that enable adult role modelling;  
• individualised instruction and support;  
• the premise that in-depth studies occupy an integral part of the learning process.  

Students were particularly encouraged to develop the qualities of an ‘autonomous 

learner’, capable of self-reflection, when engaged in instrumental practice. Group-based 

learning (ensembles and Musicianship classes) similarly promoted autonomy and 

reflection, and also sought to explore the notion of collaborative learning.  Peer 

interaction was another important thrust of the program, as Lancaster (1986, p. 69) 

noted early, “students learn to appreciate the skills of others, and to work with them, 

rather than remaining isolated with a limited view of their own abilities.” 

At the same time, and facilitated by high student-teacher ratios, learning in the program 

for secondary instrumental students was highly individualised. With the nature of 

instrumental tuition traditionally one-to-one, and this forming a significant component 

of students’ engagement in the program (normally 45 or 60 minutes per week), 

personalised attention aimed to lead to strong teacher-student bonding and even 

mentorships. Group-based instruction (ensembles and Musicianship classes) similarly 
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aimed to provide high levels of support. For ensembles, this could be through tutorials 

and sectionals, and for Musicianship, through small classes not normally exceeding 10 

students.   

A variety of teaching methods were utilised across the three forms of instruction 

(instrumental lessons, ensembles, and classes) in the program. Methods used in 

instrumental lessons included one-to-one tuition, teacher demonstration, some 

accompanist-directed coaching (when needed), and occasional workshops, 

masterclasses, concert practice, and performances. Ensembles comprised conductor-

directed rehearsals, and sometimes smaller tutorials and sectionals. In Musicianship 

classes, a combination of teacher-directed learning, individual and group work, class 

discussion, research work, demonstration and performance, and audio-visual aids were 

used. Self-directed learning and ‘self-teaching’ were important concepts, especially in 

the context of instrumental lessons, with students, as noted, encouraged to reflect 

regularly on learning. With learning involving engagement in practical and non-

practical activities, opportunities were available for students to apply knowledge across 

practical and non-practical contexts (or, as described by Davidson and Scripp (1992), 

‘in’ and ‘out’ of performance).  

Factors involved in the day-to-day operation of the program, and requiring 

consideration, related to financial issues, facilities, and administration. As noted, the 

program at that time operated under a State-Government grant, supplemented by course 

tuition fees from students.  The venue of the program was well-resourced, with all 

tuition taking place at the QCGU. Shared facilities with the university, however, posed 

challenges of timetabling, especially with recent program changes requiring activities to 

be scheduled outside the traditional Thursday afternoons, with some activities now 

placed on weekday mornings and afternoons, as well as weekends.  

The program employed 62 teaching staff, many of whom were sessional. Program 

expansion meant heavy administrative duties, especially with the 30% increase in 

enrolments, and required, in addition to a half-time Director and full-time 

Administrator, a second full-time administrative assistant. With administration still 

stretched, willing parents also assisted voluntarily with administrative tasks and even 

undertook organisational roles for scheduled events.     

In the next section, the program is further described in reference to a number of models, 

including the full theoretical model, elaborated further from Chapter One.  



3.4.5 The Profile of the Program for the Purposes of the Study 

As noted, the study participants were secondary-aged instrumental students. The 

profiling of the program for the study therefore requires consideration of the available 

components available in the Instrumental and Music Studies Divisions in the program, 

as these formed participating students’ experiences and engagement: instrumental 

tuition, ensemble playing, and Musicianship classes (Fig. 3.4). With the exception of 

some students who were exempt from certain aspects of the program,29 participants in 

the first year of this study were enrolled in the three core components: instrumental 

tuition, instrumental ensembles, and Music studies (Musicianship) classes. For the 

second year of the research, however – and as a result of the described program 

modifications – students were able to select the components of study they wished to 

pursue, no aspect of the program was mandatory. 

Music Studies 
(Musicianship) 

Instrumental 
Tuition 

Instrumental 
Ensembles 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
Fig. 3.4 Young Conservatorium Program Components Available to Secondary Instrumental Students 

It is likely that for many secondary-aged instrumental students, the program was only 

one music learning environment through which they accessed training and experiences. 

Figure 3.5 positions students’ YCP learning in the broader context of their music 

experiences (in and out of the program), and, by doing so, acknowledges multiple music 

learning environments and the roles played by schools and the community in this 

regard. In the present study, students’ music experiences, engagement, and achievement 

are also of fundamental importance for continuing music development. Self-reflection is 

another key concept, and one that can be linked to music attitudes and integration of 

music learning from different contexts (the program, school, and community).   
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29 A small number of students were exempt from musicianship classes, either on account of their 
demonstration of high skills in this area, or for timetabling reasons. Similarly, some students (usually 
pianists) were exempt from the traditional program ensembles. Chamber music was an option for some. 
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Fig. 3.5 The Young Conservatorium Program Positioned within the Context of Secondary 

Instrumental Students’ other Music Learning Experiences 
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The study considers the relationship between integration of learning and subsequent 

music development, and the diagram in Figure 3.5 proposes that the degree to which 

learning in the program relates to and complements students’ other music experiences 

will influence their integration and application of learning. Also important for the study 

is the exploration of interrelationships amongst prior music experiences, continued 

engagement, and overall achievement. Students’ learning within the YCP has been 

placed at the core of the model to reflect the context of the study only, as the likelihood 

that it may be one of many forms of music learning students experience as part of their 

busy music routines is again noted. It is proposed that all these factors are important for 

continued music engagement, and that students’ involvement in the program enhances 

their music development and achievement. 

Music learning environments can contribute to a range of other factors that influence 

music development, namely, interpersonal support, intrapersonal attributes, personal 

learning style, and affective response, as explained in Chapter Two. Hence, the full 
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theoretical model for the study (expanded from Chapter One) now appears as Figure 

3.6, and draws on all of the elements seen to typify desirable programs, and which can 

be seen through the development of the study program. This model considers the 

influence that these factors can have on music development and, moreover, the impact 

that learning environments (and the program environment in particular) can have in this 

regard.   
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3.4.6 Program Activities Available to the Participants in the Study  

Students in the study were able to participate in instrumental tuition, ensembles, and 

music studies classes. As explained, students in the first year of the study were enrolled 

in all three components, unless exempt for special reasons. Those in the second year of 

the study were able to enrol in any activity or activities of their choosing (even beyond 

those listed here), subject to successful audition. Although all were primarily involved 

in classical studies, a small number were also taking jazz and/or world music 

components. Table 3.1 displays, for each year of the study, the specific music activities 

for secondary instrumental students. This is not a restrictive list, as students were not 

excluded from other components of the program. Depending on their other interests, a 

small number of instrumentalists also enrolled across other areas such as composition, 

or choral and/or vocal studies30

Table 3.1  Young Conservatorium Program Activities for Secondary Instrumental Students  

Year 1 of the Study Year 2 of the Study 

Instrumental Tuition 
Individual lessons (45/60 minutes) Individual lessons (45/60 minutes) 

 Small Group Tuition (Brass/Percussion) 
 Chamber Musica

Instrumental Ensembles 
Young Conservatorium Symphony Orchestra (1.5  hrs) Young Conservatorium Symphony Orchestra (1¾ hrs) 
Queensland Symphonic Windsb (1.5 hrs) Chamber Strings (1¼ hrs) 
Jazz Ensembles (1 hr) Young Conservatorium Wind Orchestra (1¾ hrs) 
Big Band (2 hrs) Young Conservatorium Brass Ensemble (2 hrs) 
 Queensland Symphonic Windsc  
 Junior Wind Ensemble (2 hrs) 
 Percussion Ensemble (1 hr) 
 Jazz Ensembles (1 hr) 
 Big Band (2 hrs) 
 World Music Ensemble (1 ½ hrs) 

Musicianship/Secondary Music Studies Classes 
Musicianship, Levels 4 - 8 (45 minutes) Secondary Music Studies, Levels 4 - 8 (45 minutes) 
Jazz Musicianship (1 hr, 45 minutes) Jazz Music Studies (45 minutes) 
 Jazz Improvisation (1 hr) 
 Jazz History (45 minutes) 
 World Music - Music Studies (45 minutes) 

 
a rehearsals determined by course coordinators 
b plus additional 3 hour rehearsals in preparation for tours 
c touring name for Young Conservatorium Wind Orchestra, with additional rehearsals as needed  
 
The researcher’s contact with students was primarily through Musicianship classes, with 

much of the data collection arising from these classes. These weekly lessons involved 

                                                           
30 Course details are described in Appendix B: 1.2 Young Conservatorium handbooks.     
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aural, theory, and compositional activities. Across the program, classes were arranged in 

eight levels (Primary to Secondary), however, as the students involved in this study 

were secondary-school aged (12-18), the minimum Musicianship level undertaken was 

Level 4 and the maximum, Level 8.31  

In all, the program offered secondary instrumental students a diverse range of activities 

in three areas: instrumental tuition, ensembles, and class instruction. These three areas 

operated as core components of the program in the first year of the study (with students 

normally engaging in one subject per area), and in the second year as a free range of 

activities, with no area mandatory. In both years of the study, entry was competitive and 

by audition, and hence attracted secondary-aged instrumental students of above-average 

music ability.  

3.5 Summary  

Specialised music provision throughout Australia and overseas assumes many forms. 

Pre-tertiary specialised music training characteristic of the study program focuses on the 

provision of a specialised and supportive music learning environment where young 

musicians interact with peers of similar music interests and abilities. This specialised 

approach to learning is widely regarded as necessary in talent development circles, and 

is well-noted for its range of benefits. Not only can programs of this nature provide 

access to expertise, offer support in an environment that values the domain, and 

promote ability grouping, but such programs usually reflect a philosophy of enrichment 

and extension, where learning is highly individualised, and accompanied by challenging 

tasks and high teacher expectations. 

Many specialised programs have experienced changing thrusts. Characteristic of the 

direction of many Australian and overseas pre-tertiary specialised music programs is a 

shift from the once-popular ‘gifted and talented’ orientation to the ‘dual approach’ or 

‘two-track’ model that ensures the provision of music training to a diverse population, 

and not just those possessing outstanding music ability.  

For the study program, the shift of focus, although able to be described informally in 

terms of gradual expansion over several years, in fact was consolidated the year prior to 

the study.  Strategic planning to implement changes involved the beginnings of major 

 
31 The nature and developments of the Musicianship component of the program, renamed Secondary 
Music Studies in the second year of the study, is summarised in Appendix B: 1.3 Musicianship classes: 
developments in the program.  
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curriculum development that coincided with the time-frame of the study. Hence, the 

study program, like many of its Australian and overseas counterparts, broadened its 

vision so that its purpose was to accommodate beyond the ‘musically elite’.32 Its 

philosophy demonstrated alignment with many other similar programs seeking to 

address the need to provide young musicians with the types of training and experiences 

necessary to sustain motivation for continued music development. The study program 

sought to offer students learning experiences designed to enhance, and even accelerate, 

music development. Its goals included providing a quality and intensiveness of training 

that paralleled, supplemented and reinforced students’ other music experiences. It 

furthermore aimed to provide students with tuition and support from experienced 

teachers with high levels of expertise and commitment, accommodate personal learning 

styles, promote interpersonal support, encourage the formation of desirable 

intrapersonal attributes, and, ultimately, encourage a life-long love of music. In its 

recruitment of secondary-aged instrumentalists, the program was well-known for its 

competitive entry and auditioning processes, and students in this secondary division of 

the program all demonstrated above-average music ability for their age. 

3.6 Conclusion 

Despite widespread agreement that such training is beneficial, there remains a distinct 

lack of empirical research recording the outcomes of such programs. This study of 

adolescent music development was contextualised in one such program to examine the 

benefits associated with pre-tertiary specialised music training. It draws on information 

pertaining to students’ prior music experiences and achievements to inform their 

development, achievement and aspirations over the two years. The design and 

methodology of the study is described in Chapter Four. 

 
32 However, reduced government funding and the need to attract and rely on fee-paying students have 
eroded this vision to some extent. 



 CHAPTER 4 
 

RESEARCH DESIGN AND METHODOLOGY 
 
4.0 Introduction 

The purpose of the study was to trace aspects of adolescents’ music development and 

achievement for two years in a pre-tertiary specialised music learning environment, and 

to identify the extent to which certain factors influence outcomes. The framework for the 

design of the study is depicted in the model in Figure 1.1 (see Chapter One, p. 19). The 

participants were secondary school-aged students undertaking (or having recently 

undertaken) instrumental, and usually Musicianship/Secondary Music Studies, training in 

this program. Students’ music development and achievement were primarily described 

according to their music cognition, engagement, and instrumental performance.  

The study involved information relating to students’ prior music experiences and 

achievements, namely, training and influences, music practice, engagement, preference, 

aptitude and achievement, as well as their academic achievement, and goals and 

aspirations. Investigation of students’ music development in the two years involved 

consideration of learning environments, the ability for individuals to integrate their 

learning from these environments, and the nature of their interpersonal support, 

intrapersonal attributes, personal learning style, and affective response to music. Student 

outcomes at the completion of the study are defined in terms of their music cognition, 

engagement, achievement (music and non-music), and goals and aspirations.    

Lehman (1992, p. 29) and others have identified a need for research to use a variety of 

data gathering procedures and multiple information sources, particularly portfolio-based 

evidence. The data-gathering formats for this study comprised self-completed surveys 

and tasks, tests, structured and semi-structured interviews, informal discussions, 

reflective journals and practice logs, and yielded both quantitative and qualitative data. 

Though useful for gathering data to provide an overview of student activities and 

outcomes, surveys and tasks did not allow sufficient scope for data to address all 

questions in the study, and for this reason interviews and informal discussions were also 

used to allow the opportunity to probe respondents for additional information in more 

flexible settings. The reflective journals, practice logs and interviews also greatly 

informed the study, particularly in relation to class learning experiences and 

instrumental practice, and the metacognition associated with each.   

The research questions identified in Chapter One were developed with the intention to 
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identify what relationships exist amongst students’ prior music experiences and 

achievement, music learning environments, students’ integration of their learning, their 

attitudes and music achievement, and how far gender, age, nationality or academic 

ability are related to their music development in the study. 

As explained in Chapter One, two of these questions served as the primary focus of the 

study, with the first relating to the role of the program in students’ music development, 

and the second directed towards the identification of links between students’ prior music 

experiences and achievement on entry, continued engagement and successful 

achievement in the program, and goals and aspirations upon leaving the program. The 

first of these questions was addressed by firstly seeking the views of teachers and 

students in the program, secondly, identifying students’ motivations for participating in 

the program, and thirdly, carrying out various aspects of program evaluation over the 

duration of the investigation. The second question focused attention on various 

environmental factors in order to assess their impact on students’ music training and 

subsequent development. Such areas have been shown to be linked to music outcomes, 

and have emerged as significant issues in the music education literature.  

4.1 Preparation and Contextualisation of the Study 

Preparation for the study involved permission from the QCGU and YCP to undertake 

the research, a university ethical clearance, letters to parents in the program seeking 

case-study participants, initial meetings with these students, correspondence (phone and 

written) to former directors, administrators and teachers involved in the establishment 

and subsequent running of the program, and the design and piloting of data collection 

instruments. These activities were accompanied by a survey of the types of curricula 

offered by pre-tertiary specialised music training programs, and occurred over a period 

of six months in the lead-up to the study.1    

4.2 The Study 

The overall thesis consists of three substudies. The first substudy, a quantitative 

longitudinal and cross-sectional study of students’ music development, involves 117 

students, and draws on the theoretical model of Figure 1.1 (see Chapter One, p. 19). The 

second substudy focuses on the program and students’ post-program directions, and 

gathers information from 44 of its teachers and 112 former students, some of whom 

were from the cohort of 117 students. The third substudy consists of 15 case-study 

students, also from the cohort of 117. In all, the study as a whole reports data from 284 

                                                           
1 See Appendix C: 1.1 Preparation and contextualisation of the study. 
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students and 44 teachers of the program. 

4.2.1 Substudy 1 

4.2.1.1  Design 

Substudy 1 was a one-year quantitative and qualitative longitudinal and cross-sectional 

study, repeated over two years and involving 117 students, and addressed Research 

Questions One to Four, and aspects of Research Question Five (see Chapter One, p. 4). 

The initial design was for a full two-year longitudinal study. However, changes in the 

program and changing engagement of students made this a practical impossibility. 

Indeed, only some 23 students could be tracked in the program over two full years and 

therefore analyses of the data for the cohort over two years have not been undertaken. 

However, 13 of these students are in the case studies of Substudy 3 and their overall 

engagement and experiences are discussed in that context.    

4.2.1.2  Participants 

The participants were 117 students who were involved in the YCP at the time of the 

research, and were selected according to their satisfaction of the following criteria: 

secondary-school; receiving instrumental instruction (individual and/or ensemble-

based); and, preferably, musicianship training2 in the program. Seventy-one students 

were involved in the first year cohort of the study and 46 in the second cohort.   

The students were male and female, and aged between 12 and 18. They were attending a 

large number of schools throughout the Brisbane district, Ipswich and Toowoomba 

regions, and Gold and Sunshine Coasts. All had acquired sufficient instrumental 

proficiency to gain entry to the program by audition.  

The secondary school age range was chosen as the focus for this study for reasons 

largely relating to the general personal and musical maturation levels usually 

developing around this stage, the increasing levels of musical commitment that can be 

demonstrated, and the expected emergence of future aspirations and career intentions 

from individuals of these ages. 

Missing Data 

Missing data are a reality for longitudinal studies. Missing data have occurred mainly 

due to data collection days for which some students were randomly absent. Non-

                                                           
2 Musicianship classes (renamed Secondary Music Studies in the second year of the study) were the 
primary means of researcher access to students. One hundred and fifteen of the students were in fact 
enrolled in one or both classes. The two students (both case studies) that were exempt from these classes 
provided data at other times.   
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attendance for the group in this study can also be attributed to a number of specific 

factors related to student characteristics and the nature of the program learning 

environment. These include firstly, the multiple interests and heavy commitments of 

many of these students, and secondly, the frequency with which extra activities (for 

example, additional lessons, rehearsals, masterclasses, and tours) are scheduled into the 

program timetable. These and other occurrences (including illness) explain absences 

from class which, when coinciding with the data collection, could affect results.  

Student attrition and non-attendance meant numbers of students completing the data 

collection instruments varied. The 117 students participated in the study as enrolled 

classical instrumental students of the program, and completed all or some of the 

surveys, tasks, and tests utilised in the study.  

4.2.1.3  Data Collection Instruments 

Following the conceptual model of the study, data collected related to:  

• demographics (age, gender, school type, program enrolment details) 
• music training and influences 
• music practice 
• music engagement 
• music preference 
• music aptitude 
• music achievement 
• academic achievement 
• music cognition 
• goals and aspirations.  

The study also considered the roles of the following factors in music development: 

• learning environment 
• interpersonal support 
• affective response.   

Data collection in each of the two years had some differences, due to the availability of 

instruments. A combination of developed and existing instruments and measurements 

were involved, and these comprised surveys, tasks, logs, and tests. All developed 

instruments appear in Appendix C: 1.3 Data collection instruments. Information relating 

to demographics, music training and influences, music practice, engagement, 

preference, goals and aspirations, and interpersonal support was obtained from a Music 

Development Questionnaire (MDQ), with more detailed information on music 

engagement obtained from the Music Engagement Profile (MEP). Music aptitude was 

measured using the Advanced Measures of Music Audiation (AMMA) (Gordon, 1989). 

Music achievement was described in reference to AMEB standards, using a section of 
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the Music Development Questionnaire (MDQ) and also an Instrumental Proficiency 

Form (IPF). Levels of academic achievement were obtained through use of an 

Academic Achievement Profile (AAP) that required students to record their most recent 

school results. Aspects of the learning environment were gathered using Musicianship 

Reflective Journals (MRJ) and the survey, What is Happening in this Class? (WIHIC) 

(Aldridge et al., 1998). Students’ affective response to music was explored in terms of 

their music preference, perception, attitude, and engagement, and involved the 

completion of two tasks, Music Styles and Preferences (I, II) (MSP) and How Did I 

Listen to The Music? (HLM), a Pitch Recognition Test (and accompanying Absolute 

Pitch Questionnaire) (PRT; APQ), a Music Attitude Questionnaire (MAQ) modelled 

after the MAQ developed by Gifford (1989), and questions regarding music engagement 

on the Music Development Questionnaire (MDQ). Some data were collected through 

mailed surveys as precursors to student participation, and some through class activities. 

The following discussion briefly explains general procedures in developing and 

selecting the instruments used in the study. More specific discussion regarding the focus 

and specific elements of each instrument is provided in section 4.2.1.4 

(Operationalisation of the Theoretical Model, p. 115) using a structure to parallel the 

model informing the study. In this way, the latter discussion demonstrates the 

operationalisation of the variables for Figure 1.1.  

Developed Instruments 

Instruments developed for the study comprised numerous surveys, class tasks, logs, and 

a test.3 These were either newly-constructed instruments following an investigation of 

the literature in each area, or adapted from existing instruments used by other 

researchers. The rationale for developing these instruments has been established in 

Chapters One and Two.4   

Where necessary, developed instruments were piloted prior to administration to the 

study participants and appropriate modifications were made. Appendix C: 1.4 Factors 

involved in the decision to develop instruments includes full details of piloting 

procedures. The development of these surveys, tasks and logs and test is described 

below. 

Design of Surveys 

The surveys comprised three question formats: fixed-alternative responses, rating 
                                                           
3 See Appendix C: 1.3 Data collection instruments. 
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scales, and open-ended questions. This varied approach allowed a wide range of 

information to be obtained, and yielded qualitative and quantitative data. 

Surveys were designed to elicit prior and current information, and included information 

about the students’ characteristics and backgrounds, demographics, music training and 

influences, music practice, music engagement, music preference, music achievement, 

music perception, music attitudes, academic achievement, and goals and aspirations. 

These were the: 

• Music Development Questionnaire (MDQ) 
• Music Engagement Profile (MEP) (three versions, for use with enrolled,  

  withdrawing, and graduating students) 
• Instrumental Proficiency Form (IPF) 
• Music Attitude Questionnaire (MAQ) 
• Absolute Pitch Questionnaire (APQ) 
• Academic Achievement Profile (AAP) (with a special version for use with final 

  year (Year 12) students).  

Design of Tasks 

Tasks developed for the study focused on students’ affective response to music 

(specifically, music preference and music perception), and included a music preference 

task, Music Styles and Preferences (I/II) (MSP), and a music perception task, How Did I 

Listen to the Music? (HLM). Both tasks involved students responding to music 

recordings. The MSP task comprised two parts, the first for situational5 listening, and 

the second, for habitual listening. The HLM was a situational listening task that 

comprised four recorded music extracts representing contrasting music styles (classical 

and popular) and media (instrumental and vocal), and was informed by questionnaires 

used by Hedden (1973), Behne (1997), and Lehmann (1997b). Both the MSP and HLM 

used a combination of rating scales and open-ended questions.  

Design of Logs 

The Musicianship Reflective Journals (MRJ) developed for the study focused on music 

cognition and reflective thinking, and were used in the Musicianship component of the 

program. They were influenced by the portfolio-based work of internationally-

recognised music education researchers Davidson and Scripp that promotes the value of 

music cognition and reflective thinking, and were utilised throughout the entire first 

                                                                                                                                                                          
4 See also Appendix C: 1.4 Factors involved in the decision to develop instruments: the surveys; the 
music preference task; the music perception task; the reflective journal; the music perception test.
5 The measurement of situational listening occurs in the presence of actual music. By contrast, habitual 
listening measurement occurs in the absence of sound sources, and requires respondents to imagine their 
responses. 
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year of data collection.6    

Design of Test 

A Pitch Recognition Test (PRT) modelled on one used by Sergeant (cited in Shuter, 

1968, pp. 72-4) was used as the measure of absolute pitch, and was administered with 

an accompanying Absolute Pitch Questionnaire (APQ). The test comprised 50 recorded 

pitches, played on 10 instruments, and the questionnaire used a fixed-alternative 

response question format.  

Existing Instruments and Measurements 

Existing instruments used in the study were a survey and a test: the classroom 

environmental rating scale, What is Happening in this Class? (WIHIC) (Aldridge et al., 

1998); the test, Advanced Measures of Music Audiation (AMMA) (Gordon, 1989), 

using a fixed-alternative response question format.7 The study also utilised as 

measurements the practical levels of the AMEB, school subject grades, and Queensland 

Board of Senior Secondary School Studies (QBSSSS) Overall Position (OP) scores, the 

rankings for tertiary entrance for final-year (Year 12) school students. The rationale for 

selection of these measures has been established in Chapters One and Two.8  

4.2.1.4  Operationalisation of the Theoretical Model 

The developed and existing instruments and measurements just described were 

developed or identified to operationalise the framework defined in the theoretical 

model. This operationalisation, critical to the design of the study in general as well as to 

the substudies, is now explained. 

4.2.1.4.1 Prior Music Experiences and Achievements  

Approximately ninety-three per cent (93.2%)9 of students provided information on their 

prior music experiences and achievement through completion of the main survey, the 

Music Development Questionnaire (MDQ). 

Demographics 

Age, gender, nationality, school type attended (government/non-government) and 

program enrolment details were obtained from the Music Development Questionnaire 

                                                           
6 Due to time restraints, and to ensure that the completion of logs was still a creative response and not a 
‘chore’, students’ comments during the second year of the study were sought on a regular, but not weekly, 
basis.  
7 See Appendix C: 1.3 Data collection instruments. 
8 See also Appendix C: 1.5 Factors relating to the selection of existing instruments and measures: the 
choice of classroom environment scale; the choice of music aptitude test; the choice of music 
achievement measure; the choice of academic achievement measures.
9 The other 6.8% of students did not complete the MDQ due to their late enrolments in Secondary Music 
Studies classes, hence data of their prior music experiences and achievements are not available.  
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(MDQ), using fixed-alternative response questions to identify the distribution of 

participants in the study. 

Music Training and Influences 

Research has shown the age an individual commences learning a musical instrument, 

the number of years spent learning, parental encouragement and other external 

influences, one’s own desire to learn, and an increasing musical commitment, to all be 

important determinants of music development. Questions on each of these were 

included on the Music Development Questionnaire (MDQ), using fixed-alternative 

response, 7-point rating scales (1 = not at all, to 7 = a great deal), and open-ended 

question formats.  

Music Practice 

Two fixed-alternative response questions on music practice (frequency and duration) 

were asked in the Music Development Questionnaire (MDQ). Provision was made for 

students to nominate the frequency of their practice routine (with options ranging from 

occasionally to daily) and approximate time spent per practice session (less than 15 

minutes to over 2 hours).   

Music Engagement 

Engagement with, or exposure to, music has been identified as a primary determinant 

for the development of musical proficiency. Details of students’ prior music 

engagement were obtained from the mailed Music Engagement Profile (MEP), to which 

approximately seventy-one per cent (70.9%) of the 117 participants responded.10 These 

responding students described freely the range of their performance experience over the 

years, their engagement in music activities, and general music interests. Responses were 

assigned a grade from 1-5 (where 5 = highest), based on the intensity of engagement.11  

Music Preference 

Research shows music preference to develop through music exposure and experiences. 

The Music Development Questionnaire (MDQ) contained one fixed-alternative response 

question that asked students to rank their preferences across three broad music 

categories: popular music, western art music styles, and world music).   

                                                           
10 The MEP survey was sent to all 284 secondary-aged students in the program, using administrative 
records, and yielded a 74.6% return rate overall. However, owing to errors in these records, a small 
number of surveys were sent to primary-aged students. For this reason, this overall return rate was most 
likely higher.  
11 Appendix C: 1.4 Factors relating to the decision to develop instruments: the surveys includes coding 
procedures. 
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Music Aptitude  

Debate surrounds the notion of music aptitude as an important determinant for music 

achievement. Of the reviewed tests from Chapter Two,12 the Advanced Measures of 

Music Audiation (AMMA) (Gordon, 1989) was chosen as the most suitable measure of 

music aptitude, and serves as a simple gauge of music aptitude in the study. Important 

considerations included its brevity (15 minutes) and design (with tonal, rhythm, and 

total scores), validity and reliability. The test was used with students in the second year 

of the study,13 and required students to identify, for thirty pairs of recorded musical 

extracts, identical hearings and those exhibiting tonal or rhythmic differences.  

Approximately sixty-seven per cent (67.4%) of the second year student cohort 

completed the test, as well as a small proportion (16.2%) of students from the first year 

cohort. In all, approximately forty per cent (40.2%) of the 117 provided data.    

Music Achievement 

The literature shows a tendency for young musicians to learn multiple instruments. As 

they progress on their instrument(s), many young Australian musicians complete the 

instrumental examinations of external examining organisations. One fixed-alternative 

response question on the Music Development Questionnaire (MDQ) asked the highest 

examination level (for up to three instruments) attained prior to program entry. Students 

nominated the instrument(s) on which they had completed examinations, their highest 

level of achievement (choosing anywhere from Grade 1 to Licentiate (L.Mus.A.) 

diploma), and the examining organisation(s) used (AMEB, TCL, ANZCA, or ‘other’). 

As more students had completed the examinations of the AMEB, rather than any other 

examining body, AMEB levels were used as the measure of music achievement in the 

study.  

Academic Achievement  

Research into links between academic achievement and music outcomes has produced 

mixed results, and though some students display a ‘singleness of purpose’ by tending to 

focus exclusively on their prime interest at the expense of academic work, other 

students possess strong determination for all-round achievement and demonstrate high 

levels of endurance and aptitude for academic performance (Csikszentmihalyi et al., 

1993, pp. 69, 82, 207).      

Students’ academic achievement (school semester subject ratings) and interests (subject 
                                                           
12 See Appendix A: 1.1 Music ability (aptitude and achievement) tests: an overview.        
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choices) were obtained from the mailed Academic Achievement Profile (AAP), which 

yielded a 65% return rate.14 A special version of the form was used to obtain Year 12 

results, including the OP (Overall Position) score of the Queensland Board of Senior 

Secondary School Studies (QBSSSS). Students were requested to provide details of 

school level, subject selection and semester grades from the previous year. Hence, as 

with music achievement, academic achievement in the study utilised external ratings 

(school grades and, additionally, for Year 12s, the OP score of the QBSSSS). Students’ 

school grades (semester two, from the previous year) were coded 1-5 (where 5 = 

highest) for the study.15 These codes were used to calculate students’ Grade Point 

Averages (1-5, where 5 = Very High Achievement, or equivalent), which involved the 

combination of each students’ average grade for the second semester of their school 

year completed prior to participation in the study. Year 12 OPs (1-25, where 1 = 

highest) were used directly, and did not require coding. 

Description of students’ academic achievement involved consideration of their subject 

choices. Year 11 and 12 subjects taken by students were coded using the QBSSSS 

subject classifications,16 of which AMEB practical examination results (Grade 6 and 

higher) are recorded subjects.  

Goals and Aspirations 

The literature shows goal setting and aspirations as conducive for high music 

achievement. An open-ended question on the Music Development Questionnaire 

(MDQ), to which students were encouraged to provide a brief written response, 

gathered their goals and aspirations.  

4.2.1.4.2 Music Experiences and Training Influencing Music Development  

4.2.1.4.2.1 Learning Environments 

The contributions of three learning environments (school, community, and program) 

were considered in the study, but the actual nature of the learning environment of only 

one of these (namely, the program) was explored. In general, music students access 

music learning and derive experiences from a number of contexts. The following is a 

description of the means by which information was obtained to enable investigation of 
                                                                                                                                                                          
13 The AMMA did not form part of the data collection in the first year, owing to its unavailability at the 
time. 
14 The AAP, like the MEP, was sent to all 284 secondary-aged students. Its overall return rate of 76.8% 
was again most likely higher than this, owing to the errors in administrative records.   
15 Appendix C: 1.5 Factors involved in the selection of existing instruments and measures: the selection of 
academic achievement measures includes coding procedures. 
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students’ tendencies to access multiple musical contexts, their reasons for doing so, and 

the level to which they integrated what they learned.  

School Music Experiences and Training 

The Music Development Questionnaire (MDQ) included fixed-alternative response 

questions relating to students’ motivation for taking (or not taking) music as a school 

subject, and, for those who did, what they perceived as desirable and non-desirable 

aspects of the subject. The survey used the same question format to also obtain 

information on students’ general school music experiences and engagement by seeking 

details of their performing experiences and participation in music activities through 

school. Performing groups were classified as orchestral, band, chamber, choral, church, 

jazz/contemporary, and music theatre (or other), and musical activities as concerts, 

eisteddfodau, competitions, camps, tours, and productions. 

Community Music Experiences and Training 

The MDQ, again, using a fixed-alternative response question format, sought details of 

students’ participation in non-school performing experiences and music activities. 

Performing groups were similarly classified, with the addition of church groups, and the 

same music activity categories were used as for school music activities. 

Young Conservatorium Music Experiences and Training 

Students’ expectations of the program 

Using the fixed-alternative response format, a question obtaining information on 

students’ reasons for enrolment in the program, and another seeking the components of 

the program students desired be further emphasised, were included in the MDQ.  

Students’ perceptions of the program 

A question seeking broad components of the program most valued (practical lesson(s), 

performing opportunities, musicianship class) was also included in the MDQ, and 

required students to rank these components highest to lowest (where 1 = highest).17  

Students’ expectations of Musicianship/Secondary Music Studies classes 

A question in the Musicianship Reflective Journals (MRJ) was asked in the first year of 

the study, and a question on a brief class questionnaire gathered this information in the 
                                                                                                                                                                          
16 The QBSSSS 2000 publication, Queensland Schools Subject Lists of Senior Board, Senior External, 
Senior Board-Registered, Recorded Subjects and an Alphabetical List of All Subjects categorises and 
classifies subjects by area. 
17 Approximately half (51.3%) of the students responded to this question. Approximately forty per cent 
(41.8%) did not respond because they perceived they were new to the program, and 6.8% were late 
enrolments after the survey was administered.  
 

 119



second year of the study.   

Students’ perceptions of the learning environment of Musicianship/Secondary Music 

Studies classes 

Of the commonly-used learning environment instruments considered in Chapter Two, 

the survey, What is Happening in this Class? (WIHIC) (Aldridge et al., 1998), was used 

with students enrolled in Musicianship/Secondary Music Studies classes. Slight 

modifications were however necessary: the investigation scale was omitted for its 

unsuitability to the classroom context and the nature of its learning, leaving the other 

scales of student cohesiveness, teacher support, involvement, task orientation, 

cooperation and equity available for student response. Hence, students responded to 48 

positive statements, using a 5-point rating scale (1 = almost never, to 5 = almost 

always). Just under half (48.7%) the students taking one or both these classes provided 

data through completion of the WIHIC survey.18   

Qualitative data were obtained from students’ written comments from the Musicianship 

Reflective Journals (MRJ), used by all students taking Musicianship classes.  

4.2.1.4.2.2 Music Learning  

Numerous factors including attitude, the ability to integrate learning, and reflection all 

influence music learning outcomes. Effective learning involves making connections 

from one context to another, and metacognitive processes, through reflection, are shown 

to enhance learning and development. Attitudes toward one’s learning and ability are 

also important in this respect. Data pertaining to students’ attitudes towards their music 

learning and ability, their capacity to reflect and integrate their learning were gathered 

from the Music Attitude Questionnaire (MAQ), sections of the Music Development 

Questionnaire (MDQ), and the Musicianship Reflective Journals (MRJ). Although 

interwoven, these three dimensions (attitude towards, integration of, and reflection on, 

music learning) are discussed separately to facilitate understanding of the data 

collection instruments. 

Students’ attitudes towards their music learning 

Students’ attitudes play a major role in their music development. Attitudes towards 

aspects of their music learning and ability were sought using the Music Attitude 

Questionnaire (MAQ), the format of which, as noted, was modelled on the MAQ 

devised by Gifford (Gifford, 1989). The MAQ for the study was intended to trace 

                                                                                                                                                                          
 
18 Specifically, 52.1% of students taking Musicianship, and 43.5% of students taking Secondary Music 
Studies classes. 
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gradual change during the year using a seven-point rating scale (1 = very low, to 7 = 

very high), and was administered three times to Musicianship classes in the first year of 

the study, and three times to Secondary Music Studies classes in the second year of the 

study. All 117 students provided data on these questionnaires on at least one occasion 

during the study.19

Three sections of the MAQ obtained students’ perceptions of their competency in the 

following areas: music ability, understanding of music construction (including aspects 

of composition, form and principles of modulation), and aural comprehension of 

different types of music: pre-Baroque, western art (tonal and atonal), popular, and world 

music styles.  

Students’ integration of their music learning 

Students’ abilities to integrate their music learning experiences across different contexts 

(the program, school, and/or community) were sought firstly through a fixed-alternative 

response question on the Music Development Questionnaire (MDQ), secondly, through 

a section of the Music Attitude Questionnaire (MAQ), and thirdly, through open-ended 

questions in the Musicianship Reflective Journals (MRJ).   

The question on the MDQ sought students’ perceptions of whether or not their learning 

in the program benefited their school music studies. A section of the MAQ related to 

perceived linkages across music-learning contexts, and asked students the general 

relevance of the musicianship studies, degree of similarity with school music studies, 

and the extent to which they were able to apply what was learnt in the program to 

outside music studies and activities. Fuller information was gained from the MRJ by 

regular questioning on students’ perceived relevance and application of learning in these 

classes to other music situations.   

Students’ reflections on their music learning 

The value of self-reflection in learning has received widespread support across the 

literature. The Musicianship Reflective Journals (MRJ) for the study encouraged 

students to reflect upon their learning in Musicianship classes, and allowed more 

musically-advanced (and often older) students (Levels 6 to 8) the choice of either 

recording their thoughts and comments freely, or responding to specific questions 

regarding what occurred in musicianship classes. Less musically-advanced (and often 

younger) students were asked to respond to specific questions only. Students were asked  

                                                           
19 Table D51 in Appendix D shows the numbers of students completing each administration of the survey.  
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to record their thoughts on learning on a weekly basis over the entire first year of the 

study, and were encouraged to comment on their expectations of the subject, perceived 

relevance (in terms of their other musical learning), future value, and personal music 

progress.  

4.2.1.4.3 Other Factors Influencing Music Development 

Music development is also tied to other factors which include interpersonal support and 

affective response. Items included in the data collection instruments for these elements 

are described here.  

Interpersonal Support 

Basic information regarding students’ interpersonal support was obtained through a 

fixed-alternative response question on the Music Development Questionnaire (MDQ) 

that sought to identify the source(s) that had influenced and/or encouraged students’ 

decisions to seek engagement in the program.   

Affective Response 

Personal gratification from an activity enhances the chances of development in that 

field. In the study students’ affective response comprised, in addition to music attitude 

and engagement, their music preference and music perception. No existing tests 

measuring affective response were utilised in this study for the reasons outlined in 

Chapter Two. Instead, tasks, surveys and a test were developed. These were the Music 

Styles and Preferences (I/II) (MSP) and How Did I Listen to the Music? (HLM) tasks, 

the Pitch Recognition Test (with accompanying Absolute Pitch Questionnaire) (PRT 

and APQ), and the previously-described Music Attitude Questionnaire (MAQ). Two 

special versions of the Music Engagement Profile (MEP) and two questions on the 

Music Development Questionnaire (MDQ) collected information on students’ music 

engagement at the time of the study, and are discussed in section 4.2.1.4.4 (Outcomes: 

Music Engagement, p. 124). 

Music Styles and Preferences (I/II) (MSP) was administered in the second year of the 

study only. The task comprised two parts (the first, auditory, and the second, pencil-

and-paper). The first (Music Styles and Preferences I) combined rating scale and open-

ended questions to five recorded music excerpts representing early, tonal western, 

atonal western, popular, and world music. It was emphasised to students that these 

music excerpts had been chosen to represent broad music classifications only, and that 

in completing the task students were to consider the general style represented by the 
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 excerpts, rather than respond to the specific excerpt itself.  Students were firstly 

requested to indicate, using a rating scale, their preference for each style of music (1 = 

not at all, to 7 = a great deal), secondly (if appropriate) to freely describe what 

appealed to them, and thirdly, to identify (also through free description) the 

classification of the music. 

The second part of the task (Music Styles and Preferences II) was administered a week 

later. It comprised rating scales only and required students to rate (1 = not at all, to 7 = 

a great deal) five styles (with eight subcategories) of music according to firstly, their 

preferences, and secondly, their exposure. No music excerpts accompanied this, as one 

purpose was to investigate what extent students’ responses depended or differed 

according to whether or not they were in the presence of the actual music. 

Approximately sixty-one per cent (60.9%) of the second year student cohort completed 

the tasks, as well as a small proportion (21.1%) of students from the first year cohort.  In 

all, approximately thirty-seven per cent (36.8%) of the 117 provided data. 

How Did I Listen to the Music? (HLM) was also administered in the second year of the 

study. The task required students to listen to four music excerpts representing classical 

and popular (instrumental; vocal) music styles, and to describe the nature of their 

listening experiences by identifying firstly, the music element(s) on which they focused 

their attention, secondly, their concentration, and thirdly, their listening according to 

music type. Most responses were sought using a fixed-alternative response question 

format. Five-point rating scales (1 = very badly, to 5 = very well) allowed students to 

describe their concentration when listening to each of the four music types.  

Sixty-three per cent of the second year student cohort completed the task, as well as a 

small proportion (22.5%) of students from the first year cohort. In all, approximately 

thirty-eight per cent (38.5%) of the 117 provided data. 

The Pitch Recognition Test and accompanying Absolute Pitch Questionnaire were also 

administered in the second year of the study. The test required students to identify 50 

recorded pitches, played on ten instruments. The questionnaire comprised fixed-

alternative question and rating scale formats, and required students to rate their aural 

recognition of pitch. 

Sixty-three per cent of the second year student cohort completed the test and 

questionnaire, as well as a small proportion (19.7%) of students from the first year 

cohort. In all, approximately thirty-seven per cent (36.8%) of the 117 provided data.          
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4.2.1.4.4 Outcomes 

Music Cognition 

Research highlights the importance of cognition in learning, and that development in 

music, as in other domains, is enhanced by metacognition and reflective thinking. As 

noted, data pertaining to students’ learning awareness were provided from the 

Musicianship Reflective Journals (MRJ).  

Music Engagement 

Music engagement influences music development. For enrolled students of the program, 

a fixed-alternative response question format on the Music Development Questionnaire 

(MDQ) was used to obtain information on students’ current performing experiences and 

participation in music activities (school and non-school). Performing groups were 

classified as orchestral, band, chamber, choral, church, jazz/contemporary, and music 

theatre (or other), and musical activities as concerts, eisteddfodau, competitions, camps, 

tours, and productions. The degree of interaction with musical events, whether through 

participation or attendance, is also an important factor, and two questions using a 7-

point rating scale (1 = not at all, to 7=a great deal) were included for this reason.      

Although for some, music engagement reaches a peak during the period of formal 

training, research shows a tendency for many young musicians to sustain high levels of 

engagement with music long after the period of formal training has ceased. Moreover, 

some students choose to return to their music after a period of time has lapsed. Details 

of students’ music engagement following their involvement in the program were 

obtained through two special versions of the Music Engagement Profile (MEP) mailed 

to students in the year following their graduation or withdrawal from the program. 

These yielded return rates of 85.4% and 100% for graduating and withdrawing students, 

respectively.  

The version of the MEP for graduates required recipients to firstly indicate the duration 

(in years) of their engagement in the program. Using the fixed-alternative response 

format, questions focused on their post-school directions (given study/ work/ seeking 

employment as options) and, for those who were continuing their music, the intensity of 

their activities (given tertiary music studies/ individual lessons/ community performing 

groups/ personal hobby or interest as options). For those not continuing their music, 

provision was made to indicate positive or negative intentions of pursuing the field in 

the future. Two fixed-alternative response questions were included for this purpose: one 

for intended return to music studies, and the other for intended return to music activities. 
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For all students, one open-ended question asked the likely role that music would occupy 

in their lives.   

The version of the MEP for students who withdrew from the program differed from the 

version used with graduates for reasons relating to the fact that these students would 

have still been attending school. Hence, the current pursuit section (with study/ work/ 

seeking employment options) was not necessary. The section relating to music 

continuation was slightly modified, with the tertiary music studies option replaced with 

two school-based options (classroom/ ensemble). Two additional open-ended questions 

were included: the first asked students not continuing their music interests in any form 

to provide reason(s), and the second sought, from all recipients, reasons for withdrawal. 

The other sections of the survey remained the same as the version distributed to 

graduates.  

Music Achievement 

Students’ music achievement was described with the Instrumental Proficiency Form 

(IPF) as the data collection tool. In the knowledge that not all students were completing 

the examinations of external music organisations (for reasons of personal decision, and/ 

or based on the guidance of parents and/or teachers), the form provided students the 

opportunity to identify, using the fixed-alternative response format, their approximate 

playing level (based on the standard of their current instrumental repertoire and, where 

possible, expressed as AMEB equivalent standards20) for up to four instruments. The 

survey enabled respondents to distinguish instruments played in and out of the program, 

and provided for the recording of attainment anywhere between 3rd grade and Licentiate 

diploma performance level on each instrument.21 The IPF was completed by 68.4% of 

students.    

Academic Achievement 

Academic achievement over the two years (represented by school subject grades, and 

additionally, for Year 12 students, their OP scores) was obtained from seventy per cent 

of students, through completion of the Academic Achievement Profile (AAP) forms. 

Goals and Aspirations  

Students’ goals and aspirations were obtained from an open-ended question on the 

version of the Music Engagement Profile (MEP) mailed to graduates of the program 

                                                           
20 As a guide, a copy of current AMEB syllabus repertoire was made available to students who were 
unaware of their playing standard grade equivalent.  
21 The choice of 3rd grade as a minimum standard was made to discourage responses indicating 
achievement levels reflecting no more than elementary playing or ‘dabbling’ on an instrument. 
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over the two years, which, as noted, yielded an 85.4% response rate.  

4.2.1.5  Summary of Instruments Administered in Substudy 1 

The research instruments administered in this study were used to obtain data in the 

following fourteen areas: demographics, prior music training and influences, music 

practice, music engagement, music preference, music aptitude, music achievement, 

academic achievement, goals and aspirations, learning environments, integration of 

music learning, music cognition, interpersonal support, and affective response.  

The instruments thus utilised, and the areas they addressed, were as follows: 

• demographics (MDQ) 
• music training and influences (MDQ) 
• music practice (MDQ) 
• music engagement (MDQ; MEP and special versions for students who  

graduated or withdrew from the program) 
• music preference (MDQ; MSP) 
• music aptitude (Gordon AMMA) 
• music achievement (MDQ; IPF) 
• academic achievement (AAP, and special version for Year 12 students) 
• goals and aspirations (MDQ; special version of the MEP for students who 

 graduated from the program) 
• learning environments (MDQ; Aldridge et al. WIHIC; MRJ; special 

 versions of the MEP for students who graduated or withdrew from the 
 program) 

• integration of music learning (MAQ; MDQ; MRJ) 
• music cognition (MRJ) 
• interpersonal support (MDQ) 
• affective response (MSP; HLM; PRT and APQ; MAQ).  

Hence, Substudy 1 draws on qualitative and quantitative measures, with data gathered 

from surveys, tasks, logs and tests. The data collection procedure over the two years is 

explained in the next section. 

4.2.1.6  Data Collection Procedures 

Table 4.1 summarises the data collection process for the two years:22

                                                           
22 Full administration details are provided in Appendix C: 1.4 Factors involved in the decision to develop 
instruments and Appendix C: 1.5 Factors involved in the selection of existing instruments and measures. 
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Table 4.1  Substudy 1 Data Collection 
 

Year 1 Cohorta Year 2 Cohort 
Source of Data Collection 

Term 
1 

Term 
2 

Term 
3 

Term 
4 

Vac. 
Period 

Term 
1 

Term 
2 

Term 
3 

Term 
4 

Surveys (students) 
Music Development Questionnaire r     r    

Music Engagement Profile (e)b
r    r     

Music Engagement Profile (w)c  r     r   

Music Engagement Profile (g)d  r     r   

Instrumental Proficiency Form  r     r   
Academic Achievement Profile 
(e)b  r    r     

Academic Achievement Profile 
(g)d  r     r   

Music Attitude Questionnaire r r  r  r r  r 

Aldridge et al. WIHIC (1998)  r  r   r  r 

Absolute Pitch Questionnaire        r  
Tasks 
Music Styles and Preferences I/II       r   

How Did I Listen to the Music?       r   
Logs 
Musicianship Reflective Journals r r r       

Tests 
Gordon AMMA (1989)        r  

Pitch Recognition Test        r  
 
a generally, students assessed were different cohorts, however a number of students were involved over both years. 
b enrolled students 
c withdrawing students 
d graduating students 

4.2.1.7  Data Analysis 

A number of methods have been utilised to analyse the quantitively-coded data, 

including simple frequencies and crosstabulations, factor analysis, and measures of 

central tendency, using the Statistical Package for the Social Sciences (SPSS, 1999). 

Effect sizes (Glass, 1978) were also used as a measure of change over time or between 

groups. As a rule of thumb, an effect size of .2 to .3 was seen to have some importance, 

.3 to .6 moderate importance, and >.6 to denote substantial change or difference.  

4.2.2 Substudy 2 

4.2.2.1  Design 

Substudy 2 involved collection of information by survey from students and teachers 

over the two years of the study to address the research question exploring the role of 

pre-tertiary specialised music training in the context of students’ other music training 

and experiences (Research Question Four), and also inform the research question 

regarding the relationship between the program learning environment, and students’ 

outcomes (Research Question Three). Survey respondents were 112 former students of 

the program and 44 teachers of the program. The purpose of the data collection was to 
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identify characteristics and goals of pre-tertiary specialised music training considered of 

fundamental importance by teachers in the program, and to gather from students’ 

evaluative feedback on the YCP and the role it had played in their music development.  

4.2.2.2  Participants 

The 112 responding students comprised 77 graduating students and 35 withdrawing 

students23 who responded to mailed surveys regarding aspects of program evaluation, 

academic achievement, music engagement, and goals and aspirations. Some of these 

students had been in the cohort of 117 from Substudy 1. The 44 teachers responding to a 

teacher survey provided information relating to the aims of pre-tertiary specialised 

music training.         

4.2.2.3  Data Collection Instruments 

Data were collected across the areas of: 

• learning environment 
• music engagement 
• academic achievement 
• goals and aspirations. 

Developed Instruments 

The data collection used a number of surveys. These were the two special versions of 

the Music Engagement Profile (for firstly, graduating, and secondly, withdrawing, 

students), the two special versions of the Academic Achievement Profile (again, for 

graduating and withdrawing students), and the teacher survey Music Education in 

General and Pre-Tertiary Specialised Contexts: Issues of Music Talent, Development, 

Learning and Achievement (MEGPC) that was based on questionnaires of Françoys 

Gagné and Danielle Blanchard (Gagné & Blanchard, 1996) and Hamilton (Hamilton, 

1996). The rationale for developing these instruments has been established in Chapters 

One and Two.24 Both instruments appear in Appendix C: 4.3 Data collection 

instruments. 

Design of Surveys 

The design of the special versions of the MEP and AAP for students has been described 

in sections 4.2.1.4.1 (Prior Music Experiences and Achievements: Academic 

Achievement, p. 117) and 4.2.1.4.4 (Outcomes: Music Engagement, p. 124). 

The teacher survey Music Education in General and Pre-Tertiary Specialised Contexts: 

Issues of Music Talent, Development, Learning and Achievement (MEGPC) drew on the 
                                                           
23 These were students who departed the program at any time over the two years. 
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content of two existing questionnaires: one developed by international music educators 

Gagné and Blanchard (Gagné & Blanchard, 1996), the other, in Australia, by Hamilton 

(Hamilton, 1996).25 The survey for the study sought teachers’ perceptions regarding the 

aims and desirable content of pre-tertiary specialised music training, and used fixed-

alternative response and rating scale question formats.  

4.2.2.4  Operationalisation of the Theoretical Model 

Teachers’ perceptions of the aims of pre-tertiary specialised music training 

Teachers and their perceptions influence the nature of learning and delivery of 

instruction. The survey Music Education in General and Pre-Tertiary Specialised 

Contexts: Issues of Music Talent, Development, Learning and Achievement (MEGPC) 

was used to gain a profile of teachers in the program, perceptions regarding the nature 

of music training that above-average young musicians should receive, and, more 

specifically, the aims of pre-tertiary specialised music training, the components of 

learning and desirable learning outcomes of such training. These were obtained using 

fixed-alternative response and rating scale question formats. Seventy-one per cent of 

teachers responded to the survey. 

Former students’ perceptions of the program 

In the study, program evaluation assisted with identifying the program’s role in 

students’ music development. As noted in Substudy 1, there were two special formats of 

the Music Engagement Profile (MEP), one for graduating students, and the other for 

withdrawing students, and these were mailed to all students who left the program at any 

stage during the study.  

Three questions provided information. One of these asked students to rate, using a 5-

point scale (1 = not at all valuable, to 5 = very valuable), their training and experiences 

from the program, and the other two were open-ended, and encouraged students, 

through brief written comment, to identify firstly, what they perceived to be valuable 

aspects of the program, and secondly, offer suggestions for program improvement.   

More than half the students (57.5%, in the case of graduating students, and 52.2% of 

                                                                                                                                                                          
24 See also Appendix C: 1.4 Factors involved in the decision to develop instruments: the surveys.
25 Hamilton’s survey, Musical Development of Talented Young Performers, was developed for the 
purpose of gathering instrumental teachers’ opinions relating to issues of music talent, music education, 
and environmental factors in music learning. Françoys Gagné’s and Danielle Blanchard’s survey, 
MUSAPT, focuses upon the concepts of music aptitude and talent, heritability of music abilities, and 
causal factors. 

 129



withdrawing students) responded to the surveys.26

Former students’ music engagement 

The same fixed-alternative response questions on the two special versions of the Music 

Engagement Profile (MEP) used in Substudy 1 were used. 

Former students’ academic achievement 

The special versions of the Academic Achievement Profile (AAP) for graduating and 

withdrawing students were used, and these yielded 57.5% and 52.2% return rates, 

respectively.27

Former students’ goals and aspirations 

The same open-ended question on the special version of the Music Engagement Profile 

(MEP) for graduating students was used. 

4.2.2.5  Summary of Instruments Administered in Substudy 2 

Substudy 2 utilised surveys. These are identified by area: 

• learning environment (special versions of the MEP for students who graduated or   
            withdrew from the program; MEGPC) 
• music engagement (special versions of the MEP for students who graduated or 

 withdrew from the program) 
• academic achievement (special versions of the AAP for students who graduated or 

 withdrew from the program) 
• goals and aspirations (special version of the MEP for students who graduated from 

  the program). 

4.2.2.6  Data Collection Procedures 

Table 4.2 summarises the data collection process for the two years:28

Table 4.2a  Substudy 2 Data Collection (Students) 
 

Year 1 Cohort Year 2 Cohort 
Source of Data Collection 

Term 
1 

Term 
2 

Term 
3 

Term 
4 

Vac. 
Period 

Term 
1 

Term 
2 

Term 
3 

Term 
4 

Surveys (students) 
Music Engagement Profile (w)a  r     r   

Music Engagement Profile (g)b  r     r   
Academic Achievement Profile 
(w)a  r     r   

Academic Achievement Profile 
(g)b  r     r   

 

1 withdrawing students 
2 graduating students 

                                                           
26 Owing to errors in administrative records provided to the researcher, some surveys were sent to 
students who were current students of the program. For this reason, the return rates were most likely 
higher than calculated here.  
27 Again, errors in administrative records meant that some surveys were sent to students who were current 
students of the program. Hence, it is likely that the return rates were higher. 
28 Full administration details are provided in Appendix C: 1.4 Factors involved in the decision to develop 
instruments and Appendix C: 1.5 Factors involved in the selection of existing instruments and measures. 
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Table 4.2b  Substudy 2 Data Collection (Teachers) 
 

Year 1 of Study Year 2 of Study 
Source of Data Collection 

Term 
1 

Term 
2 

Term 
3 

Term 
4 

Vac. 
Period 

Term 
1 

Term 
2 

Term 
3 

Term 
4 

Survey (teachers) 
Music Education in General and 
Pre-Tertiary Specialised 
Contexts 

      r   

 

4.2.2.7  Data Analysis 

Analysis of quantitatively-coded data included frequencies, crosstabulations, and 

measures of central tendency using SPSS (1999). 

4.2.3  Substudy 3 

4.2.3.1  Design 

Substudy 3 consisted of case studies of 15 of the 117 students from Substudy 1. 

Thirteen29 of the 15 were tracked over the two years of the study. The study addressed 

all five research questions. To elaborate on the basic model of the study, a further 

fifteen questions, adapted from those used by Sloboda and Howe (1991) in their 

research, were explored: 

1. How many students showed signs of musical promise in early   
 childhood? 

2. What was the average starting age for formal lessons of these children? 
3. What amount of parent intervention was involved? 
4. What was the rate of progress achieved before entering the Young 

Conservatorium? (and to what extent is that rate of progress a clear 
indicator of later success?) 

5. To what extent is having musical parents a predictor of success? 
6. To what extent is having supportive parents a predictor of success? 
7. How important is the role of the first teacher? 
8. What proportion of students play several instruments? 
9. For what proportion of students is the principal instrument not the first one 

 learnt? 
10. How likely is it that the students will succeed when the parent has made the 

decision for the child to learn an instrument? 
11. How likely is it that the student will succeed when the decision to learn an 

 instrument has been his/her own? 
12. What proportion of students require/d a degree of parental pressure to 

                                                           
29 This includes two of the four case studies who withdrew at the end of the first year of the monitoring 
(Gemma and Helen) for reasons of their provision of most data, collected in the second year of the 
monitoring in their own time and through arrangement with the researcher. The other two case studies 
who withdrew (Ian and John) are not included here, for reasons of large amounts of missing data. The 
researcher did however maintain contact with them following their withdrawal, and did gather some 
information related to their music engagement and achievement (in the case of John and Ian), academic 
achievement, and goals and aspirations (in the case of Ian).     
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practise?  
13. What proportion of students consciously listen to/enjoy music? (ie: through 

 concerts/recordings) 
14. What proportion enjoy playing their instrument? (and in what context? ie: 

 solo/group) 
15. What proportion of students are involved in a range of musical activities? 

 (beyond simply attending lessons and preparing for examinations). 

4.2.3.2  Participants 

The participants were 15 self-selecting case-study students. These fifteen students  

responded to a letter mailed to all parents of all secondary-aged instrumental students 

enrolled in the classical strand of the program, informing them of the nature of the 

study. This yielded approximately thirty responses. Fifteen were selected as a 

manageable cohort, spread across secondary school years 8 to 12 (in most cases, three 

from each grade level) and representative of both genders and a range of instruments. 

These students were receiving individual instrumental lessons in the program, and 

participated in the study on a voluntary basis with parental approval to this participation. 

The distribution of these students according to the instrument they played in the study 

was violin (5), cello (2), clarinet (1), bassoon (1), trumpet (1), saxophone (1), piano (2), 

guitar (1) and percussion (1).  Table 4.3 presents this information, referring to each by 

their pseudonym for the study.  

Table 4.3  Substudy 3 Participants  

Pseudonym Age Gender School Year Instrument 

Owen 12 male 8 cello 

Helen 13 female 8 violin 

Melissa 13 female 8 violin 

Kevin 13 male 9 bassoon 

Linda 13 female 9 piano 

John 13 male 9 violin 

Bronwyn 14 female 9* cello 

Gemma 15 female 10 violin 

Neil 15 male 10 trumpet 

Farren 15 male 11 saxophone 

Christine 15 female 11 violin 

Ian 16 male 11 guitar 

Alison 16 female 12 clarinet 

Danielle 17 female 12 piano 

Evan 17 male 12 percussion 

 
* Bronwyn was an overseas student who, through language difficulties and changing schools, had repeated Year 8 
and was consequently older than her grade peers. Her inclusion as a case study (as a ‘substitute’ Year 10) allows a 
balanced representation, as only two year 10 students responded to the mailed letter. 
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As noted, longitudinal studies are characterised by changing participant rates. Although 

some (three Year 12 students) were in their final (graduating) year of the program, all 

15 students verbally expressed their commitment to the study over the next two or three 

years. Hence, tracking for a proportion of students occurred both in and away from the 

program, and, with some individual’s circumstances changing, several chose to leave 

the program early. In all cases, the researcher was able to maintain a period of contact 

with these students following their departure (though graduation or withdrawal) from 

the program.    

Table 4.4 shows these participants, referred to here by their pseudonym and status over 

the duration of the study. 

Table 4.4  Case-Study Students (classified by pseudonym and study status) 

Year One of the Study 

Owen              (8)  Linda              (9) Neil               (10) Christine       (11) Alison           (12) 

Melissa           (8) Kevin              (9) Gemma         (10) Farren           (11) Evan             (12) 

Helen              (8) John                (9)  Ian                (11) Danielle        (12) 

 Bronwyn         (9)    

Year Two of the Study 

Owen              (9)  Linda            (10) Neil               (11) Christine       (11) Alison             (g) 

Melissa           (9) Kevin            (10) Gemma          (w) Farren           (11) Evan               (g) 

Helen             (w) John               (w)  Ian                 (w) Danielle          (g) 

 Bronwyn       (10)    

 
( w = withdrew from program; g = graduated from program) 
 

4.2.3.3  Data Collection Instruments 

Data were collected across the same areas as described in Substudy 1, with the addition 

of two further areas: 

• intrapersonal attributes 
• personal learning style 

to provide more detailed information on these students.   

All students participated in interviews and completed practice logs. Interviews obtained 

details of music training and influences, much of which was coded numerically, while 

logs provided qualitative data pertaining to the intrapersonal attributes, personal 

learning styles, and music cognition of students, as reflected in their music practice. A 

teacher survey also provided detailed information on each student. Discussion regarding 

the focus and specific elements of additional instruments is preceded by an explanation 

of development and selection procedures. 
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Developed Instruments 

Additional instruments were a survey, Young Conservatorium Secondary Instrumental 

Students: Aspects of Music Development, Training and Ability (YCSIS), two formal 

interviews, Preliminary Interview (PI), Music Development Interview (MDI), and 

informal discussions following the completion of each practice log.30 The rationale for 

developing these instruments was established in Chapters One and Two.31 Each 

instrument is described briefly, with the two formal interviews later elaborated by the 

areas defined in the theoretical model. 

Design of Survey 

The survey Young Conservatorium Secondary Instrumental Students: Aspects of Music 

Development, Training and Ability (YCSIS), designed for completion by instrumental 

teachers in the program, was modelled on a survey developed by Hamilton (Hamilton, 

1996).  

The YCSIS survey gathered information on students that could be checked for 

consistency and supplement information provided by students themselves, and used a 

combination of rating scale and fixed-alternative response question formats. Teachers 

described aspects of their students’ music training, their general and musical 

characteristics, practice routine and music abilities. In the instances where teachers were 

unable to be contacted (for reasons including travel, or no longer teaching in the 

program), the researcher, with direct knowledge of these students through the study 

and/or teaching, supplied this information, in consultation with parents where necessary. 

In addition, informal communication from time to time with the instrumental teachers of 

students informed this aspect of the study data collection.   

Design of Interviews 

Three interview formats (structured, semi-structured, and open) were used. Two 

interviews focusing on areas associated with music engagement, development and 

achievement obtained more detailed information than could be obtained from the Music 

Development Questionnaire (MDQ). 

The first interview, the Preliminary Interview (PI), was semi-structured and occurred in 

the homes of each of the students in the lead-up to the study, and involved the child and 

at least one parent. Questions were asked on each child’s music development and 

training, music engagement and preferences, involvement in the program and perceived 
                                                           
30 See Appendix C: 1.3 Data collection instruments. 
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progress, as well as their school work, general interests, goals and aspirations.  

The second interview, the Music Development Interview (MDI), was more structured, 

and took place between the researcher and child at the study site. All questions were 

retrospective in nature, and explored similar areas: early stages of music development 

and training (including qualities of the first music teacher), parental guidance, personal 

motivation, influences, music engagement, and music achievement. As noted, many of 

these questions were modelled on those used by Sloboda and Howe in their research 

reported in 1991 with young musicians also receiving pre-tertiary specialised music 

training.  

The third interview was an informal and discussion-based form of communication that 

occurred between the researcher and each student, either by phone, or in person, as 

convenient. This occurred four times over each year of the study (up to eight times over 

the two-year monitoring period), and accompanied the completion of each practice log 

and distribution of the next. Questions related to students’ implementation of the logs, 

their perceived usefulness, and the nature of students’ practice, development, 

achievement and music goals. 

Existing Instrument 

Information on students’ reflections on their practice was obtained through The 

Musician’s Practice Log (MPL) (Kaplan, 1985). The log required students to describe 

the nature of their practice, and involved them firstly recording the duration of time 

spent on each item of practice on a weekly basis, and secondly, detailing their practice 

routine and progress. Students’ written comments provided information relating to 

reflection in the learning process. The rationale for the log’s selection has been 

established in Chapters One and Two.32  

4.2.3.4  Operationalisation of the Theoretical Model 

The additional developed and existing instruments used (the suvey, interviews and 

practice log) are discussed more fully according to the theoretical model framework, 

and are accompanied by the rationale for element selection, where requiring further 

explanation than provided in Substudy 1. All 15 students completed all data collection 

instruments except where otherwise indicated. 

 
                                                                                                                                                                          
31 See also Appendix C: 1.4 Factors involved in the decision to develop instruments: the surveys; the 
interviews, in which a summary of coding procedures is also explained. 
32 See also Appendix C: 1.5 Factors involved in the selection of existing instruments and measurements: 
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4.2.3.4.1 Prior Music Experiences and Achievements 

Information obtained from the instruments used in Substudy 1 was supplemented by 

detailed information from the Preliminary Interview (PI) and Music Development 

Interview (MDI), and, where necessary, was checked for consistency by the teacher 

survey Young Conservatorium  Secondary Instrumental Students: Aspects of Music 

Development, Training and Ability (YCSIS).33  

Demographics 

Details obtained from the Preliminary Interview (PI) were checked for consistency with 

information provided in the Music Development Questionnaire (MDQ). 

Music Training and Influences 

The following describes questions in the Music Development Interview (MDI) and 

Preliminary Interview (PI) that focused on the influence of parents and teachers of case-

study students. These supplemented information gathered from the two described 

questions (one using a 7-point rating scale, the other, an open-ended question format) on 

the Music Development Questionnaire (MDQ). 

Two questions on the MDI asked students to describe parental involvement with their 

music lessons and practice. Three questions on the MDI asked students to rate the 

quality of their first teacher in the three described dimensions (personality, performance 

expertise, and teaching ability). A further two questions on the MDI related to the 

influence that older children and professional musicians might have had on students’ 

motivation and desire to sustain their interest in music. In the PI, questions were asked 

regarding the reasons for students commencing music lessons, the level to which these 

lessons were enjoyable, and factors involved in the decision to pursue music seriously. 

Music Practice 

One question on the MDI asked students to recall their motivation to achieve daily 

practice during the early years of music learning. Two questions on the PI asked 

students to describe the nature of their current practice, and compare this with the 

practice they were achieving prior to enrolling.  

 

                                                                                                                                                                          
the practice log, in which a summary of coding procedures appears.  
33 The YCSIS for completion by students’ instrumental teachers yielded a 40% return rate, for reasons of 
staff attrition from the program from one year to the next, or teachers’ unavailability  (due to, for 
example, interstate or overseas travel) at the time of data collection. Where teachers were unavailable the 
researcher provided this information, based on direct knowledge of, and familiarity with, each student. 
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Music Engagement 

A section of the PI focused on music engagement, and responses supplemented, and 

were also checked for consistency with information provided in the Music Development 

Questionnaire (MDQ) and Music Engagement Profile (MEP). Students were asked to 

describe their current involvement in music activities and/or groups, their participation 

in events such as concerts, competitions and eisteddfodau, their attendance at concerts, 

and to consider the role that music played in their lives. The MDI included one question 

that asked students to describe their involvement in music activities and events over past 

years. 

Music Preference 

One question on the PI asked students their music preferences. This information was 

checked for consistency with students’ previous responses on the Music Development 

Questionnaire (MDQ). 

Music Achievement 

Three questions on the PI asked students the instruments they played, how many years 

they had played these, and their standard attained on each. One question on the MDI 

asked students to recall, for the instrument on which they were participating in the 

study, their grade standard attained prior to program entry.   

Music Aptitude 

Teachers’ ratings of students’ music aptitude in the Young Conservatorium Secondary 

Instrumental Student: Aspects of Music Development, Training and Ability (YCSIS) 

survey supplemented students’ scores on the Advanced Measures of Music Audiation 

(AMMA) (Gordon, 1989).34   

Academic Achievement 

Information gathered from four questions on the PI was used in combination with data 

collected from the Academic Achievement Profile (AAP). These related to school 

subject choice, preferred and least preferred subjects, and the level to which school 

work was perceived as enjoyable.   

Goals and Aspirations 

Two questions on the PI supplemented information obtained from the Music 

Development Questionnaire (MDQ). Students were asked their goals and aspirations, 

and the role they perceived music would occupy in their lives.    

                                                           
34 John and Ian did not complete the AMMA (Gordon, 1989), on account of their withdrawal in the 
second year of the monitoring. 
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4.2.3.4.2 Music Experiences and Training Influencing Music Development 

Information obtained from Substudy 1 was supplemented by students’ written 

comments from The Musician’s Practice Log (MPL) (Kaplan, 1985) and end-of-term 

communication (by phone/in person), and was checked for consistency using the teacher 

survey (YCSIS).  

School and Community Music Experiences and Training 

The same fixed-alternative response questions on the Music Development Questionnaire 

(MDQ), as used in Substudy 1, were used. 

Young Conservatorium Music Experiences and Training 

Students’ expectations of the program and Musicianship/Secondary Music Studies 

classes 

The same questions on the Music Development Questionnaire (MDQ), Musicianship 

Reflective Journal (MRJ),35 and the What Is Happening in this Class? (WIHIC) 

(Aldridge et al., 1998) questionnaire,36 as used in Substudy 1, were used. 

Teachers’ expectations of students 

The teacher survey (YCSIS) included two fixed-alternative response questions that 

obtained teachers’ expectations of students’ instrumental practice, in terms of frequency 

and duration. 

Teachers’ perceptions of students 

Instrumental teachers were invited to complete the survey (YCSIS) that obtained details 

on their students’ music development, training and ability. Two sections of the survey 

gathered information on students’ attributes, skills and development (musical and non-

musical). Information on the music abilities of students was obtained from a section in 

which teachers described students in the following areas (using 7-point rating scales): 

music intelligence, auditory abilities, motor skills, sense of rhythm, motor memory, 

musicality, individuality and performance flair. Teachers also provided an overall rating 

of each student’s music ability, using percentile bands.  

Teachers were also requested to rate students in the following general (non-musical) 

areas, and in comparison to other students of comparable age: emotional maturity, 

linguistic ability, mathematical and logical reasoning ability, physical coordination, 

social and interpersonal skills, and visual artistic ability. In each instance, a 5-point 

rating scale (1 = well below average, to 5 = well above average) was used for responses. 

                                                           
35 Danielle and Owen did not complete the MRJ, owing to their exemption form Musicianship classes. 
36 The WIHIC was completed by Alison, Evan, Linda and Neil only. 
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Students’ attitudes towards, and integration of, their music learning

The same fixed-alternative response question on the Music Development Questionnaire 

(MDQ), same sections of the Music Attitude Questionnaire (MAQ), and same open-

ended questions in the Musicianship Reflective Journal (MRJ), as used in Substudy 1, 

were used. 

Students’ reflections on their music learning  

In addition to the comments in the Musicianship Reflective Journals (MRJ), information 

relating to students’ reflection on their music learning was gathered from their 

completion of The Musician’s Practice Log (MPL) (Kaplan, 1985). Students were 

encouraged to plan their practice time over each month and monitor this practice. New 

practice logs were issued at the commencement of each term. Each submitted log was 

analysed according to firstly, the level of its completion and influence upon practice, 

secondly, the duration, regularity and pattern consistency of practice, thirdly, the levels 

of metacognition evident (reflective and monitoring capacities, and adoption of practice 

strategies) and, fourthly, intentions to implement change (quality and/or quantity of 

practice) over the next term. This was determined in combination with personal 

discussion with each student at the end of each term, and coding for each of these areas 

involved a 5-point scale (where 5 = highest). 

4.2.3.4.3 Other Factors Influencing Music Development 

Information obtained from Substudy 1 was supplemented by more detailed information 

from the teacher survey Young Conservatorium Secondary Instrumental Students: 

Aspects of Music Development, Training and Ability (YCSIS), students’ written 

comments from The Musician’s Practice Log (MPL) (Kaplan, 1985), and end-of-term 

communication by phone or in person with students. 

Interpersonal Support  

The teacher survey (YCSIS) included a 7-point rating scale question (1 = not at all, to 7 

= a great deal) on interpersonal support. Communication with students (by phone, or in 

person) at the end of each term that students were involved in the study also provided 

opportunity for individuals to refer to any support received from ‘others’.  

Intrapersonal Attributes 

Three questions using a 5-point rating scale format (1 = never, to 5 = always) were 

included on the teacher survey (YCSIS), however with interviews and other forms of 

personal communication with students themselves considered the most appropriate 

means for gathering this information, these issues were further explored using a 
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qualitative approach. The two major data collection sources yielding information in this 

area were students’ written comments from The Musician’s Practice Log (MPL) 

(Kaplan, 1985) and verbal responses in regular end-of-term communication. 

Personal Learning Style 

Another three questions relating to students’ personal learning style on the teacher 

survey (YCSIS) (also using rating scales) provided information, as did students’ 

comments in The Musician’s Practice Log (MPL) (Kaplan, 1985) and ongoing 

communication by phone or in person with students.  

Affective Response 

The same Music Styles and Preferences (I/II) (MSP) and How Did I Listen to the 

Music? (HLM) class tasks and Pitch Recognition Test (PRT), with accompanying 

Absolute Pitch Questionnaire (APQ), as used in Substudy 1, were used.37

4.2.3.4.4 Outcomes 

Information from the instruments used in Substudy 1 was supplemented, in the case of 

music cognition and music achievement, by students’ written comments from The 

Musician’s Practice Log (MPL) (Kaplan, 1985), and for music engagement and 

achievement, academic achievement, and goals and aspirations, by follow-up 

communication by phone or in person with students the year following their program 

departure, and/or cessation of the two-year study period. 

4.2.1.5  Summary of Instruments Administered in Substudy 3 

All instruments used are again classified by conceptual area:   

• demographics (MDQ, plus PI) 
• music training and influences (MDQ, plus YCSIS; PI; MDI) 
• music practice (MDQ, plus YCSIS; PI; MDI; Kaplan MPL; end-of-term  

interviews/phonecalls) 
• music engagement (MDQ, plus YCSIS; MEP and special versions for students who 

 graduated or withdrew from the program, plus PDI; MDI; end-of-term 
 interviews/phonecalls) 

• music preference (MDQ; MSP, plus PI) 
• music aptitude (Gordon AMMA, plus YCSIS) 
• music achievement (MDQ; IPF, plus PI; MDI) 
• academic achievement (AAP, and special version for Year 12 students, plus PI) 
• goals and aspirations (MDQ; special version of the MEP for students who graduated

 from the program, plus PI) 
• learning environments (MDQ; Aldridge et al. WIHIC; MRJ; special versions of the 

 MEP for students who graduated or withdrew from the program, plus YCSIS; 
 PI) 

                                                           
37 John and Ian did not complete any of these data collection instruments, on account of their withdrawal 
in the second year of the monitoring. 
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• integration of music learning (MAQ; MDQ; MRJ, plus PI) 
• music cognition (MRJ, plus Kaplan MPL) 
• interpersonal support (MDQ, plus YCSIS; PI; MDI; end-of-term interviews/ 

 phonecalls) 
• intrapersonal attributes (YCSIS; PI; MDI; Kaplan MPL) 
• personal learning style (YCSIS; PI; Kaplan MPL) 
• affective response (MSP; HLM; PRT and APQ; MAQ).  

4.2.1.6  Data Collection Procedures 

The two interviews (structured, semi-structured) were administered, one in the months 

leading up to the commencement of the study, and the other as the study began. The 

first (and semi-structured) interview was the Preliminary Interview (PI) that took place 

prior to the study in the homes of each of the students, involving the child and at least 

one parent. The second (and more structured) interview was the Music Development 

Interview (MDI) that was conducted with the child at the study site, and as the study 

commenced. 

Ongoing contact with each of the students was sometimes as frequent as weekly, and 

could be in the form of class contact, but in other cases, was less formal, occurring 

casually, but still in the context of the program. For the two years of the study, 

discussion (by phone or in person, as convenient) took place periodically with students 

and, sometimes, their parents. This normally occurred at the end of each term, hence, 

four times each year (a total of eight times for students remaining in the program over 

the whole duration of the study), and focused on the nature of these students’ practice, 

their development, achievement, goals and aspirations.   

Table 4.5 shows the data collection process for the study, and includes all of the data 

collection instruments used in Substudy 1:38

                                                           
38 Full administration details are provided in Appendix C: 1.4 Factors involved in the decision to develop 
instruments and Appendix C: 1.5 Factors involved in the selection of existing instruments. 
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Table 4.5  Substudy 3 Data Collection   

Year 1 of Study  Year 2 of Study 
Source of Data Collection 

Lead-
up to 
Study Term 

1 
Term 

2 
Term 

3 
Term 

4 
Vac. 

Period 
Term 

1 
Term 

2 
Term 

3 
Term 

4 

Follow 
up 

Period 

Surveys (students) 
Music Development Questionnaire  r 

     r     

Music Engagement Profile (e)a  r    r      

Music Engagement Profile (w)b        r   r 
Music Engagement Profile (g)c        r   r 
Instrumental Proficiency Form   r     r    

Academic Achievement Profile (e)a   r    r      

Academic Achievement Profile (w)b   r     r    

Academic Achievement Profile (g)c   r     r    

Music Attitude Questionnaire  r r  r  r r  r  

Aldridge et al. WIHIC (1998)   r  r   r  r  

Absolute Pitch Questionnaire         r   

Survey (teachers) 
Young Conservatorium Secondary 
Instrumental Students 

       r    

Tasks 
Music Styles and Preferences I/II        r    

How Did I Listen to the Music?        r    

Logs 
Musicianship Reflective Journals  r r r        

Kaplan: The Musician’s Practice 
Log (1985)  r r r r  r r r r  

Tests 
Gordon AMMA (1989)         r   

Pitch Recognition Test         r   
Interviews 
Preliminary Interview r           

Music Development Interview  r          
Communication (phone / in person) r r r r r  r r r r r 

 

a enrolled students 
b withdrawing students 
c graduating students 

(shaded areas represent additional data collected on case-study students) 

4.2.1.7  Data Analysis 

Data for the study were basically qualitative, providing descriptions of each student to 

accompany numerical indicators. Student comments, following the basic framework of 

the model, were used.   

4.3  Summary 

The study comprises three substudies which focus on the music development of study 

participants (Substudies 1 and 3) and the study program and its outcomes (Substudy 2). 

The findings of the study are discussed in Chapters Five to Eleven, the music 

development of the 117 students (Substudy 1) form Chapter Five, reflections on the 

program from 44 teachers and 112 former students (Substudy 2) comprise Chapter Six, 

and the music development of 15 case-study students (Substudy 3) are presented in 
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Chapter Seven, with the separate stories of some of these students (Alison, Farren, 

Helen, Ian, Kevin, and Linda) appearing in Chapters Eight to Ten. Chapter Eleven 

presents a discussion of the main findings of the study as a whole, and a final summary 

of findings appears in Chapter Twelve.    
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CHAPTER 5 
 

FINDINGS FROM THE STUDY:  
THE MUSIC DEVELOPMENT OF 117 STUDENTS 

(SUBSTUDY 1) 
 

5.0 Introduction 

This chapter presents an overview for the 117 participants in the study, using the guiding 

framework of the theoretical model (Prior Music Experiences and Achievements; Music 

Experiences and Training Influencing Music Development; Other Factors Influencing 

Music Development; Outcomes). Fifteen of these were case-study students. These 

students are discussed separately in Chapter Seven, and six in detail in Chapters Eight to 

Ten.   

5.1 Prior Music Experiences and Achievements 

This section profiles the 117 students as they commenced participation in the study. 

Seventy-one were in the first year cohort,1 and another 46 in the second year cohort. 

The students’ program enrolment details, nationalities, genders, ages, school years and 

schools attended are reported in combination with retrospective information relating to 

their music development, engagement and achievement. An overview of students’ 

demographics, their music training and influences, music practice, engagement, 

preference, aptitude and achievement, as well as their academic achievement and goals 

and aspirations, serves as the benchmark from which their subsequent development in 

the two years of the study has been examined.  

Demographics  

The 117 participants were drawn from the instrumental (classical) strand of the 

program. Australian students constituted the majority (82.9%) of this population, 

however students were also from European (8.5%) and Asian (8.5%) backgrounds 

(Table D12). The gender distribution shows slight predominance of involvement of 

female students compared with male students (female: 59.8%; male: 40.2%), but strong 

representation of both (Table D2). Though the selected age range for the study was 12 

to 17 years, there was strong representation from older students, with 15 to 17 year olds 

more than half the population in both years (cohort 1: 76.1%; cohort 2: 52.2%) (Table 

D3). Hence, many students were in Years 11 and 12, the final years of schooling (Table 
                                                           
1 A number of these, namely 13 of the 15 case studies, and 10 who were enrolled in 
Musicianship/Secondary Music Studies classes over both years (four of whom were case studies), 
provided data over both years.  
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D4). They attended 54 different secondary schools within a 160km radius of Brisbane 

(Table D5), and these included government and non-government3 school sectors 

(government: 59.8%; non-government: 40.2%) (Table D6).4 The students’ instrumental 

studies in the program represented eighteen instruments,5 the most frequent the clarinet 

(15.4%), violin (13.7%), and piano (11.1%) (Table D7).  

As noted in Chapter Four, basic demographic information on all secondary-aged 

students participating in the YCP over the two years of the study was gathered with very 

high return rates. The profiles of the 117 study participants (Tables D1 - D7) show a 

very high degree of accord with the profiles of all responding students in the YCP over 

the time (Tables Z1 - Z8), with the exception of a proportionally larger number of 

schools.6 Therefore, it is considered that the 117 participants are representative of the 

YCP secondary-aged student population.  

The duration for which the 117 students had been learning in the program varied  

considerably, and enrolments were quite transient. More than one-third (35.9%) were 

new to the program when they commenced their participation in the study, with a 

similar proportion (34.2%) enrolled for one year. Approximately one-fifth (19.7%) had 

participated over two or three years, and very few had been engaged in the program for 

longer time spans: three students reported engagement with the program of four or five 

years, and one was commencing her eighth year in the program (Table D8).   

At the time of the study, 88% of the 117 students were receiving individual instrumental 

lessons in the program, and almost all (98.3%) were taking Musicianship/ Secondary 

Music Studies classes (Tables D9 and D10). Most students were additionally involved 

in at least one performing ensemble activity. The majority of students taking 

Musicianship/Secondary Music Studies classes were attending advanced classes (levels 

6 to 8) (Table D11).7  

 

 

                                                                                                                                                                          
2 Tables and figures for this chapter appear in Appendix D: 1.1 Tables and figures of results for 117 
students. 
3 Catholic and independent schools. 
4 For a list of the schools attended, see Appendix D: 1.2 Schools attended by students. 
5 Some students were equally proficient on multiple instruments. Instruments considered here are those 
learnt or played in the program, usually students’ main instruments. In the few instances where students 
were learning more than one instrument in the program, students selected one of these as the instrument 
they were playing for purposes of the study. 
6 Schools attended by the 284 students are also included in Appendix D: 1.2 Schools attended by students. 
7 This includes the ten students who were enrolled in Musicianship/Secondary Music Studies classes in 
both years. 
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Music Training and Influences   

Over two-thirds (69.2%) of students had commenced music lessons by the age of nine, 

with almost all remaining students (21.4%) commencing between the ages of 10 and 12 

(Table D12). Hence, the number of years students had received lessons on the 

instrument they were playing in the study varied from one or two years, to more than 

nine years (Table D13).8 Eighty-two per cent of students recalled having had parental 

encouragement to commence lessons (Table D14), and analysis showed a strong 

concurrence between number of years learning and parental encouragement (Table 

D15). 

All students providing information on their prior music experiences and training 

recalled having expressed a desire to learn a musical instrument, and for just over three-

quarters (77.7%) this desire had been strong (Table D16). With nurturing over time, 

students’ interest levels developed and they had begun to pursue music more seriously, 

and for a small group (15.4%) this had taken place prior to turning 10. For more than 

half the students (52.1%), however, such focusing occurred later (between the ages of 

10 and 13), though a further quarter (23.9%) did not make a serious commitment to 

music until they reached 14 or 15 years of age (Table D17).   

Students cited the support of family, teachers and peers, and hearing accomplished 

performers as having played key roles in nurturing and sustaining their interest in music 

over the years (Table D18).9 The importance of the family environment, and, in 

particular, supportive parents, was noted by 27.4% of students. A small number (5.1%) 

referred specifically to the influence of sibling(s) who were learning an instrument. 

Music teachers (particularly instrumental) were another strong influence specifically 

noted by 14.5% of students. The social benefits associated with music were also highly 

valued by some, with 6.8% referring to the experience of ensemble playing and the 

support of their peers. Contact with performing experts, whether at concerts or in 

masterclasses, was noted by 11.1%.  However, the most important factor identified as a 

determinant for continued music learning were conditions that had facilitated enjoyable 

experiences and had led to the development of self-motivation and personal 

gratification. Almost two-thirds (64.1%) referred to rewarding experiences (intrinsic 

and extrinsic), for example, the ‘challenge’ of learning new repertoire (intrinsic), or 

feelings of ‘specialness’ gained from the attention of others (extrinsic). From this it can 
                                                           
8 It is important to note that for some students the instrument on which they were enrolled was not the 
first learnt.   
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be seen that a ‘love’ of music, and provision of activities perceived as ‘enjoyable’, seem 

very important for continued learning in the field.   

Music Practice 

Students possessed high levels of commitment to their music learning. For most, this 

was demonstrated in the frequency of their practice routines, with almost three-quarters 

(72.7%) normally practising on a daily basis. Even for another 17% who reported 

routines of three to four times per week, music was clearly a pursuit to which time was 

allocated on a regular basis. Of the 117 students, only one student described his practice 

routine to be as infrequent as once per week, hence illustrating the substantial role 

music generally played in these students’ lives, and the value they tended to place on 

their musical endeavours (Table D19).  

Also noteworthy is the time students spent practising. Students invested large amounts 

of their available time developing their instrumental skills, with all but two of the 

responding students allocating anywhere from 30 minutes to greater than two hours per 

practice session.10 Over half (58.1%) described their practice routines to range between 

45 to 60 minutes per session, and a small number (8.5%) reported time spans exceeding 

two hours (Table D20).  

Music Engagement  

Students’ music commitment was also reflected in their engagement with music. Many 

had gained a breadth of musical experiences through participation in a considerable 

number of music activities and events. Most were intensely involved in their musical 

endeavours, with 85.6% of survey respondents describing high to very high engagement 

(Table D21), again reflecting the music engagement levels of the secondary-aged 

students in the program as a whole (Table Z9).  

Music Preference 

Just over eighty per cent of the students ranked popular and classical music styles 

amongst their highest music preferences (Table D22). Although in the program their 

interests pertained to the study of classical repertoire, 61% considered contemporary 

                                                                                                                                                                          
9 An extensive range of students’ statements appears in Appendix D: 1.3 Influences on students’ desire to 
continue learning music, and shows many students to have reported a combination of influences. 
10 Practice time per session is not always an indicator of the total time spent practising. As many of these 
students planned their practice across different times of the day, it was common for more than one 
practice session to be accomplished on the same day. It is also possible that the remaining two students 
(whose practice session in fact amounted to 15 minutes) also achieved multiple practice sessions on the 
same day. Moreover, time, by itself, is not an indicator of music commitment. Instrument type, for 
example, can largely determine the maximum amount of time to be spent practising, with some 
instruments more physically demanding than others.        
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popular styles their most preferred music. However, reinforcing their classical music 

interests in the program, one-fifth (19.7%) ranked western art (‘classical’) music styles 

as highest. This implies for many students a broad exposure to music types, and 

although ‘classical’ music played a major role in their lives (as seen in their engagement 

in the program), it was by no means the only type of music favoured.   

Music Aptitude 

Most students demonstrated a high music aptitude, as measured by the Gordon test, 

Advanced Measures of Music Audiation (Gordon, 1989) (Tables D23 - D25). Results 

from the tonal test ranged from 24 to 37 (with 40 as the maximum possible score) and 

the rhythm test, 25 to 38 (with 40 again as the maximum possible score). These 

produced mean scores of 29.6 and 30, respectively. Total test scores ranged from 49 to 

74 (out of a possible 80), with 60 as the mean. Each of the three means (tonal, rhythm 

and total), when compared with Gordon’s percentile rank norms, showed students 

generally to be in the top 30% of high school-aged students.11 Though this is a single 

measure on a single time of administration, it does show high levels, although not 

outstanding, for all students.  

Music Achievement  

More than three-quarters (77.8%) of the students had completed formal instrumental 

examinations prior to program entry (Table D26). Although highest examination grades 

reported encompassed first to Associate diploma (A.Mus.A.), most students had 

completed moderately advanced grades by the time they enrolled. The highest formal 

examination grade reported by 88% of these students ranged from fourth to A.Mus.A. 

(Table D27), and some had completed examinations on multiple instruments (Tables 

D28 and D29).12 Though not all students had completed formal examinations at the time 

information was provided, all had to pass an audition for entry to the program and are 

likely to have had the same minimum grade level equivalent as above, or higher.   

Academic Achievement  

Recent school results of the survey respondents showed all to have attained reasonably 

high, and sometimes very high, levels of academic achievement (Figures D1 and D2; 

                                                           
11 The percentile rank norms referred to here are those provided by Gordon in his test manual, and have 
been derived through his extensive testing of American high school-aged students. There are no 
Australian norms. The means of students’ raw scores, when transformed to Gordon’s norms are: tonal 
(78.7), rhythm (67), total (74.8). 
12 Almost one-quarter (23.9%) of these students had completed examinations on a second instrument, and 
6% had completed examinations on a third instrument. 
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Tables D30 - D32).  Students’ calculated GPAs ranged from 3 to 5,13 and produced an 

overall mean of 4.28.14 This overall mean was used as a general indicator of students’ 

academic achievement at the time they commenced participation in the study, and 

reflects the high levels of academic achievement found to be typical of many secondary-

aged students in the program (Table Z10). 

Goals and Aspirations  

A brief overview of students’ goals and aspirations highlights the primacy of music in 

their lives. Almost three-quarters (72.6%) had musical plans, and these included plans 

that were long term (61.5%), short term (8.5%), or in conjunction with non-musical 

pursuits (2.6%) (Table D33). Students’ music goals and aspirations ranged from the 

highly ambitious plans of overseas study and/or performing (for example, aspiring to 

become a famous composer, conductor, concert pianist, operatic soloist, world-

renowned instrumentalist, or orchestral player in a leading USA or European orchestra) 

to more common music occupations, including teaching (instrumental/classroom). 

Other music goals and aspirations were short-term in nature, and usually pertained to 

the completion of instrumental examinations.15   

5.1.1 Discussion 

The students’ prior music experiences and achievements show a high degree of accord 

with the body of literature that has focused on early stages of music development, up to 

and including adolescence. 

The commencement by most students of learning a musical instrument by the age of 

nine reflects the findings of Bloom and colleagues (1985), Manturzewska (1990), 

Ericsson and colleagues (1990 and later), Sloboda and colleagues (1991 and later), 

Lehman (1997) and others, all of whom have noted early commencement of music 

training to be characteristic of young, above-average musicians. The parental 

encouragement and support that had usually accompanied students’ commencement of 

music lessons also echo the findings of these researchers and many others, whose 

studies have also highlighted the importance of parents’ enthusiasm, and for this 

enthusiasm to frequently promote the likelihood of a child’s continued engagement with 

music. Students had also usually expressed their own desire to learn an instrument, and 

                                                           
13 The GPAs (1 - 5, where 5 = Very High Achievement, or equivalent) have been calculated based on each 
student’s average grade from the second semester of the school year completed prior to participation in 
the study.  Only two of the 117 received a GPA of 3. All other students attained higher GPAs. 
14 The mean of 4.28 has been calculated from the GPAs of students across all school years. 
15 See Appendix D: 1.4 Students’ goals and aspirations for students’ written statements. 
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personal desire as a positive indicator for sustained music engagement has also been 

widely recognised throughout the literature.  

Sources of influence for students over the years also showed strong alignment with the 

findings of the previously-mentioned researchers and others in the field, for highlighted 

in the study is evidence of the key roles that not only parents, but teachers, peers and 

siblings can play, as well as the effects of role modelling, and the influence of music 

performing experts. The sheer enjoyment of music itself had played an especially 

important role in sustaining many students’ interest in music, and it is this development 

of a strong personal interest and emotional commitment to the field of learning that has 

been highlighted across the literature as another key determinant for continued learning. 

Often referred to as intrinsic motivation (namely, the enthusiasm for, interest in, and 

enjoyment of music for its own sake), the notion of this as important for music learning 

has emerged from the findings of a considerable quantity of research (see, for example, 

Bloom and colleagues, 1985; Csikszentmihalyi et al., 1993; Ericsson, Krampe & Tesch-

Römer, 1993; Sloboda & Davidson, 1996; Hallam, 2001). The students in the present 

study did demonstrate considerable commitment to their music, and were engaged in a 

range of music activities and events. Such commitment and engagement supports the 

findings of many other studies of adolescent music development that have shown 

adolescence to be the time that a serious intent towards music studies frequently 

emerges.   

The nature of students’ commitment to music was also manifested in the considerable 

time they spent practising. The fact that many were allocating substantial amounts of 

available time to their music practice is of importance, given the body of literature that 

shows high commitment and motivation to be necessary to achieve the extensive hours 

of music practice associated with music learning at higher levels (see, for example, 

Csikszentmihalyi et al., 1993; Ericsson, Krampe and Tesch-Römer,1993; Hallam, 

1997a, 1997b). This is especially significant, in view of the consensus across the 

literature that shows adolescence to be a time that individuals are faced with having to 

make decisions requiring their allocation of time. The time many students were 

devoting to their practice clearly reflects their consideration of music as an important 

pursuit in their busy lives, and, moreover, suggests the personal willingness that has 

been noted across the literature, a willingness of those who sustain engagement in their 

field and attain success to do great amounts of work.   
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The participation of many students in a range of music activities and events also 

reinforced this commitment, confirming the findings of key researchers including Wolf 

and Gardner (1980) who earlier noted the musical behavioural maturation frequently 

coinciding with the teenage years to generally manifest itself in high music engagement. 

This musical maturation was also evident in student’s music preferences, with many 

students demonstrating appreciation of a range of styles, and a special leaning towards 

popular and classical styles, styles they were likely to have heard regularly. Such 

patterns suggest the link between preference and familiarity demonstrated in the earlier 

findings of researchers including Bridges, Evans, Getz, and Hornyak (cited in Gordon, 

1971), and which continues to be confirmed across the literature.   

Although a contentious issue, music aptitude is broadly associated with music 

achievement. Most students demonstrated high levels of music aptitude, and this, 

according to Gordon (see, for example, 1965, 1971, 1976, 1989, 1993) and others, 

would indicate that students were capable of high levels of music achievement. 

Students’ completion of formal instrumental examination grades alone did not provide 

sufficient indication of music achievement, however the fact that all had been accepted 

into a pre-tertiary specialised learning program, and that entry to this was by 

competitive audition, would seem to show the reasonably developed musical skills of 

students in general. 

Students in the study generally demonstrated a sense of purpose and direction in their 

learning. Most possessed specific goals and aspirations, and many of these goals and 

aspirations involved music. The importance of a focused learning approach, the desire 

to achieve, and goal-setting are all well-cited in the literature as desirable traits of a 

young musician (see, for example, Bloom and colleagues, 1985; Manturzewska, 1990; 

Ericsson and colleagues (1990 and later); Sloboda and colleagues (1991 and later); 

Csikszentmihayli et al., 1993; Lehmann, 1997a; Hallam, 1997a, 1997b, 2001), and 

suggest music learning to increasingly depend on a goal-oriented approach.   

5.2 Music Experiences and Training Influencing Music Development 

5.2.1 Learning Environments 

Students’ music experiences and training across three music learning environments, and 

particularly the YCP, were considered in the study.   

School Music Experiences and Training 

School music experiences formed an important component of learning for many of the 

students. Approximately eighty per cent (80.3%) were studying music as a school 
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subject, and had chosen to do so for numerous reasons,16 the most common of which 

were preparation for tertiary music study (52.1%) and to improve music knowledge and 

understanding (50%). A much smaller proportion had elected it for ‘enjoyment’ 

(18.1%), or from perception of it as an easy subject (19%) (Tables D34 and D35). 

Hence, it may be concluded that for the majority of students choosing the subject, music 

tended to be a serious pursuit rather than a passive interest. The minority choosing not 

to take music at school cited the following reasons: it might not offer sufficient 

challenge; it would be of minimal benefit; music studies were pursued outside of 

school; and conflicting timetabling issues (Table D36). Many of those taking music at 

school perceived the performing activities of the subject to be the most enjoyable 

(71.3%), with listening and composing regarded as less rewarding (26.6% and 21.3%, 

respectively) (Table D37). The remaining few students (4.3%) considered other aspects 

of school music such as analysis and conducting to hold the highest levels of personal 

enjoyment.17  

The range of performing experiences and music activities the students were accessing 

through their schools also demonstrates the considerable influence such experiences can 

have on students’ music learning. Just over eighty per cent (83.3%) of students were 

participating in a range of performing groups (orchestras, choirs, and so forth), and a 

similar proportion (82.9%) were involved in music activities (for example, concerts, 

eisteddfodau, competitions, productions, music camps and tours) (Tables D39 - D43). 

Community Music Experiences and Training 

Students provided details that showed considerable engagement in a range of 

performing experiences and music activities across the community. Approximately two-

thirds (65.8%) were participating in non-school performing groups, and approximately 

three-quarters (74.4%) were involved in music activities (Tables D39, D44 - D47). 

Young Conservatorium Music Experiences and Training 

Students’ engagement in the program forms the main focus of the study, and this section 

overviews students’ expectations and perceptions of the program before analysing the 

quality of their integration of this learning with other music learning, and exploring 

their reflection on learning.     

 
                                                           
16 Some students cited more than one reason. 
17 When asked to identify the least enjoyable aspects of school music, students’ responses generally 
reinforced their feedback on aspects enjoyed. Almost one-third (28.7%) however identified further 
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Students’ expectations of the program 

Students’ expectations of the program were reflected in their motivations for enrolling, 

and though reasons for seeking program tuition were numerous and often involved a 

combination of factors, overall there appeared to be a perception that learning with 

others of similar interests and abilities was desirable. A considerable proportion of 

students sought quality, specialised music tuition (56.4%) and a preparation for tertiary 

music study (47%). Others expected learning in the program would nurture a general 

interest and enjoyment of music (32.5%) or supplement their school music learning 

(24.8%). Several (12%) perceived the program as an alternative to school music, a few 

(8.5%) for what they believed to be well-priced quality tuition, and a small minority 

(3.4%) expressed desire to learn from a particular instrumental teacher teaching in the 

program (Table D48). 

Students’ perceptions of the program 

Just over eighty per cent (81.7%) of students placed highest value on the program’s 

performance-related activities (specifically, practical tuition: 40%; performing 

opportunities: 41.7%). A smaller number (18.3%) reported Musicianship/Secondary 

Music Studies classes to be of most value to them (Table D49). 

Students’ expectations of Musicianship/Secondary Music Studies classes 

Sixty-nine students took Musicianship classes, and 46 took Secondary Music Studies 

classes. As noted in Chapter Four, students from the first cohort were taking 

Musicianship and completed Musicianship Reflective Journals, and students from the 

second cohort were taking Secondary Music Studies, and also provided information. In 

general, students expected Musicianship/Secondary Music Studies class experiences to 

provide them with a broad foundation in aural and theory training, develop their stylistic 

awareness, and increase their exposure to repertoire. Many perceived what they learnt in 

the classes would support their instrumental studies and enhance their understanding of 

music. Although some perceived Musicianship training as an alternative to school 

music, many who intended pursuing music at the tertiary level viewed program class 

experiences as supplementing their music training. Several students referred to the 

educational value of reinforcement, identifying aspects of the learning they perceived as 

clarifying aspects of their school music studies. The following student comments show 

                                                                                                                                                                          
aspects of the subject as least enjoyable (namely, assessment procedures and the music teacher). 
Approximately one-fifth (20.2%) did not report any aspect of the subject as disliked (Table D38). 
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the ways students perceived class learning as an alternative for classroom music, a 

supplement to their other music experiences, and/or a reinforcement of other training.18  

 (Alternative) 
 (17M) As I hope to pursue music as a career, and do not study music as a subject at school, I 

desperately need to develop my theoretical knowledge and skills.        
(16M) I do not study music through my school because the only course offered is externally 
assessed.   

 (Supplement) 
 (16M) It will take me beyond what I learn at school. 

 (15M) This is similar to school, so it will reinforce and extend on our current schoolwork. 

 (Reinforcement) 
(15M) This will be of significant help as aural is my weakest area and will require considerable 
improvement - practice for school exams. 

Students’ perceptions of the learning environment of Musicianship/Secondary Music 

Studies classes 

Using the What is Happening in this Class? (WIHIC) (Aldridge et al., 1998) learning 

environment scale, students evaluated the learning environment of Musicianship (cohort 

1) and Secondary Music Studies classes (cohort 2) in the areas of social cohesion, 

teacher satisfaction, involvement, task orientation, cooperation, and equity. High overall 

satisfaction was reported in both years of the study, with students providing feedback 

that was generally positive, especially in the areas of equity, task orientation, teacher 

satisfaction, cooperation, and social cohesiveness. For the Musicianship class 

environment, means ranged from 24 to 3519 (with standard deviations of 5 to 7), and for 

the Secondary Music Studies class environment, 26 to 35 (with standard deviations of 5 

to 6). Students perceived a strong sense of equity (cohort 1: 35.14; cohort 2: 35.65),20 

were highly task-oriented (cohort 1: 33.78; cohort 2: 33.70) and satisfied with their 

teaching (cohort 1: 29.24; cohort 2: 31.95). In terms of student cooperation, feedback 

was also positive, and was a little higher for Secondary Music Studies (cohort 1: 28.34; 

cohort 2: 31.95). Social cohesion amongst students was also reported high (cohort 1: 

28.38; cohort 2: 29.11). Students’ sense of involvement in classes was, however, on the 

whole, a little lower (cohort 1: 24.39; cohort 2: 26.35), and might have been attributed 

to a number of reasons, one of which might have been the infrequency (once a week) of 

lessons, when compared with the usually more frequent delivery of traditional school-

based music learning at the secondary level (Table D50). 

                                                           
18 Quotations taken from Musicianship Reflective Journals. To protect anonymity, only age and gender 
details have been included (M and F refer to male and female respectively). Appendix D: 1.5 Students’ 
expectations of musicianship/secondary music studies classes contains further student comments. 
19 This is from a possible maximum of 40. 
20 These are the mean responses of both groups, reporting on Musicianship and Secondary Music Studies 
classes, respectively). 
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Students also communicated high levels of satisfaction with the classroom learning 

environment through their comments in the Musicianship Reflective Journals. The 

following comments are representative, and also indicate high levels of student interest 

and enjoyment arising from what was perceived to be a genuine and positive learning 

environment.21   

(Classroom satisfaction) 
(17F) I really enjoyed today’s lesson as the lesson was approached in a totally different way and 
I guess it was that relaxed easy style of manner that made it so enjoyable! 

(16F) Lessons were very entertaining between teacher and students. Very enjoyable and 
interesting. 

(13F) Having the opportunity to play with other musicians - something I’ve never done before.22

Students’ attitudes towards their music learning 

As explained in Chapter Four, the Music Attitude Questionnaire was administered three 

times in each year of the study (Table D51), and students were required to rate 

themselves on a 7-point scale (very low - very high, where 7=highest). Students’ 

attitudes towards their music learning in the areas of practical ability, music reading, 

writing and aural skills, music construction, and music styles, are reported here, and 

their attitudes regarding the interrelationship of their music education and training are 

discussed under the next heading (Students’ integration of their music learning).23

In general, students perceived their overall music ability, understanding of music 

construction, and capacity to listen to broad categories of music from an informed 

perspective, to be average and higher (means ranging from 4 to 6). They perceived less 

development in their practical, music reading, writing and aural skills than in their 

abilities to compose, understand theoretical concepts and musical form, and aurally 

comprehend broad music styles (most notably, twentieth-century art music and world 

music styles). A general analysis of students’ perceptions of their skill base in each of 

these areas is provided here.    

In terms of music ability, students considered their practical (instrumental and vocal), 

music reading, composing, and aural levels, before estimating their overall music ability 

(Table D52). Though ranging widely in their ratings, rating averages showed  

                                                           
21 For an extensive range of student comments, see Appendix D: 1.6 Students’ perceptions of the learning 
environment of musicianship/secondary music studies classes. 
22 This student was a pianist. 
23 Students’ ratings serve as a general measure of their attitudes towards their abilities, and should not be 
regarded solely attributable to their program classroom experiences. The classroom context was a 
convenient data-gathering context only, and, as noted, students not taking these classes completed the 
questionnaires individually. 
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perceptions were average and higher (means ranging from 4 to 6). The first cohort 

generally reported no great change in practical (instrumental and vocal) skills, music 

reading and aural abilities (effect sizes between 0.1 and 0.2), but perceived their 

compositional skills to improve over the year (effect size 0.4). Self-ratings of overall 

music ability also indicated some growth over this time (effect size 0.2). The second 

cohort were slightly less positive in comparison with the first cohort when reporting 

practical, music-reading, composing and aural abilities, and in their perceived 

development in these areas (effect sizes between 0.1 and 0.3). Similarly, these students 

perceived their overall music ability to be lower by the end of the year (effect size 0.5), 

but still regarded themselves quite highly (mean: 5.12).  

Students’ perceptions of their understanding of principles of music construction 

(namely, their comprehension of theoretical concepts, formal aspects, key relationships 

and modulations) also ranged widely, however rating averages generally remained in 

the range of average to slightly above average (means ranging from 4 to 5) (Table D53). 

Students generally perceived their understanding to increase slightly in each of the 

areas. The first cohort reported greatest change in their understanding of theoretical 

concepts (effect size 0.5). By contrast, the second cohort perceived their understanding 

had not changed in each of these areas by the end of the year (effect sizes between 0.04 

and 0.08), although this is still a more positive response for the group than that reported 

for the music ability ratings.  

Students described their ability to aurally comprehend five broad categories of music: 

popular music, early music, western art music, twentieth-century art music, and world 

music (Table D54). Though ranging widely in their perceptions of their ability, overall 

students reported their aural comprehension of popular, early, western art, and 

twentieth-century art music styles to be average and slightly higher (means ranging 

from 4 to 5), but a little lower (means ranging from 3 to 4) for world music.   

The first cohort perceived their understanding of all five styles to improve slightly over 

the year, and this increase was more evident for twentieth-century art music (effect size 

0.5) and world music (effect size 0.7) than the other styles (effect sizes between 0.2 and 

0.3). By comparison, the perceptions of the second cohort were essentially unchanged 

over time.    

Although students’ ratings, on average, were high across all areas, there were frequent 

instances of low ratings. One interpretation of these low ratings would be that students 

reporting negatively were internalising a higher standard for their self-ratings than a lay 
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person, and that this standard was relative to their degree of experience. The same may 

also have been true for students whose ratings were conservative. For the second year 

cohort, whose ratings slightly declined in some areas over time, it may be that 

positively-oriented individuals were not present on subsequent days of administration. 

Recalling that all had been accepted into a specialised program for which there was 

considerable demand for places, it is more than likely that students’ music abilities were 

high for their ages. The fact that students’ ratings did not fluctuate greatly suggests that 

students possessed an awareness of their music abilities, and that their ratings were not 

randomised or easily influenced by events at or between administrations. Indeed, 

calculations for both cohorts showed that effect sizes24 for changes from administration 

1 to administration 3 were generally around 0.2 or less, with some larger effect sizes of 

0.5 to 0.7 occurring. However, in these latter cases, the numbers of students responding 

on each occasion were different and, due to the relatively small numbers, may have 

been susceptible to individual student input. Hence, despite some fluctuation, which 

was most likely due to the presence of slightly different student groups on each 

occasion, students’ perceptions showed an overall consistency. 

Effective learning in music, as in all learning domains, involves the ability to integrate 

learning. Using learning experiences from their Musicianship classes as 

exemplification, the next section shows that many students appeared to successfully 

relate and integrate specific aspects of their music learning.       

Students’ integration of their music learning  

A key goal of the YCP was to establish an interactive relationship amongst music 

makers, music educators, and the community, with the hope that students would 

integrate their learning, in and out of the program, and draw on the sum of their training 

and experiences to enhance their music development.  

Students did appear to be integrating their learning, with 60% of students taking music 

as a school subject, for example, reporting that their learning in the program assisted 

them with their school music studies (Table D55). Students’ journal entries provided 

contextualised evidence demonstrating their abilities to relate and integrate their music 

learning, in and out of the program. Three guiding questions in the Musicianship 

Reflective Journals, asked several times over the year, gave students the opportunity to 

comment on the application of their program class music learning in particular.  

                                                           
24 The general rule of thumb is that an effect size of 0.5 is moderate, and 1.0, strong. 
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• Extent to which students related program class learning to general musical 

understanding and training 

Students perceived their program class experiences to be highly relevant to their general 

music training (Table D56). Their perceptions of the relevance of what was learnt in 

Musicianship (cohort 1) and Secondary Music Studies (cohort 2) classes, although 

ranging greatly, produced rating averages that were predominantly positive (5) (cohort 

1: 5.13, 5.27, 5.46; cohort 2: 5.22, 5.00, 5.35).25 Students were generally consistent in 

their perceptions (cohort 1: effect size 0.3; cohort 2: effect size 0.1).26  

These perceptions were reinforced in students’ comments from the Musicianship 

Reflective Journals, showing that many students did link learning from program class 

experiences with their other music learning.27 Most students identified benefits and 

believed they successfully related what they learnt in the classes to numerous practical 

activities (for example, playing their instrument, composing, arranging, conducting), 

and many indicated that the classes were exposing them to different musical styles, as 

well as assisting them with AMEB theory exams, music analysis, and aural perception. 

Students undertaking advanced Musicianship levels tended to relate and apply what 

they learnt to more specific skill areas than lower Musicianship level students, whose 

comments were often quite general in nature.  

Many demonstrated application of what had been learnt in the classroom to practical 

contexts. The quality and maturity of students’ responses do not appear to depend on 

age, as much as musical maturity. The following remarks were representative, and show 

students’ applications of knowledge and skills learnt to the practical activity of music-

making. 

(17F) Researching the composer's life and analysing the form, melody, harmony, the texture, 
dynamics and phrasing, knowledge of these elements led to a thorough understanding of the 
work. With this, I find I'm more capable of injecting my own personal expression into say how I 
think a particular phrase should be played, dynamic level, intensity of accents and the overall 
mood which I think the composer is suggesting. 

(14F) The knowledge of intervals helps me recognise the inversions quicker….If I can recognise 
chords in inversions quickly, it helps to memorise and learn my pieces quicker.   

(17M) The Beethoven Sonata was of particular interest to me as a friend of mine (a pianist) has 
played some of them. Understanding the sonata form has helped me with some sonatas I am 
performing for Music Extension at school by Brahms, Saint-Saëns and Poulenc.  
  

                                                           
25 Where three values are given, these are the mean responses at each time during each year. 
26 It is important to take into account the fact that students were taking different levels of Musicianship 
and/or Secondary Music Studies, and that they were at varying stages of music development. However, as 
numbers are small, specific comparison across groups were not made. 
27 For an extensive range of student comments, see Appendix D: 1.7 Students’ abilities to relate program 
learning to their general music understanding and training. 
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(15F) Learning about Baroque and Classical music, as I play a lot of pieces from these eras. 

(16M) Development of rhythm, through practising syncopation and having to concentrate on one 
part whilst listening to others is a vital component of playing successfully.   

• Extent to which students related and applied program class learning to school music 

studies 

Many students taking school music and program classroom music studies 

(Musicianship/ Secondary Music Studies) reported an ability to identify links across the 

two instructional contexts (Table D56). Though students perceived the relationship 

between program and school music quite differently, with some perceiving no similarity 

at all, and others, a great deal of similarity, considerable degrees of similarity were 

observed overall (cohort 1: 4.73, 4.90, 5.03; cohort 2: 4.39, 4.42, 4.55).28 Students’ 

perceptions in both years remained stable overall (cohort 1: effect size 0.2; cohort 2: 

0.1).  

These similarities noted, most students reported the ability to apply what was learnt 

from one learning context to another (cohort 1: 5.09, 5.02, 5.26; cohort 2: 5.03, 4.96, 

5.00). Again, the extent of this application remained essentially unchanged over time for 

both cohorts (cohort 1: effect size 0.1; cohort 2: 0.02).  

Many students also reported an ability to apply what was learnt in school music to 

classroom experiences in the program. Once again, though levels of application ranged 

greatly, student rating averages were predominantly positive (cohort 1: 4.43, 4.80, 4.92; 

cohort 2: 4.47, 4.15, 4.27). Students in the first cohort perceived some increase in their 

application (effect size 0.3), and students in the second cohort generally reported no 

change (effect size 0.1).   

Overall, results suggest that students generally perceived their program classroom 

experiences to be applicable and beneficial to their school music learning, and vice 

versa. Where students did not perceive their learning to be mutually beneficial, it is 

likely that differences in the course content of both learning environments (in some 

cases arising from differences in schooling years and the standard of school music 

across these year levels) and the varying stages of students’ own music development 

may have been influencing factors. Indeed, such conflict or lack of interfacing between 

the two instructional contexts in these instances may have been a reflection of the 

                                                           
28 The apparent contradiction of views here can be easily explained when taking into account the varying 
school grades of students, the variety of music subjects offered at schools, and/or differences in the 
delivery of music subjects from school to school. 
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program’s philosophy and practice of ability grouping, in contrast to grouping by age, a 

practice common to school and other traditional learning contexts.  

Students described the relationship between Musicianship and school music in their 

Musicianship Reflective Journals.29 Some perceived what was learnt in Musicianship as 

a preparation for school music studies, while others regarded this learning as a form of 

reinforcement. Students’ perceptions of the usefulness and applicability of their learning 

in the program to school music studies are demonstrated in the following representative 

comments. 

(Preparation) 
(17F) What I have learnt on serialism does not relate to the unit I am currently 
studying at school but it will come up in the subject this year and I will be able 
to apply my knowledge further then.   

     (Reinforcement) 
 (16F) The work that we did on the fugue and sonata form was good as it 

reinforced what we were doing at school. 

The drawing of parallels and the ability to integrate music learning was demonstrated 

most strongly by the more advanced students.30 Indeed, many students undertaking 

Levels 7 and 8 Musicianship in particular showed little difficulty in linking the 

knowledge learnt and skills gained in both instructional contexts. The following 

comments were representative of many similar responses. 

(16F) I consider Musicianship an important part of the Young Con, and any musical training. A 
good ear is the basis on which musical talent is developed so it is important that it is well-
trained. I find that the musicianship we do greatly parallels school classroom music. Therefore, 
the two of them go hand in hand, and complement each other. 

(16M) The elements being discussed in ‘Musical Language’ and also the guide to aural analysis 
correlate with what I have learnt in high school classroom music, although in a comprehensive 
manner. As well as reinforcing and perhaps providing a clearer concept of previously acquired 
knowledge. I am also encountering new concepts that are expanding my general music 
understanding.   

(17F) This level of Creative Musicianship relates very well with the standard and content 
expected for a senior music student. Going hand in hand with my previous and present training 
and understanding of music in general. 

(16F) Right now we are analysing the same kind of music, except focusing on the orchestral 
timbres element, including orchestration, compositional techniques and types of music period 
elements. I’m therefore able to take what I am learning now in musicianship and apply it to 
school.   

 

                                                           
29 For an extensive range of students’ comments, see Appendix D: 1.8 Students’ abilities to relate and 
apply program learning to school music studies. 
30 The fact that a strong sense of integration was particularly evident in the comments of students in 
higher Musicianship levels may possibly be explained through the comments of many students 
undertaking school Music in Years 8 to 10 who reported music at school to be of a more elementary level 
than the learning that was occurring in the Musicianship classes.   
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Many students indeed commented that their school work had improved significantly 

since their involvement in the classes. Remarks such as the following were typical. 

(17F) Not only does it help in practical exams, and written ones, it also helps a great deal in the 
school classroom situation. I found that after taking Musicianship last year at the Young Con, 
my aural and written tests at school greatly improved.  Musicianship also broadened my scope 
and knowledge of general musical concepts. 

(16F) I am able to relate all of what I learnt in this class to my school music studies.  It has been 
very helpful and I am finding that class music at school is becoming easier. 

(15F) We do keyboard sight reading at school and I find that the keyboard harmony and 
improvisation we did here [Young Con] helped me a lot with my school music studies at school.   

Some students, however, did not perceive links, and this was usually due to differences 

in the levels of work encountered between school and the program. The comments of 

several students such as those below highlighted a tendency for classwork in the 

program to be more challenging than experiences at school.   

(14F) This did not relate to my school studies of music because this is of a much higher standard 
than my school studies.   

(15M) Not to a great extent, as we don’t go into as much detail at school. 

(13F) Partly, but it’s hard because school music isn’t as thorough or sophisticated, but more 
basic.   

• Extent to which students perceived their program class learning to be of future 

assistance 

Many students described future benefits of their program class learning, and though 

once again referring to assistance with school-based music learning, also commented on 

its applicability to activities and situations such as instrumental playing and AMEB 

theory exams. Students in lower levels (levels 4 and 5) tended to identify immediate, 

short-term or limited learning benefits, students in the middle level (level 6) usually 

adopted a slightly broader perspective, and students in higher levels (levels 7 and 8) 

generally referred to longer-term benefits, including intended tertiary music study, 

career paths, and professional ambitions. The following comments were representative 

of many made by students who demonstrated high levels of awareness of the value of 

their class learning experiences in the program.31

(Short and long term benefits) 
(17M) It aids me substantially in my immediate musical development by way of supplementing 
my school music studies and by impacting on my aural awareness/perception. I feel that I will 
reap benefits in the long term by involvement in this subject through the establishment of a 
strong knowledge base of musical styles that will aid me in interpreting, identifying and 
performing music in the generic sense. 

                                                           
31 For an extensive range of student comments, see Appendix D: 1.9 Students’ perceptions of the value of 
their learning.  
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(16F) Seeing as I have an aural analysis exam in classroom music in 1 ½ weeks, which involves 
analysing works from all the musical periods, this work is going to help me in the very 
immediate future! I am sure that it is also going to be revisited in future years at the 
conservatorium and the more you learn about it beforehand, the better.  

 (13F) It’s helpful in my assignments and tests I have, but since I don’t do composition there 
aren’t any long-term benefits in this knowledge. 

 (Immediate benefits) 
 (14F) I think learning how to write a cadence was very important, because you have to be able to 

write cadences when you are harmonising a melody….I am learning theory privately and at the 
moment I am learning how to write cadences….I am now very confident about writing cadences 
because I have had a lot of practice at both my private theory lesson and my musicianship 
lesson.   

Students’ identification of the future benefits of their learning, in many cases, revealed 

their desire for above-average achievement. Indeed, evident in many students’ 

comments was a highly-focused, goal-oriented sense of purpose and direction of 

learning. Numerous comments such as those following show the highly ambitious 

nature of some students, demonstrate a sense of peer competitiveness, a personal desire 

to succeed and strive for excellence, and an attraction to challenging and complex tasks. 

(Competitiveness) 
(17F) I believe it is a good subject to do outside school as it helps with music skills they do not 
teach and I can learn to a higher ability than my peers at school at the Con. 

(14F) A lot of what we have learnt will continue to help me with my school studies as I am 
already one step ahead of everyone else.   
(Challenge, complexity, striving for excellence) 
(17M) This class is much more challenging than my school music program. It is what I need to 
successfully excel in my music studies.   

(13F) I’ll try hard to get into the Level 8 class (the highest musicianship class). 
 
Students’ comments such as those above show their belief that classroom music 

experiences in the program are conducive to their music development. Personal attitudes 

and one’s ability to integrate learning emerge through reflection of one’s ability and 

learning, and involve metacognitive processes.  

Students’ reflections on their music learning 

Older students in particular displayed an ability to monitor their music progress. The 

following journal comments are representative, and show the range of student 

reflection.32   

                                                           
32 For an extensive range of student comments, see Appendix D: 1.10 Students’ reflections on their music 
learning. 
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(Reflective)   
(16F) This term I have expanded my knowledge of pieces of music through the exercises we did 
earlier in the term….I had never really done an exercise like this before and it helped me find 
more in music I listen to. The study of form this term has given me a greater knowledge of some 
of the forms music can be written in, Although I had studies most of the forms, before, I had not 
studied them in as much depth as we did this term.  

 

(Thoughtful) 
(17M) My musical awareness and understanding of specific contextual features within musical 
settings has been extended and I’ve found that this has increased my thirst for musical self-
discovery. I am now able to interpret and understand my own instrumental performance 
repertoire with a more substantial knowledge and careful consideration to stylistic features 
inherent to certain works. I have gained a more comprehensive understanding of musical 
construction which has subsequently impacted on my ability to analyse both aurally and 
visually. New concepts and musical terminology have been learnt that have provided me with a 
stronger knowledge base and I feel that I have gained a greater understanding of music as a 
whole. 

(Confidence) 
(15M) My aural skills and my confidence in aural has increased this term. I have realised that 
aural is not as frightening as I let myself think and this has increased my confidence. I will now 
tackle aural with a better attitude.   

(Analytical) 
(16F) I’ve learnt through the task that what seems hard becomes a lot easier if you tackle it in 
little bits at a time.   

Added to the importance of attitudes, the ability to integrate learning and, moreover, 

reflect upon this learning, are two other factors that also influence music development: 

interpersonal support and affective response. The nature of students’ interpersonal 

support, and their own affective response to music, are described in the next section.   

5.3 Other Factors Influencing Music Development 

Interpersonal Support 

In addition to parental encouragement over the years had been the roles of teachers and 

peers. Students’ decisions even to apply for program entry, for example, had usually 

been influenced by ‘significant others’, and many had received encouragement from 

more than one source. Half (50.4%) nominated their private music tutors as having been 

a strong source of encouragement in this respect, and almost one-third (30.1%) cited the 

persuasion of their peers (Table D57).  

Affective Response 

Students also demonstrated their music development through their affective response to 

music, and this, in addition to attitudes and engagement, involved consideration of their 

music preferences and music perception.    
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Music Preference.  Students’ completion of the Music Styles and Preferences I/II task 

suggested their music listening to be reasonably developed.33 Responses to the five 

recorded extracts yielded distinct patterns of preference (Tables D58 and D59). Overall, 

tonal western art music was most favoured (mean: 5.51), although many students were 

also considerably attracted to popular music (mean: 4.56). World music and early music 

showed a broader spread of responses, but also produced high average ratings (means of 

4 and 4.07, respectively), while atonal western art music held less appeal for many 

students (mean: 3.12).  

Students listened to a diverse range of music styles, and for different reasons. Opinions 

of what made music appealing differed greatly from student to student, with identical 

aspects of the music frequently cited as appealing for one student, but annoying or 

unattractive for another.34 Many students appeared to be attracted to music offering 

aural challenges, and, though the comments of younger students in the study did not 

always display the insight of some of the older students, most responses reflected 

maturity of musical thought, suggesting that the quality of such responses might be 

attributed to prolonged years of music experience and training, rather than age alone.   

Many students were found to prefer music that was either tonally-based, had emphatic 

rhythm or other form of musical energy, or had some interest or novelty value. Music 

that was challenging to the ear and displayed variety, rather than excessive repetition, 

was also preferred. Responses showed that students tended to select and judge music 

not only according to its emotional value, but also its constructive qualities. Further 

evidence of the considerable musical exposure that students had gained was 

demonstrated by the fact that almost all (97.7%) were able to accurately identify 

musical styles when played sample extracts35 (Table D60).   

Students’ responses to the same five broad styles of music (with additional 

subcategories), when referred to by traditional terminology alone (and without sound 

sources), reinforced their previous responses, with tonal western art music and popular 

music styles once again receiving the strongest ratings (Tables D61 - D63). Although 

students’ ratings did change when not in the presence of sound sources (higher, in the 

                                                           
33 Findings are briefly discussed here. The detailed study considered factors of gender, age, and music 
experiences (or exposure), and their relationship with music preference, and results are reported in 
Kirchhubel (1999). 
34 Students’ comments regarding each of the music styles heard appear in Appendix D: 1.11 Students’ 
music preferences. 
35 For responses to be rated as ‘correct’ in the study there had to be an accurate reference to the historical 
period of the music and/or some other key stylistic attribute of the music. 
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case of western art music (tonal and atonal), world and popular music; lower, in the case 

of early music), a moderate to high consistency was in fact observed for all represented 

music types, thus indicating the ability of students to rate their music preferences fairly 

consistently in both situated and non-situated contexts, also providing evidence of 

considerable music experience.  

Most students were able to identify the elements of music that appealed and did not 

appeal to them. Although the preferences of younger and older students revealed 

similarities, a greater proportion of younger students were drawn to popular music, and 

older students, the aural challenges of atonal western art music (Tables D64 and D65). 

Overall, boys’ responses to music styles, though similar to girls’, showed a higher 

preference for popular, world and atonal styles, suggesting that, in general, boys tended 

to rank their preference for music styles more strongly than girls (Tables D66 and D67).   

Students generally expressed an appreciation for a range of styles, and their listening 

experiences generally corresponded with their music preferences. Strongest 

relationships between preference and exposure existed with atonal, popular, and world 

music styles (Tables D68 - D70).  

Music Perception.  Many students demonstrated developed concentration and listening 

skills (with means ranging from 3.33 to 3.79,36 depending on music style and media)37 

(Tables D71 and D72).  Approximately half38 the students completing the How Did I 

Listen to the Music? task reported high concentration levels when listening to each of 

the music categories, and approximately one-quarter (23.8%) perceived their 

concentration to be highest for popular instrumental music.39 Fewer students regarded 

their concentration to be less than average when listening to instrumental music 

(classical: 4.4%; popular: 4.8%) than when listening to vocal music (classical vocal: 

19.1%; popular: 11.1%). Similar feedback was reported by students when providing an 

account of their listening experiences (Tables D73 and D74), in which fewer than one-

fifth reported a tendency to succumb to distractions when listening to instrumental 

music (classical: 17.8%; popular: 14%), considerably fewer than the numbers of 

students who tended to become distracted when listening to vocal music (classical: 

41.5%; popular: 32.6%). Analysis of students’ boredom levels when listening to music 

                                                           
36 Using a five-point rating scale, as described in Chapter Four. 
37 As noted in Chapter Four, these categories were: classical (instrumental), classical (vocal), popular 
(instrumental), and popular (vocal). 
38 Student numbers ranged between 45.2% and 59.5%, depending on the music category.   
39 Considerably fewer students reported comparable concentration levels when listening to the other 
music categories, with student numbers ranging from 8.9% to 13.3%, depending on the category. 
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also confirmed this, with considerably fewer students (between 11.1% and 15.9%) 

experiencing disinterest with instrumental music than with vocal music (between 27.3% 

and 36.4%).   

Approximately two-thirds of the students (from 66.7% to 72.1%, depending on the 

category of music) considered the overall nature of their listening to be general. 

Recalling that all were undertaking classical instrumental studies in the program, it is 

not surprising that more students (53.3%) tended to anticipate the direction of music 

when listening to classical instrumental music than when listening to any other of the 

music categories.40 This shows that students were generally informed about how to 

listen to classical instrumental styles. Indeed, students appeared to be more aware of 

their listening tendencies when listening to classical instrumental music than any of the 

other three categories, with all but 2.3% able to describe the nature of their listening in 

classical instrumental contexts.41   

When listening to each of the music categories, all students appeared to possess the 

capacity to comprehend numerous music elements simultaneously. Students’ 

descriptions of their listening showed distinct patterns (Tables D75 and D76). Across all 

four music categories, for example, considerable numbers of students (between 84.1% 

and 93.3%, depending on the category of the music) were inclined to focus on melody 

more than any other music element. Elements such as mood, style, harmony, and texture 

assumed moderate importance for many students when listening to each of the music 

categories. Across all categories, the aspect of musical form was least prominent for 

students, with only 6.8% to 11.4% of respondents regarding this to be a component of 

the music that held their attention. Several other elements on which students 

concentrated did depend on the music category. Such elements included instrumentation 

(attracting the concentration of many students in all categories but popular vocal music), 

rhythm (most prominent in popular instrumental; least prominent in classical vocal), 

dynamics (most prominent in classical; least prominent in popular), and bass line (most 

prominent in popular; least prominent in classical).  

Students therefore generally possessed developed music listening skills. Their 

concentration tended to be higher when listening to music categories (namely, 

instrumental) with which they were naturally familiar, they were able to focus on 

                                                           
40 The 53.3% here is considerably higher (between 13.8% and 20.9%) than students’ reported aural 
anticipation of the other music categories. 
41 This compares with approximately one-fifth (between 18.6% and 20.5%) of students for all other music 
categories. 
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various aspects of music simultaneously, and the nature of their listening varied across 

different music categories, with the intensity of this listening corresponding with 

familiarity levels, or degree of exposure.  

Students’ perceptions of their pitch recognition abilities, as reported on the Absolute 

Pitch Questionnaire, ranged considerably. Just over half (53.5%) considered themselves 

to possess above-average skills in this area (with 32.6% perceiving high to very high 

abilities), a quarter (25.6%) regarded themselves as average, and the remaining students 

perceived their ability to recognise pitch to be below average (16.2%)42 (Table D77). 

Students did range widely in their pitch recognition abilities, as shown in their 

performance on the Pitch Recognition Test43 (Tables D78 and D79). Scores in fact 

ranged from 0% to 100%, and produced a mean of 31.3% (15.67 from a possible 

maximum of 50). Slightly more than one-quarter (25.5%) of students achieved an 

accuracy rate of 50% or greater, and 14% demonstrated particular strengths, attaining at 

least 90% accuracy. A small number (4.7%) of students in fact gained 100% accuracy. 

The scores of the remaining three-quarters of students (74.5%) were similarly spread, 

with over one-third (37.2%) achieving very low scores of 10% or less. Students not 

attaining 100% accuracy tended to recognise the pitches A and C more readily than 

other pitches (A: mean of 3.60; C: mean of 3.91) (Tables D80 and D81). In many 

instances, students’ attempts to identify pitches, if not entirely accurate, were frequently 

in close proximity (the range of a tone either way) from the correct pitches. 

Students’ accuracy rates and their exposure to specific timbres were found to be 

strongly related, with most students scoring high (if not their highest) pitch accuracy 

rates on their own instruments (and in particular their main instrument) (Table D82). 

The influence of transposition and register was also considered, and though no definite 

conclusions could be made, it was evident that students playing the transposing 

instruments in the test (clarinet, tenor saxophone and trumpet) sometimes identified 

pitches a tone higher than their notated pitch, hence suggesting that the transposing 

properties of these instruments may have influenced such students’ perception of pitch. 

Instrumental register proved also to be a factor, with analysis showing not only a 

relationship with personal instrumentation (which, in itself, implies registral matching), 

but low-scoring outcomes where the registers of students’ instruments were not closely 

matched to the registers of instruments in the test.44  

                                                           
42 A small number of students (4.6%) did not rate their pitch recognition ability.   
43 Full findings are reported in Kirchhubel (2001). 
44 The influence of transposition and register is discussed in Kirchhubel (2001). 
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In brief, the results showed that students’ pitch recognition abilities did generally tend 

to reveal effects of training. Responses were frequently within close range of the 

pitches, and aligned with familiarity levels and exposure.   

5.3.1 Discussion 

The study findings relating to students’ music experiences and training influencing 

music development at the time of the study show that many students were accessing a 

wide range of music experiences and training, frequently through multiple music-

learning environments, and not just the program.   

The program, however, appeared to occupy a special role, with students’ expectations of 

the program generally highlighting a common need for specialised music training, and 

the desire for this to occur alongside students of similar interests and abilities. With its 

emphasis on ability grouping and related notions, the program did intend to fulfil such 

needs. The benefits and importance of allowing students to assess themselves against 

others of similar ability, develop mentorships in a supportive atmosphere, and provide 

stimulus and competition have been highlighted in the work of numerous researchers 

including Gross (1993, 2001) and Rogers and Span (1993), and such concepts, as noted 

from Chapter Three, formed part of the study program’s philosophy. The program also 

aimed to address two other issues, issues that have been raised by researchers including 

Cooke (1974), Lancaster (1986), Macrae (1989), Randall (1993) and Hamilton (1996): 

the importance of catering for individual’s needs, and the promotion of a broad range of 

music experiences. This range of goals appeared to match the program expectations of 

students in general, and most students expressed high levels of satisfaction with their 

learning in the program, and the program itself. 

In terms of their attitudes towards their own learning, students generally rated their 

music skill development positively, with some growth reported by students in the first 

year, but less change (if any) perceived by students in the second year. Ratings overall 

were not subject to great change, and the general consistency of these ratings supports 

the large body of literature that shows considerable levels of stability, rather than 

volatility, to normally characterise the attitudes of adolescents towards their music 

development (see, for example, the overview of literature by Cutietta, 1992). The 

majority of students demonstrated considerable integration of their music learning 

across multiple learning contexts by their abilities to relate and apply program class 

learning to their general music experiences and training, and/or their school music 

studies. Most also perceived their program class learning to be of future value. Students 

 168



tended to exercise metacognition through reflection on this learning, and were generally 

able to monitor their music progress effectively. Indeed, the fact that students were able 

to reflect upon their learning, and that the quality of these reflections was frequently 

high, endorses the findings of researchers including Wolf and Gardner (1980) who have 

noted the capacity of adolescents to demonstrate reflective thought. 

Students had benefited from interpersonal support from numerous sources including 

parents, teachers and peers, hence reinforcing findings across the literature that show 

young musicians’ development to be accompanied by guidance and support, especially 

parental encouragement and teacher mentorships (see, for example, Sosniak, 1985a, 

1985b, 1985c, 1990; Ericsson, Krampe and Tesch-Römer, 1993; Sloboda & Davidson, 

1996; Sloboda et al., 1996; O’Neill, 1997).       

Finally, students’ music preferences, their perception of, attitudes to, and engagement 

with, music all demonstrated reasonably developed levels of affective response to 

music, providing evidence that matches the findings of numerous researchers including 

Shuter-Dyson and Gabriel (1981) and Winner and Martino (1993), who have considered 

the increase in individuals’ affective response and, moreover, ability to express this 

emotional depth, to coincide with adolescence.   

Many students had developed broad music preferences. Students generally 

demonstrated the capacity of making informed decisions about elements of musical 

style, had usually formed opinions about musical styles, and experienced little difficulty 

describing facets of music that appealed and did not. These trends reinforce a number of 

findings relating to the music preference of adolescents: that a stylistic awareness begins 

to emerge (see, for example, Wolf & Gardner, 1980); informed and intelligent 

appreciation of music follows substantial music training (see, for example, Colwell, 

cited in Gordon, 1971); preference can be linked to exposure (see, for example, Bridges, 

Evans, Getz, and Hornyak, also cited in Gordon, 1971); and prolonged exposure to a 

range of musical styles leads to the formation of broad music preferences. Similarly, the 

music perception capacities of many students suggested the effects of music exposure. 

Students tended to be more engaged when listening to styles with which they were more 

familiar, and able to match pitches more accurately when played on their own 

instrument(s) than on instruments they did not play.       

Overall, the combination of multiple music learning environments and interpersonal 

support contributed to the music development of students over the study period, and this 

manifested itself in students’ well-developed levels of affective response to music, and, 
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as shown in the next section, their cognition, engagement, achievement, and their goals 

and aspirations.   

5.4 Outcomes 

Music Cognition 

Music cognition, as recalled, involves the ability to integrate, apply and reflect on 

learning, and such practices are important for effective learning in music. Students 

generally displayed high levels of music cognition by their abilities to relate learning in 

the program to their general musical understanding and training (including practical 

contexts), and, where applicable, school music studies. Students were also able to 

articulate the value of their learning to future contexts (short-term and long-term). Self-

reflection and self-monitoring were also apparent, and many comments showed 

evidence of metacognition and analytical thought processes. 

Music Engagement 

Students were generally engaged in a range of school and non-school performing 

groups and music activities. Added to this was the degree to which they attended 

musical events (for example, concerts), and the range of their performing experiences. 

Almost two-thirds (63.2%) reported their attendance at musical events as regular, and 

23.9% of these described the level of their attendance as very high (Table D83). 

Similarly, participation in musical events was generally strong, with all but 3.4% 

participating in such events. Seventy-two per cent (71.9%) were considerably involved, 

hence reinforcing the high commitment levels of students and the key role music 

occupied in their lives (Table D84).   

As noted, the program engagement of most students, though tending only to be a few 

years in duration, was high. Just over three-quarters (77.2%) of the 35 graduating 

survey respondents had been in the program between one and two years. Most other 

students had attended for three years, one had remained in the program five years, and 

another, eight years (Table D85). Similarly, most of the students who withdrew had 

been engaged in the program for a brief number of years. Almost half (45.4%) of the 11 

withdrawing survey respondents had been enrolled one year, just over one-third 

(36.4%), three years, and one student had spent four years in the program (Table D86).  

All departing students were sustaining their music interests through one or more 

avenues at the time of data collection. Sixty per cent of the responding graduating 

students gained entry to full-time music studies, with the intent of pursuing music career 

paths. The same number were engaged in community performing groups, over half 
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(54.3%)45 were receiving individual instrumental lessons, and almost the same number 

(48.6%) were pursuing their music as a personal hobby (Table D87). A high proportion 

(81.8%) of the students who withdrew were continuing to receive individual 

instrumental lessons. At school, almost two-thirds (63.6%) were taking music as a 

subject, and over half (54.5%) were participating in ensembles. Almost two-thirds 

(63.6%) were involved in community performing groups, and the same number 

regarded music as a personal interest (Table D88).          

Students’ reasons for withdrawal were, in some cases, primarily the result of personal 

circumstances, and, in other cases, related to the program. Personal circumstances 

included time constraints, financial pressures, transport problems, and a change of 

instrument. Program-related reasons included timetabling, unsuccessful promotion to an 

advanced ensemble, and negative peer relationships  (Table D89). 

Overall, students who left the program, either through graduation or withdrawal, 

continued their engagement with music, and, as will be seen in the findings of Substudy 

2 reported in Chapter Seven, this was a tendency noted in the post-program paths of 

secondary-aged students in general.  

Music Achievement 

Approximately eighty-four per cent (83.8%) of survey respondents were receiving 

individual instrumental lessons in the program, and their performance proficiency levels 

ranged from fourth grade to L.Mus.A., with almost seventy per cent (68.9%) sixth grade 

and higher. A small proportion (12.5%) learnt a second instrument in the program, and 

standards here ranged from fifth grade to L.Mus.A.. Outside the program, almost two-

thirds (63.8%) played an additional instrument, and had attained standards ranging from 

third grade to L.Mus.A.. One-quarter also played another instrument, and had attained 

standards ranging from Grade 3 to Grade 8 (Table D90).               

Academic Achievement 

The overall academic achievement of responding students was generally stable, and 

high in all years (Figures D3 and D4), with students’ individual GPAs over the three 

years (the year prior to the study, and both years of the actual study)46 producing an 

overall mean of 4.21 (Table D91).47 For Year 12 students graduating in the first year of 

                                                           
45 As all students pursuing full-time tertiary music studies would have been receiving individual lessons 
as part of their program of study, the overall percentage would have been higher than this. 
46 Students commencing participation in the first year of the study were able to report for up to the three 
years. Students commencing participation in the second year of the study reported results for up to two of 
the three years.   
47 The mean of 4.21 has been calculated from the GPAs of students across all school years. 
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the study, OP scores48 ranged from 1 to 14 (with 6 as the median), and 1 to 15 (with 7 as 

the median) for students graduating in the second year of the study (Tables D92 and 

D93). The above-average achievement of students can be evidenced through, for 

example, the school grades of Year 11 and 12 students,49 as presented in Tables D94 - 

D107, and suggests that students in general demonstrated the ability to balance the 

demands of school work with the pressures associated with advanced music training, 

even in their senior years of schooling.  

Analysis of Year 11 and 12 students’ subject selections showed diversity, but strong 

representation across traditional subject areas (Tables D108 - D128).50 Most students 

were taking Music and Music Extension (Performance) subjects (Music: Year 11: 

86.1%; Year 12: 87.9%; Music Extension (Performance): Year 12: 72.7%). Across the 

other Arts subjects, Drama achieved highest representation (Year 11: 22.2%; Year 12: 

18.2%). Mathematics and Science subjects were also taken by a considerable number of 

students: many were taking at least one Mathematics subject (usually the medium-level 

Mathematics B: Year 11: 72.2%; Year 12: 78.8%), and Biological Science and 

Chemistry were most popular amongst the Sciences (Biological Science: Year 11: 

36.1%; Year 12: 36.4%; Chemistry: Year 11: 33.3%; Year 12: 27.3%). In the Social 

Sciences, History (Ancient and Modern) and Geography were best represented (Ancient 

History: Year 11: 22.2%; Year 12: 12.1%; Modern History: Year 11: 13.9%; Year 12: 

12.1%; Geography: Year 11: 13.9%: Year 12: 15.2%). Students’ other subject choices 

were more widespread: Foreign Languages (LOTE),51 Health and Physical Education, 

Religious Education, Home Economics and Agriculture subjects were taken by small 

numbers of students, as were Business Education and Industrial Technology subjects. A 

minority of students had elected Board-registered (more school-based) subjects. This 

broad spread of subjects across a range of areas suggests that young, above-average 

musicians tend to select subjects freely, and not according to any standard subject 

combination.  

 

Goals and Aspirations 

                                                           
48 As explained in Chapter Four, OP scores are ranked 1-25, where 1=highest.   
49 Year 11 and 12 results are an appropriate measure of academic achievement here, as student grades in 
these school years, in contrast to lower school years, are subject to Moderation and Verification through 
the QBSSSS. 
50 Any comparison of students’ subject selection must, however, take into account the fact that students 
were attending a large number of schools, and that availability of some subjects would have differed from 
school to school.    
51 Languages Other Than English.   
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The goals and aspirations of responding students following their departure from the 

program were also diverse. Just over half (54.3%) of the 35 graduating survey 

respondents intended pursuing music careers, and the other half (45.7%) planned to 

retain their music interests as a hobby (Table D129). The students intending to pursue 

music careers did all gain entry to tertiary music studies, and one student accessed sub-

tertiary music training. Another forty per cent pursued non-music tertiary studies, and 

one student gained business-related employment upon leaving school (Table D130).  

Students’ tertiary study programs ranged, in music, from single and double music 

degrees, to audio engineering training and preparatory programs, and, in non-music-

related fields, science, education, arts, exercise science, physiotherapy, nursing, 

psychology, and business (Tables D131 - D133). Goals and aspirations included 

musical careers such as performing (solo/orchestral), conducting, composing, 

ethnomusicology, music therapy, and teaching (classroom/instrumental). Those seeking 

non-musical paths aspired to one of the following occupations: doctor, solicitor, marine 

biologist, science teacher, psychologist, physiotherapist, nurse, manager, entrepreneur 

and economist. The fact that only three students remained undecided as to their desired 

career path shows that students from the program were generally well-focused in their 

aspirations, and had clear intentions regarding the direction of their lives (Table D134). 

Independent of whether students intended music to become their career or remain as a 

hobby, all indicated the likelihood that their music interests would occupy a prominent 

role in their lives. This shows that students greatly valued their music experiences, and 

again suggests the intrinsic motivation of many students in their music learning.   

5.4.1 Discussion 

Outcomes of the study provide a general profile of the music learning, music 

engagement, achievement (musical and non-musical), and goals and aspirations of the 

students. These outcomes appear highly positive. Most students possessed well-

developed cognitive processes, and frequently exercised reflection and monitoring of 

their learning. Most provided clear evidence of their abilities to integrate their music 

learning across multiple learning contexts, and, moreover, articulate the future value of 

what they were learning. This finding concurs with the large body of literature showing 

marked increases in cognitive development to usually coincide with adolescence (see, 

for example, Wolf & Gardner, 1980; Shuter-Dyson & Gabriel, 1981; Swanwick & 

Tillman, 1986; Harnischmacher, 1994, 1995; Hargreaves, 1996).   
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Students generally demonstrated high levels of music engagement through involvement 

in a range of performing groups and music activities and attendance at music events, 

and these levels of engagement were frequently found to continue beyond program 

involvement. This suggests the musical maturity of students in general had developed so 

that students were demonstrating the emotional involvement with music that Winner 

and Martino (1993) and others have noted to generally characterise adolescent music 

students.   

In terms of music achievement, students had attained above-average levels of 

instrumental proficiency for their ages, and were frequently skilled on more than one 

instrument. These levels of music achievement tended to be matched by above-average 

academic achievement, and this suggests the ability of many to effectively manage a 

range of school and non-school commitments, and would indicate some developing 

signs of the ‘autotelic’ personality that Csikszentmihalyi et al. (1993) have noted to be a 

personality characteristic of above-average achievers. Students also demonstrated 

focused post-school paths, and the prioritisation of music in the lives of many was 

evidenced by frequent decisions to pursue further music training (usually at tertiary 

level), or at least sustain their music interests in some form.         

5.5 Summary 

The findings of the study have reinforced the established importance of exposure and 

effort in the attainment of above-average music skills during adolescence. Prior music 

training and influences involving the support and guidance of family and teachers, and 

regular music practice and engagement with music, accompanied by self-motivation, 

goal-setting and aspirations were clearly shown to be primary determinants for later 

achievement in, and sustained engagement with, music. Music achievement was also 

found to be linked to music aptitude and academic ability. The study findings therefore 

concur with the body of research that has investigated factors associated with the music 

development of young musicians. 

Important influences on music development explored during the research monitoring 

period included learning environments, interpersonal support, and affective response to 

music. The study showed students to be accessing multiple learning environments for 

their music training, and for the learning environment of the study program to be highly 

conducive to music learning for many students. The program generally fulfilled 

students’ expectations, and students’ perceptions of their own music abilities were 

generally positive and not subject to wide fluctuation.   
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During their involvement in the study, students tended to receive interpersonal support 

from important sources including family, teachers and peers. Students displayed 

considerable levels of music development for their ages also through their affective 

response to music in terms of their music listening, and specifically, preference and 

perception. 

Students’ music development during study participation was also found to be 

accompanied by developing levels of music cognition, considerable music engagement 

and achievement, as well as above-average academic achievement. Students placed high 

value on their music, and this was especially evidenced by the tendency for them to 

retain music as a significant part of their lives, and even increase their music 

commitments following their departure from the program and/or school.    

As explained in Chapter One, the study as a whole addressed not only adolescent music 

development, but the nature of pre-tertiary specialised music training, and, in particular, 

the influence of the study program upon students’ music development. Substudy 2 

focused on the YCP, using feedback from 44 teachers and 112 former students of the 

program. These findings are presented in Chapter Six. 

 175



CHAPTER 6  

FINDINGS FROM THE STUDY:  
REFLECTIONS ON THE PROGRAM FROM 44 TEACHERS AND 112 

FORMER STUDENTS  
(SUBSTUDY 2)  

6.0 Introduction 

Although the study followed 117 students, other information was gathered from 

additional students who left the program over the two years, and teachers who taught in 

the program.   

As explained in Chapter Three, the aims and objectives of pre-tertiary specialised music 

training can differ from the functions of general music training, and the reason for 

seeking teacher feedback was to identify what individuals actually teaching in the 

program regarded to be key goals and priorities of specialised music training. The 

purpose for including former students of the program in the data collection was two-

fold: firstly, to obtain the views of all students who left the program over the two years 

(and not just the 117 whose music development was traced over the research monitoring 

period) that would provide a broad overview of the value of the program, its strengths 

and weaknesses as perceived by students who either graduated from it or chose to 

withdraw; secondly, to follow up on the post-program paths of these students: their 

music engagement, academic achievement, and goals and aspirations. Teachers’ 

perceptions of the functions of specialised music training are presented in the next 

section, and are followed by former students’ perceptions of the actual program and 

their post-program directions.          

6.1 Teachers of the Program 

Teachers’ perceptions of the aims of pre-tertiary specialised music training 

Forty-four responding specialist music teachers of the program indicated what they 

perceived to be the purposes and important components of pre-tertiary specialised music 

training. Although teaching in various capacities in the program (practical and non-

practical), all survey respondents are identified according to their main area of practical 

expertise, as teaching in the program involved practical skills (Table E11). The practical 

teaching experience of these teachers varied considerably (from two to thirty-five 

                                                           
1 Tables and figures for this chapter appear in Appendix E: 1.1: Tables and figures of results for 44 
teachers and 112 former students. 

 176



years), and just over three-quarters (79.4%) had taught for ten or more years (Table 

E2).2   

An overview of the nature of the teachers’ careers suggests them to be considerably 

experienced in their fields. The professional music activities undertaken by them in the 

ten-year period prior to the study, for example, included performing, composing, 

arranging, teaching and conducting (Table E3). Current principal music activities for 

just over one one-fifth (22.7%) related to individual instrumental teaching, and almost 

as many (18.2%) were engaged in a combination of music activities (Table E4). A 

summary of their music teaching situations over the past ten years showed a breadth of 

experiences that ranged from tertiary and pre-tertiary levels, studio teaching 

(commercial; private), and school teaching (government; non-government) (Table E5). 

The fact that over half (56.8%) described their current teaching situation as tertiary 

music lecturing indicates high levels of musical expertise (Table E6). Years teachers 

had spent teaching in the YCP itself varied considerably. Over half (54.5%) the teachers 

had taught in the program for a brief period of time (namely, one or two years). Some, 

however, had taught over longer periods, and a small proportion (6.8%) had over ten 

years’ teaching experience in the program (Table E7).   

All responding teachers considered differentiated music learning experiences to be 

appropriate for individuals demonstrating above-average music ability, and 86.4% 

shared the view that high-achieving young musicians should receive a greater variety of 

musical experiences and more challenging work than their average-ability peers (Table 

E8). In relation to identifying the primary purpose of pre-tertiary specialised music 

training,3 almost one-third (31.8%) considered provision of the opportunity to learn a 

musical instrument to be most important. The nurturing of an interest, love and 

enjoyment of music was regarded paramount by many (15.9%), as was the 

encouragement of solo performance experience (11.4%). Fewer teachers nominated a 

range of other purposes: encouragement of musical creativity (6.8%), promotion of a 

general musical awareness and appreciation (4.5%), development of auditory abilities 

(4.5%), preparation of students for tertiary music studies (4.5%), and development of 

knowledge and understanding of musical styles and repertoire (2.3%) (Table E9).  

                                                           
2 The practical teaching experience of some teachers here, while seemingly minimal, does not imply lack 
of professional expertise. For many music professionals, the ‘teaching phase’ follows a period of 
performance engagements. Indeed , teachers in the program were frequently employed for their executive 
abilities. Few teachers would have possessed formal teaching qualifications. 
3 Eight teachers did not respond to this section of the survey. 

 177



From a range of 13 possible learning outcomes of music training for above-average 

young musicians, the following five outcomes were considered highly important by 

more than half the teachers: ‘inner hearing’ (65.9%), self-expression (61.4%), ensemble 

skills (59.1%), creativity (59.1%), and ‘effortless’ technique (56.8%) (Table E10). 

Teachers were mixed in their consideration of the most important component of an ideal 

pre-tertiary specialised music program (Table E11).4 Solo performance was identified 

by just over half (54.5%) of teachers, and listening by almost a quarter (22.7%). A small 

number of teachers considered other types of training to be most important: group 

performance (6.8%), singing (4.5%), ear training (4.5%), and composition (2.3%). 

Teachers also reported aspects of music training they considered to be highly important 

for young, above-average musicians.5 Given 15 aspects of training, three-quarters (75%) 

identified aural training to be in this category, and slightly more than half identified 

concert performance (54.5%), and a similar proportion, small ensemble playing (52.3%) 

as most important. Concert attendance (47.7%), posture awareness and muscle 

relaxation (40.9%), and music theory (40.9%) were other aspects that were placed in 

this category by a considerable number of teachers (Table E12).  

6.2 Former Students of the Program 

Former students’ perceptions of the program  

Most of the 112 (77 graduating; 35 withdrawing)6 survey respondents regarded their 

involvement in the program to have been beneficial to their music development. All of 

the responding graduating students perceived some benefits of the program, and, of 

these, approximately forty per cent (40.3%) placed high value on their program 

experiences (Table E13). Only three students regarded experiences gained in the 

program to have provided them with limited benefits. Positive feedback was also 

received from most (94.3%) of the responding students who had withdrawn, with 40% 

of these students regarding the program as having been highly beneficial to their music 

development, and, again, three students perceiving the program to have been of little 

value to them. Two students did not place any value on their experiences in the program 

(Table E14).   

These students (graduating and withdrawing) perceived four main benefits of the 

program: music training and development, music experiences, social experiences, and 
                                                           
4 Two teachers did not respond to this section of the survey. 
5 These were all in addition to the learning of a main instrument. 
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career preparation.7 Common words included ‘challenging’, ‘high quality’, and 

‘specialised’. Many valued the ensemble experiences, and, in particular, the opportunity 

of playing in high standard ensembles with students of similar abilities. The 

development of friendships with musical peers, the establishment of teacher ‘contacts’, 

and being able to ‘trial’ the institution prior to considering tertiary options were other 

benefits identified by some students (Table E15). 

Student feedback did, however, also include a number of suggestions for program 

improvement. The suggestions of responding graduates related to student selection 

procedures, program content and delivery, learning environment, and timetabling and 

administration issues. These included the request for a higher standard of student 

selection, more performance opportunities (including concerts and tours), more practical 

tuition, more music history, theory and aural training, more varied repertoire, greater 

program integration (specifically, choral with orchestral; classical with jazz; pre-tertiary 

with tertiary), and changes to assessment (with some students requesting more, and 

others, less). Issues related to the learning environment were raised by a small number 

of students who had experienced student competitiveness, intimidation, and humiliation 

when in the program. By contrast, other students considered the program to be quite 

relaxed and requested that more dedication be demanded from students. Timetabling 

and administration issues were also noted, and these included requests for improved 

program organisation and structure, and lower tuition fees.           

Program content and delivery, timetabling, and administration were matters also raised 

by responding students who had withdrawn from the program. The suggestions of these 

students for program improvement generally overlapped with the suggestions of 

responding graduates, particularly the requests for more performance opportunities, 

more theory training, more varied repertoire, greater integration (pre-tertiary with 

tertiary), changes in assessment, and flexible timetabling. Greater teacher continuity, 

smaller class sizes, and more challenging work, were also considered desirable (Tables 

E16 and E17). 

 

 

                                                                                                                                                                          
6 Thirty-five of the 77 graduates, and 11 of the 35 students who withdrew formed part of the 117 students 
whose findings have been discussed in Chapter Five. Their perceptions of the program’s benefits and 
suggestions for program improvement appear again, separated, in Tables Z1 - Z6. 
7 For an extensive range of students’ written comments that firstly describe valued aspects of the program, 
and secondly, offer suggestions for program improvement, see Appendix E: 1.2 Former students’ 
perceptions of the study program. 
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Former students’ music engagement 

Most of the 112 responding students had been in the program for a few years, and some 

had been enrolled for longer periods of time. Approximately half (51.4%) the 

responding graduating students had been in the program for one year, and almost one-

third (29.9%) had spent two years in the program. The remaining students had usually 

attended between three and five years, and one student had remained in the program a 

total of eight years (Table E18). Similarly, the engagement of most of the responding 

students who had withdrawn had not exceeded a couple of years. Almost half (48.6%) 

had been enrolled one year, and one student had experienced four years in the program 

(Table E19).         

The likelihood that music would remain important to these students in following years 

was shown to be high, with all 112 responding students in fact sustaining their music 

interests through one or more avenues the year after they departed the program. The 

students described their post-program music engagement in a number of ways, with 

some continuing their music interests through multiple paths. Almost two-thirds 

(62.3%) of the graduating students gained entry to full-time music studies (tertiary: 

57.1%; sub-tertiary: 5.2%), with the intent of pursuing music career paths. Over half 

(54.5%) were engaged in community performing groups, a similar proportion (49.4%)8 

were receiving individual lessons, and almost as many (40.3%) were pursuing their 

music as a personal hobby (Table E20). 

The withdrawn students who had responded also reported continued engagement with 

music. Eighty percent in fact were continuing individual lessons. At school, over two-

thirds (68.6%) were taking music as a subject, and approximately the same number 

(65.7%) were participating in ensembles. Just over forty percent (42.9%) were involved 

in community performing groups, and a little more than half (51.4%) regarded music as 

a personal interest (Table E21). Hence, although leaving the program, all withdrawing 

students sustained their engagement with music. Their reasons for withdrawal were, in 

some cases, the result of external factors, and, in other cases, related to the program. 

External factors related to time constraints, financial pressures, illness, transport 

problems, and a change of instrument. Program-related reasons included a change of 

instrumental teacher, change of conductor, ensemble repertoire, and negative peer 

relationships (Table E22). 

                                                           
8 As all students pursuing full-time tertiary music studies would have been receiving individual lessons as 
part of their program of study, the overall percentage would have been higher than this. 
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Overall, the 112 students (graduating and withdrawing) sustained high levels of music 

engagement following their departure from the program.  

Former students’ academic achievement 

The academic achievement of responding graduating and withdrawing students was 

generally high, and stable. The GPAs of these students are shown in Figures E1 - E8 

and are summarised in Tables E23 and E24.9 Responding students who graduated in the 

first year of the study achieved GPAs between 3 and 5 (mean: 4.3; standard deviation: 

.46) for the school year completed prior to study participation, and between 3.5 and 5 

(mean: 4.15; standard deviation: .42) in the year of study participation. Students 

graduating in the second year of the study achieved GPAs between 3.5 and 5 in the year 

prior to participation (mean: 4.09; standard deviation: .52) and 3 to 5 in the year of 

study participation (mean: 4.13; standard deviation: .53).  

The GPAs of students who withdrew, though slightly lower for those from the first year 

of the study, were also high overall, ranging in the first year from 3 to 5, and 2.5 to 5  

(prior year and participation year, respectively), with means and standard deviations (in 

order) of 4.09 and .54, and 3.91 and .64) and the second-year withdrawing students, 4 to 

5 and 3 to 5, with means and standard deviations (in order) of 4.5 and .45, and 4.4 and 

.70. for the prior year and participation year, respectively. In all, there were no major 

differences between the academic achievement of graduation and withdrawing students. 

For Year 12 students graduating in the first year of the study, OP scores10 ranged from 1 

to 17 (with 7 as the median), and 1 to 19 (with 7 again as the median) for students 

graduating in the second year of the study (Tables E25 and E26). Analysis of the Year 

11 and 12 school grades of the students11 shows students’ academic achievement overall 

to be above average (Tables E27 - E40).  

Subject selection varied (Tables E41 - E61) and represented the traditional subject areas 

taken by students as noted in Substudy 1 (see Chapter 5, section 5.4: Outcomes: 

Academic Achievement, p. 171).12 Arts subjects were common: many students were 

taking Music and Music Extension (Performance) subjects (Music: Year 11: 82.2%; 

                                                           
9 Fifty-six students provided feedback in the first year of the study, and were able to report for up to the 
three years. Twenty-six students provided feedback in the second year of the study, and reported results 
for up to two of the three years.  
10 As explained in Chapter Four, OP scores are ranked 1-25, where 1=highest.   
11 As explained in Chapter Four, Year 11 and 12 results are an appropriate measure of academic 
achievement here, as student grades in these years are subject to Moderation and Verification through the 
QBSSSS. 
12 Any comparison of students’ subject selection must, however, take into account the fact that students 
were attending a large number of schools, and the availability of some subjects would have differed from 
school to school.    
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Year 12: 83.3%; Music Extension (Performance): Year 12: 61.1%) and Drama (Year 

11: 26.7%; Year 12: 26.4%). A considerable proportion of students also took 

Mathematics and Science subjects: many were taking at least one Mathematics subject 

(usually Mathematics B: Year 11: 63.3%; Year 12: 50%) and Science subject (usually 

Chemistry: Year 11: 32.2%; Year 12: 23.6%; Biological Science: Year 11: 28.9%; Year 

12: 29.7%). Social Sciences subjects showed moderate representation, and frequently 

included History (Modern History: Year 11: 20%; Year 12: 19.4%; Ancient History: 

Year 11: 15.6%; Year 12: 11.1%). Smaller numbers of students were taking Business 

Education and Industrial Technology subjects, Foreign Languages (LOTE), Health and 

Physical Education, Religious Education, Home Economics and Agriculture subjects, 

and Board-registered (more school-based) subjects.   

Former students’ goals and aspirations 

The goals and aspirations of responding graduates following their departure from the 

program were diverse. Just under two-thirds (64.9%) intended pursuing music careers, 

and the remaining one-third (33.8%) planned to retain their music interests as a hobby13 

(Table E62), reinforcing the considerable value students placed on music-making in 

general. Almost all intending to pursue music careers gained entry to music studies 

(tertiary: 57.1%; sub-tertiary: 5.2%), and the remaining students (37.7%) pursued non-

music paths (tertiary: 28.6%; non-tertiary: 2.6%; work: 5.2%; travel: 1.3%) (Tables E63 

- E65). Tables E66 to E68 show students’ actual study programs, or, where appropriate, 

the nature of their employment, and these included, in music, single and double degrees 

and sub-tertiary studies, and, across other disciplines, the science, education, arts, 

exercise science, physiotherapy, nursing, psychology, and business studies noted from 

Substudy 1 (see Chapter Five, section 5.4: Outcomes: Goals and Aspirations, p. 173), 

plus other careers of journalism, law, and social work. A small number pursued non-

tertiary business study, and another few, business, secretarial, and hospitality-related 

work. Students’ intended career paths, as noted from Substudy 1, showed a strong 

leaning towards musical paths, with 76.7%14 planning to pursue the careers involving 

performing (solo/orchestral), conducting, composing, ethnomusicology, music therapy, 

and teaching (classroom/instrumental) described in Substudy 1, plus other activities 

including band performance, music recording artist work, audio engineer, and music 

administration (Table E69). Non-musical occupations to which 24.7% aspired included 

the roles of doctor, solicitor, marine biologist, science teacher, psychologist, 
                                                           
13 Only one student (1.3%) remained undecided as to the role music would occupy in his life.   
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physiotherapist, nurse, manager, entrepreneur and economist noted from Substudy 1, 

plus other occupations of politician, occupational therapist, journalist, and social 

worker. In fact, of the 77 students, only five lacked specific aspirations, and this again 

demonstrated the high focus levels of these students in general. 

6.3 Discussion 

Findings show that responding teachers in the program were all music specialists. They 

were highly-skilled, possessed considerable music experience, and demonstrated an 

awareness of characteristics of pre-tertiary specialised music training.  

Feedback from these teachers paralleled the aims and philosophy of the program: the 

nurturing of an interest, love and enjoyment of music, and the offering of additional 

opportunities and greater challenges than normally encountered in most music learning 

contexts. The range of important components and learning outcomes from such training 

considered desirable by teachers, though possibly suggesting their differing expertises 

and perceptions, also reflects the complex, multi-faceted nature of music learning. From 

the large proportion of teachers who identified performance-related experiences to be 

paramount, however it can be seen that the program assumed a strong practical 

emphasis. 

As noted in Chapter Three, the philosophy of the program was that specialised tuition 

and exposure to a range of opportunities enhanced music development. Feedback from 

responding former students suggested that, in general, learning in the program did 

reflect this philosophy. The notion of specialised training that offered challenging work 

was perceived by many students, as were the attempts to cater for a wide population and 

range of needs: some students perceived their learning in the program to extend their 

other music learning, some perceived it as an alternative to school music, and others 

viewed it as a general form of enrichment. Judging by the responses of many students, 

the program did also appear to meet its goal of providing a nurturing and supportive 

learning environment for all but eight students. 

Many students did regard the work to be challenging, consider teachers to adopt high  

expectations of students, and regard the program to be one that accommodated personal 

needs and learning styles. The program also appeared to fulfil its goal of enabling 

students to develop or maintain an interest in music that would extend beyond their 

years in the program, an interest that may even develop into life-long music valuing, 

                                                                                                                                                                          
14 Percentages here exceed 100%, as a small minority of students indicated more than one intended 
career. 
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independent of career choice. Many students did decide to pursue musical careers, and 

consequently proceeded to further their music training through full-time tertiary music 

study. The fact that a large number of students accessed these studies at the QCGU 

illustrates the program’s tendency to serve as a feeder into the institution’s 

undergraduate programs.   

In all, for the majority of students who did respond to the survey, the YCP did appear to 

be successful in terms of realising the following goals: enhancement of students’ 

musical interaction, development of their musical interest and enjoyment, and extension 

of their musical awareness.   

As noted, however, YCP experiences were not positive for all students, and the fact that 

some students were not fully satisfied with their learning experiences is important. 

Students identified certain aspects of the program they perceived as needing 

improvement, aspects that, as noted, have been observed in the literature (see, for 

example, Hickey, 1988; Randall, 1993) as sometimes lacking in special programs. One 

such area was administration. Indeed, the fact that rapid program expansion did stretch 

resources has been noted in Chapter Three. Other problems generally noted of such 

programs, and that also emerged in the study program, related to curricula issues. As 

noted in Chapter Three, the program content was undergoing change, and the 

curriculum was not formalised. The study took place over a time of changing 

philosophy, rapid expansion, changes in directorship and staffing. An imbalance and 

lack of course integration noted in the literature as typical of some Australian special 

music programs (Randall, 1993) were also perceived of the study program by some 

students, and reasons for this may have been well-founded: the curriculum of the study 

program was not yet ‘visible’, and formalised course integration did not exist, and was 

not likely to form part of the new, flexible, market-driven thrust.   

Two teacher-related issues that have been highlighted across the literature as issues for 

some Australian special music programs (see, for example, Randall, 1993) also appear 

to have been issues for the study program: teacher training, and stability of teaching 

staff from one year to the next. Teachers in the study program, though all trained 

musicians, were not always trained teachers. Staffing was subject to change, and did in 

fact change considerably over the study time-frame, for reasons relating to the shift in 

program direction, and the program revision process as a whole. Financing has been 

another issue identified for some Australian special music programs, and this was also 
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an issue for the study program, with steadily declining government funding15 resulting 

in escalating program fees. Indeed, the combination of dwindling financial support and 

program expansion did result in stretched resources, also highlighted to be an issue for 

some Australian music programs. These resources in the study program related to 

staffing and space, the former of which resulted in large numbers of sessional staff, and 

the latter of which manifested itself in timetabling, another area noted by some students 

to have been problematic.          

6.4 Summary 

Analysis of the program as a learning environment shows that it served clear purposes.  

In terms of its operations, the increasing flexibility of course offerings and timetabling, 

though still not meeting all student needs, did appear to accommodate most students 

well, if not always providing them with the core musical experiences as in earlier years. 

Overall, given the findings of Substudy 1, students appeared to gain, and this indicates 

that the program was filling a valuable part. The study does therefore provide 

confirmation of the role such a program can provide in the development of all students. 

The music development (pre-, during, and post-program) of 15 of the 117 students was 

traced in more detail, and as case studies, and formed Substudy 3. The collective 

findings for these 15 students are presented in Chapter Seven, and the stories of six of 

these (Alison, Farren, Helen, Ian, Kevin and Linda) appear in Chapters Eight, Nine and 

Ten. The accounts of the remaining nine students, whose experiences were also unique, 

are in Appendices J to L. 

                                                           
15 State government funding in fact ceased entirely for the program the year following the completion of 
the study.   
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CHAPTER 7 

FINDINGS FROM THE STUDY: 
THE MUSIC DEVELOPMENT OF 15 CASE-STUDY STUDENTS 

(SUBSTUDY 3) 

7.0 Introduction 

The following is a summary of findings for 15 case-study students, again using the 

guiding framework of the theoretical model. It includes additional and more detailed 

information on these students. The selection of the case studies was discussed in 

Chapter Four, section 4.2.3.2 (Participants, p. 132).  

The findings highlight the diversity of students in the program. The fifteen students 

represent three groups: those who completed the program and graduated (Students A – 

F, referred to by the pseudonyms of Alison, Bronwyn, Christine, Danielle, Evan and 

Farren); those who began, but for various reasons withdrew (Students G – J, identified 

as Gemma, Helen, Ian and John), and those who were still enrolled in the program at the 

completion of the data collection (Students K – O, identified as Kevin, Linda, Melissa, 

Neil and Owen). 

In the first group, Students A, B, D, and F accessed tertiary music training with the 

intent of pursuing musical careers. With the exception of Student F, all had especially 

high music goals involving overseas study. Students C and E pursued non-musical 

tertiary studies, but nonetheless planned to retain their musical interests as an important 

part of their lives. 

Those in the second group demonstrate the range of reasons for which students at some 

point choose to withdraw from the program, whether this be due to school workload 

pressures (Student G), the pursuit of other interests (Student H), financial constraints 

(Student I), or expectations of parents who themselves are professional musicians 

(Student J). 

The final group represents various types of students who were in the midst of their 

training in the program, some of whom were committed only moderately to their music 

(Student K), extremely talented for their age (Students L and M), highly diligent and 

persevering (Student N), or assisted by high levels of parental supervision and 

encouragement (Student O).     
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7.1 Prior Music Experiences and Achievements 

Demographics 

The 15 students were male and female, aged 12 to 17, and attending government and 

non-government schools. The instruments they played included violin (Christine,1 

Gemma, Helen, John and Melissa), cello (Bronwyn and Owen), clarinet (Alison), 

bassoon (Kevin), trumpet (Neil), saxophone (Farren), percussion (Evan), piano 

(Christine, Danielle and Linda) and guitar (Ian).2  

The duration for which students had been learning in the program ranged considerably. 

Most had been enrolled between one and three years, however one student (Danielle) 

was commencing her eighth year in the program. All students were receiving individual 

instrumental lessons in the program, and most were participating in performing 

ensembles and Musicianship and/or Secondary Music Studies classes (Tables F1 - 

F113).   

Music Training and Influences 

Findings highlight some of the trends noted across the literature to be associated with 

the family characteristics and home environments of young, above-average musicians. 

They show evidence of considerable musical competency arising from families of 

musically-active parents, but also demonstrate ‘counterintuitive’ results whereby other 

highly-able music students do not have musical parents. Four students (Ian, John, Kevin 

and Linda), for example, had at least one parent who was a professional music teacher 

or performer (Table F12), and another six (Bronwyn, Evan, Gemma, Helen, Melissa and 

Neil) were from families where one or both parents had at some stage played an 

instrument. The remaining five students (Alison, Christine, Danielle, Farren and Owen), 

however, were from families where neither parent possessed such skills.     

In terms of early exposure, it is significant that all but one student (Farren) had come 

from families where classical music formed a regular part of listening. Almost half the 

students reported their earliest personal engagement with music to have been in the 

form of private instrumental tuition. Other students described events including early 

childhood training and/or beginner group instrumental lessons (Evan, Melissa and 

Owen), choral activities (Kevin), informal family music-making in the home (Helen, 

                                                           
1 Christine participated in the study on two instruments, owing to her decision to transfer her main 
instrument in the program from violin to piano in the second year of the study. 
2 Instruments listed here are the instruments students played in the study. Many students, as recalled, in 
fact played additional instruments. 
3 Tables and figures for this chapter appear in Appendix F: 1.1 Tables and figures of results for 15 case-
study students.
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John and Linda), and school-based group instrumental lessons (Alison) as having been 

their earliest significant music encounters (Table F13). Hence, one-quarter participated 

in organised musical activities prior to commencing formal instrumental lessons (Table 

F14). All but one student (Owen) recalled a musical instrument having been in the home 

from birth, and this student reported an instrument having been present at home no later 

than the age of six (Table F15).   

Acknowledging the difficulties associated with recognising music talent in childhood, 

the researcher neither encouraged parents to identify specific milestones in their 

children’s music development during the early years, nor requested students to detail 

their initial music encounters and experiences in more depth than appears above. Even 

so, from parents’ accounts of their child’s first years of learning music, it appears that 

all of the students showed signs of music interest and that early musical encounters 

were often informal. Parents did not mention their children as having demonstrated any 

unusual or outstanding early interactions with music.  

Eleven students had commenced formal instrumental lessons by the age of eight 

(Bronwyn, Danielle, Evan, Linda and Melissa between ages 3 and 4; Christine, Helen 

and Neil between ages 5 and 6; Alison, Ian and Owen between ages 7 and 8), and the 

remaining four (Farren, Gemma, Kevin and John) were learning by the age of ten 

(Tables F16 and F17).4  Consideration of factors behind students commencing music 

lessons showed that for eleven students the decision to begin lessons had been as much 

their own as their parents’. By contrast, music lessons for two (Linda and Owen) had 

largely been in response to their own request, and for a further two (Christine and Evan) 

lessons were primarily the result of parents’ volition. It is noteworthy that students had 

generally learnt multiple instruments. Half (Bronwyn, Christine, Danielle, Helen, John, 

Linda, Melissa and Neil) had learnt two, others (Evan, Ian and Kevin) had learnt three, 

and one (Farren) had even learnt four. Only three students (Alison, Gemma and Owen) 

had learnt one instrument (Table F22).  

Students’ descriptions of the musical expertise of their first teacher ranged from them 

having been excellent to poor. Most students indicated positively, with one-fifth 

(Danielle, Melissa and Neil) considering their first teachers’ musical skills to have been 

                                                           
4 Minor variations by participants in response to different formats (questionnaire versus interview) 
occurred.  As these do not change the findings in substance, they are reported at face value as they were 
provided by students.  For example, one student indicated starting music lessons at six on the MDQ 
questionnaire but indicated seven on the MDI interview. Clearly, both ages indicate a moderately early 
commencement. Other discrepancies were the result of a small number of students reporting for different 
instruments learnt, and different forms of music learning (group versus individual). 
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excellent, another one-third (Christine, John, Kevin, Linda and Owen) above-average, 

and a further one-third (Alison, Bronwyn, Evan, Farren and Helen) average. Only two 

(Gemma and Ian) considered the musical expertise of their first teacher to have been 

lacking (Table F23).  

When describing the nature of their initial instrumental teacher’s approach to teaching, 

one-third of students (Bronwyn, Evan, Gemma, Ian and Kevin) recalled lessons to have 

been quite casual, and almost two-thirds remarked on the well-organised structuring of 

their lessons. Helen was the only student who commented on the strict nature of her 

lessons (Table F24). As people (rather than ‘teachers’), the majority of first instrumental 

instructors were described by their students as having been friendly, encouraging and 

supportive of them (Table F25), thus demonstrating that these students generally had 

positive memories of their early training and that, as shown across the literature, the 

‘warmth’ dimension of the teacher is especially important for progress in the early 

stages of learning. The fact, however, that students’ responses to the teaching approach 

and personality type of their first teachers were not unanimous is a further reminder that 

more important than a single teacher stereotype is the student-teacher ‘fit’, and that what 

might be desirable for one student might not be the most appropriate for another. Prior 

to entering the program, two-thirds of students had learnt from more than one teacher 

the instrument they were playing in the study. Indeed, only one-third of students 

(Danielle, Evan, Farren, Melissa and Neil) remained with their initial teachers until 

program entry (Table F26), thus showing a tendency for many young musicians to 

change teachers over the years.  

In terms of parental support, eleven students reported their parents to have been 

considerably involved with their teacher and instrumental lessons. Only Alison and 

Bronwyn perceived little or no parental involvement in this regard. Eleven also 

described high levels of parental involvement with their practice at home. Farren and 

Kevin were the only students that reported no parental involvement with their practice 

(Tables F27 and F28). In addition to parental encouragement, a number of other 

influences had normally accompanied students’ ongoing pursuit of music over the 

years, influences that show the contribution of other people, and moreover highlight the 

importance of role modelling (Tables F29 - F31). Indeed, the tendency for young 

musicians to model others has been widely observed across the literature. The input of 

music teachers, and hearing expert performers, peers and older children performing, 

were all noted by students. However, it is significant that students’ own motivation, 
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their personal desire to learn, and enjoyment of music itself, emerged as the most 

important determinants for continued music learning, with twelve students regarding 

these to have been major factors in them sustaining involvement with their music. 

Although for Helen and Linda music emerged as a serious pursuit prior to the age of 10, 

music for the remaining students was not something to which they made a serious 

commitment until sometimes as late as 15 years of age (Table F32).  

Music Practice 

The importance of self-motivation noted, it is necessary to realise that such motivation 

was not always demonstrated by students during their initial years of music training.  In 

relation to music practice, almost half the students (Bronwyn, Christine, Evan, Farren, 

John and Melissa) in fact described their own motivation to establish and sustain a daily 

practice schedule in the early years as minimal (Table F33). Only three (Alison, 

Danielle and Linda) had been highly motivated to practice daily during the early years. 

By the time the study commenced, all students were practising at least three to four 

times per week on the instrument they were playing in the study, and achieving practice 

sessions of at least 30 minutes’ duration on this instrument.5 Almost two-thirds had 

established practice routines that were normally daily, and over half were devoting at 

least one hour (and sometimes in excess of two hours) per practice session (Tables F34 

and F35). The practice of Bronwyn was most intense, practising daily, and in sessions 

that exceeded two hours’ duration. Linda and Alison also practised very intensely, 

achieving two hour-sessions, daily. Helen normally practised daily, in sessions of 1 ½ 

hours. The practice of Melissa, John and Gemma was daily, in one-hour sessions, and 

Neil also normally achieved one-hour sessions, daily. Ian, Owen, Danielle and Evan 

also normally practised daily, but in shorter sessions (30 minutes, in the case of 

Danielle, and 45 minutes, in the case of the other three students). The practice of 

Christine, Farren, and Kevin, was less frequent (between three and four days per week).  

Christine and Farren practised in one-hour sessions, and Kevin generally achieved 45-

minute sessions on the days he practised.6  

The nature of students’ practice was therefore diverse. Though showing the 

considerable dedication of some (namely, Bronwyn, Linda and Alison), compared with, 

for example, Kevin, this practice however should not necessarily be regarded as a 

reflection of students’ dedication levels. As noted, many students played more than one 

                                                           
5 Practice sessions here are normally the total time spent practising per day. 
6 Consideration of practice times should also take into account, and make allowances for, the type of 
instrument learnt. 
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instrument, and as practice time would have, for these students, been divided across 

multiple instruments, individual times per instrument may have been more consistent 

across students.  

Music Engagement 

All students had participated in music performing groups and/or activities. The music 

engagement over the years of one-third of students (Danielle, Farren, Ian, Kevin and 

Linda) was in fact very high, and, for another one-third (Evan, Gemma, Helen, Melissa 

and Neil), quite considerable. Bronwyn, John, Kevin and Owen had experienced 

moderate levels of engagement. Only Christine described her engagement as low, and 

this was something she hoped to remedy in the near future by entering competitions 

(Tables F36 and F37).  

Music Preference 

The music preferences of most of these students were broad. In terms of their highest 

preference, students were divided between western art and contemporary popular music 

styles. Eight (Alison, Bronwyn, Danielle, Evan, John, Linda, Neil and Owen) identified 

western art music, and the other seven (Christine, Farren, Gemma, Helen, Ian, Kevin 

and Melissa) indicated contemporary styles to be their most favoured type of music 

(Table F38).   

Music Aptitude 

Students scored very well on the Advanced Measures of Music Audiation (Gordon, 

1989) (Tables F39 - F41). Results from the tonal test ranged from 28 to 37 (with 40 as 

the maximum possible score) and the rhythm test, 30 to 38 (With 40 again as the 

maximum possible score). Mean scores were 32.5 and 33.5, respectively. Total test 

scores ranged from 58 to 74 (out of 80), with 66 as the mean. These three means, when 

compared with Gordon’s percentile rank norms7 showed students to in fact be in the top 

15% of high school-aged students. Evan, Farren and Danielle scored exceptionally well 

(percentiles of 95 to 98); Owen, Linda, Gemma, Melissa, Neil and Christine scored very 

highly (percentiles of 89 to 93), and Helen, Bronwyn, Kevin and Alison scored highly 

(percentiles of 74 to 86).  

Music Achievement  

Students’ instrumental proficiency levels varied considerably, and comparison of their 

standards was complicated by factors of age, and, at the commencement of the study, 

was reliant upon actual examinations completed. As not all students had undertaken 

 191



examinations, not all could report achievement. Not only did their ages at which they  

had enrolled vary considerably (ages 9 to 16), but so also, as recalled, did the ages at 

which they had commenced formal instrumental lessons (ages 3 to 10) (refer to Tables 

F16 and F17). Moreover, the instrument they considered to be their main one was not 

necessarily the one first learnt (Bronwyn, Evan, John and Kevin) and, even so, there 

was one instance (namely, John) in which lessons on this instrument had not been 

continuous over the years.   

Although the length of time students had received formal instrumental lessons on the 

instrument they were playing in the study ranged from one to eight years prior to 

enrolling, nine students had learnt between five and eight years (Table F42). As such, 

their instrumental proficiency varied considerably. Twelve had completed instrumental 

examination grades prior to program entry (Table F43), and these examination grades 

ranged from second to A.Mus.A. standard (Tables F44 - F46). Christine, Danielle, 

Evan, Farren and Melissa had even completed examinations on multiple instruments. 

Students’ standards attained on the instruments they were playing in the study, prior to 

program entry, ranged from second grade to eighth grade (Table F47). As all had been 

enrolled for a period of time, further progress had taken place, so that their performing 

expertise on these particular instruments in fact ranged from fifth grade to A.Mus.A. 

and beyond when the study began.  

Academic Achievement  

Eleven students provided details of their most recent academic achievement. Students’ 

GPAs, when combined, produced a high overall mean of 4.36,8 thus indicating their 

academic strengths to be considerable (Table F48). These data, combined with other 

knowledge of their academic abilities,9 showed that the academic achievement of 

Alison, Christine, Evan, Farren, Gemma, Helen, John, Kevin, Melissa and Owen was 

especially high, the achievement of Bronwyn, Danielle, Linda and Neil, high, and the 

achievement of Ian, average. 

                                                                                                                                                                          
7 The measure referred to here is again Gordon’s percentile rank norms for high school-aged students. 
8 Using a 1-5 rating scale, where 5=highest. 
9 Subject results were not requested of three of the four other students (Helen, Melissa and Owen) who 
would have only been reporting general (Year 7) school subject results. The fourth student was Linda, 
who chose not to provide her Year 8 school results. All students did, however, provide a general 
indication of their school achievement, and these details were verified by their parents.       
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Goals and Aspirations 

Seven of the students (Alison, Bronwyn, Danielle, Evan, Farren, Linda and Neil) were 

especially serious in their long-term musical goals, and had specific music career 

intentions that all involved orchestral and/or solo performing (Table F49). Alison hoped 

to combine orchestral clarinet playing and conducting, Bronwyn aspired to become a 

cello soloist (or, alternatively orchestral cellist), Danielle hoped to combine an operatic 

career with composing, Evan dreamt of becoming a percussion soloist, Farren wanted to 

combine orchestral flute playing with studio flute teaching,10 Linda aspired to become a 

concert pianist, and Neil imagined himself an orchestral trumpeter.     

For another six (Christine, Helen, Ian, John, Melissa and Owen), there was a possibility 

that they would pursue music as a career, but this was undecided. Christine, Helen and 

Melissa were considering the options of orchestral violin playing, and Ian, John and 

Owen also entertained the possibility of a musical career, but could not describe the 

nature of it. There were only two students (Gemma and Kevin) who did not consider 

music to be a career option. Both these students intended pursuing non-musical paths. 

The seven students who were especially serious in their long-term musical goals also 

had short-term musical goals, and these usually involved the completion of music 

examinations. Alison, for example, intended completing her eighth grade clarinet and 

seventh grade musicianship examinations, and Danielle hoped to attain her A.Mus.A. on 

the cello (an instrument she was playing, in addition to the one she was playing in the 

study). Farren wanted to achieve his A.Mus.A. on two instruments (flute and 

saxophone), Neil intended completing his eighth grade trumpet and fifth grade theory 

examinations, and Owen planned to complete his fourth grade theory examination. 

Another six (Christine, Gemma, Ian, John, Kevin and Melissa) also had short-term 

musical goals involving the completion of examinations. Christine intended completing 

her L.Mus.A. piano and sixth grade theory examinations, Gemma planned to achieve 

her A.Mus.A. violin and fifth grade theory examinations, Ian wanted to complete his 

seventh grade guitar examination, and John also wanted also to pass seventh grade on 

violin. Kevin’s goal was to complete a sixth or seventh grade examination on the 

bassoon or violin, and Melissa aimed to complete her L.Mus.A. violin and sixth grade 

theory examinations. 

Students’ other goals related to performing and/or entering competitions. Christine, 

Danielle, Helen, Linda and Melissa, in particular, referred to their need for these types 
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of goals to sustain their motivation. Of special interest was Bronwyn, who had a special 

goal of finishing school early (at the end of Year 9) to enrol in full-time studies at the 

QCGU that would accelerate her music training and eventually lead to overseas study. 

In all, the musical goals and aspirations of these students were wide-ranging, and, 

although some were modest and others highly ambitious, the fact that all students did 

describe some musical goal and/or aspiration shows, even at the commencement of the 

study, focusing and goal-setting to characterise these students.  

7.1.1 Discussion 

The overall findings for the case studies echoed the findings for the larger group of 

participants in Substudy 1. Findings show the diversity of family backgrounds of 

students. Ten students had at least one parent who demonstrated some musical 

proficiency (whether professional or amateur), and five came from families where 

neither parent was musically competent. This endorses a commonly-observed tendency 

for above-average music students to quite frequently emerge from families where 

parents’ levels of music engagement is only passive (see, for example, Sloboda & 

Howe, 1991, pp. 8-9). 

The fact that students’ early musical encounters proved to be informal, and that there 

had usually been an instrument in the home from birth, also paralleled findings across 

the literature (see, for example, Sloboda & Howe, 1991). Students had been exposed to 

music (usually classical) and had generally shown early signs of musical interest, and 

the decision to commence music lessons had, for most, arisen from similar levels of 

student interest and parental enthusiasm. In a small number of instances (Linda and 

Owen) there had been great desire expressed from the student to commence learning 

even without parental encouragement, and parents’ initiation of lessons were noted in 

other cases (Christine and Evan). Such trends reinforce the observations of other 

research (see, for example, Sloboda & Howe, 1991) that has shown music training to 

commence for a variety of reasons, and be a mutual decision, one that emerges from 

parents’ belief that music is important to general development, or essentially be in 

response to the child’s own request. The fact that all students commenced formal 

instrumental lessons prior to or during their primary years of schooling, and that all 

were learning by ten, also concurs with other research that has identified this to be the 

general age range for students to normally commence their music training (see, for 

example, Sloboda & Howe, 1991). 

                                                                                                                                                                          
10 This was despite his selection on saxophone in the YCP. 

 194



Students’ first instrumental teacher was found to be critical in determining the 

likelihood of a student sustaining engagement in the field. In particular, friendly, 

encouraging and supportive traits were found to be important. Indeed the fact that 

students generally recalled positive memories of their first teachers has emerged from 

the research of many including Sosniak (1985a, 1985b) and Sloboda and Howe (1991), 

who similarly observed the importance of teacher ‘warmth’ and student-teacher ‘fit’, 

and also noted the tendency for students to, in time, seek higher teacher expertise where 

appropriate, and for it to be common for students to have experienced several teachers 

on their instrument by adolescence.  

Parents had provided appropriate types of exposure and opportunities over the years, 

and had generally shown high levels of involvement with their child’s music training. 

They tended to have taken an active interest in their child’s instrumental progress, 

communicate with teachers regularly, and be involved (through encouragement and/or 

supervision) with instrumental practice at home. All these observations confirm similar 

findings across the literature.  

Many students had required this parental support and, in some cases, intervention, 

whether in the form of regular communication with the teacher, actual presence at music 

lessons, supervised practice, or a combination of these. This finding concurs with the 

research of Bloom (1985), Sosniak (1985a, 1985b, 1985c, 1990), Ericsson and 

colleagues (1990 and later), Sloboda and Howe and colleagues (1991 and later) and 

others who also observed the lack of motivation of many students to practise daily 

during the early stages of learning, and that few children are fully self-motivated to 

achieve this. It also supports the findings of a considerable body of research indicating 

that it is quite normal for children to require varying degrees of parental guidance, and 

even pressure, to practise. The fact that most students over time developed high 

motivational and monitoring skills, however, meant that they gradually assumed greater 

autonomy of learning and, as such, were not as reliant upon the same levels of parental 

intervention by the time they commenced lessons in the program. 

The nature of students’ practice routines varied considerably, with some practising 

daily, and others only three to four days per week. Moreover, this practice varied in 

length from 45 minutes, to over two hours. Although at a glance this information would 

possibly indicate student dedication levels, closer consideration, when recalling the fact 

that most learnt multiple instruments, would indicate this not necessarily to be the case. 

Indeed, the need to distribute time across more than one instrument was a consideration 
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for most, and is an issue also raised in the research of Sloboda and Howe (1991) and 

others, who observed such circumstances to especially arise for high-achieving music 

students, whose learning of multiple instruments often resulted in less practice per 

instrument than musically-average students.   

Students either were highly engaged with their music, or wished to be, hence their 

involvement in the program. It is these high levels of music engagement that have 

repeatedly been shown to be characteristic of young, above-average musicians (see, for 

example, Sloboda & Howe, 1991).       

Students’ music engagement was also demonstrated in their music listening. The fact 

that western art music and contemporary popular music styles were most highly 

favoured is not surprising, considering these were musical styles that would have most 

likely have been familiar to students, and styles with which they would have 

experienced considerable exposure over the years. Neither is it unusual that all 

demonstrated high levels of music aptitude, given the fact that all had demonstrated 

sufficiently high musicianship to have been accepted for music training in this 

specialised music learning environment.    

The music achievement of these students, although diverse, has been noted as 

considerable for students of this age group. The fact that most of these students were in 

fact skilled on more than one instrument is important, and reinforces the tendency 

observed across the literature (see, for example, Sloboda & Howe, 1991) for parents’ 

provision and children’s music interests to usually extend beyond the first instrument 

learnt. Also significant is the fact that three students (Christine, Danielle and Evan) had 

attained equally high proficiency on two instruments, and for two of these (Christine 

and Danielle) it was not possible for them to identify what their main instrument was. 

For the students who could, however, identify their main instrument, it is of interest to 

note that this instrument was not always the first learnt (as in the case of Bronwyn, 

Evan, Ian, John and Kevin), and in fact had sometimes been the one that had been learnt 

for the shortest period of time (Evan). Some students had tended to shift instruments 

over several years before eventually settling on the one on which they had chosen to 

focus (Ian and Kevin), swap between two (John), or even return to another instrument 

several years later (Christine). The instrument most students were playing in the study 

was in fact their main instrument, however this was not the case for Farren, who had 

been accepted into the program on what he regarded to be his second instrument.  
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In terms of their school work, students generally demonstrated meritorious, and even 

very high, academic achievement, and this suggests students’ application to their 

studies.11 These personal focus levels were clearly present in the context of students’ 

music training also, with goal-setting and achievement-oriented learning emerging as an 

important mark of their music studies.       

7.2 Music Experiences and Training Influencing Music Development 

7.2.1  Learning Environments  

All students were accessing music experiences through school, the community, and the 

program.   

School Music Experiences and Training 

Twelve students were taking classroom music studies (Table F50). Though their reasons 

for doing so often related to the perception of it as an easy subject, other reasons 

included the desire to improve levels of musical knowledge and understanding (Table 

F51). Three students (Helen, John and Kevin) had not taken the subject for the very 

reason that it was perceived to be easy, or that it was not an option at their school (Table 

F52). Students taking classroom music expressed overall satisfaction with their learning 

in this context (Tables F53 and F54). 

Though not always choosing to take music as a classroom subject, all students were 

involved in school performing groups and/or activities (Table F55). Indeed, with the 

exception of Gemma and Alison, all demonstrated high levels of school music 

engagement (Tables F56 - F59). Gemma described her engagement as moderate, and 

Alison, despite taking classroom music, perceived her engagement as fairly low, and 

reported this to be on account of what she perceived to be her school’s limitations to 

cater for her advanced music skills, especially in the dimension of ensemble 

performance.   

Community Music Experiences and Training 

Community-based experiences and training was another important avenue for music 

learning for students, with all but four (Bronwyn, Christine, John and Linda) accessing 

performing groups and all but two (Kevin and John) accessing music activities through 

such sources (refer to Table F55). Students accessed a wide range of experiences 

(Tables F61 and F63) and, in many cases, also received private theory and musicianship 

lessons for the examinations of external organisations such as the AMEB. Overall, the 

engagement of ten of the students in community-based music experiences ranged from 
                                                           
11 Of the 15 students, Ian was the only one whose academic work was of an average standard. 

 197



high to very high, and the engagement of the remaining five (Bronwyn, Christine, Evan, 

Helen, Kevin) was moderate (Tables F60 and F62).  

Young Conservatorium Music Experiences and Training 

All students demonstrated considerable levels of engagement in the program. The 

engagement of Gemma, Ian, John, Kevin and Owen was high, and very high for the 

remaining students.  

Students’ expectations of the program 

Students generally expected the program to fulfil several functions. Common 

expectations of the program were that it would provide quality, specialised tuition, 

nurture a general interest and enjoyment of music, prepare students for tertiary music 

studies, and supplement their school music studies (Table F64). 

Students’ perceptions of the program 

Performance aspects of the program, and, in particular, individual practical tuition, were 

most valued, with all but Alison and Kevin identifying this to be their most beneficial 

form of training in the program (Table F65). Alison placed highest value on 

instrumental ensemble opportunities, and Kevin, on Musicianship classes.    

Student’s expectations and perceptions of Musicianship/Secondary Music Studies 

classes 

As noted, with the exception of Danielle and Owen, all students took Musicianship 

and/or Secondary Music Studies classes. Students’ journal comments, and feedback 

from the WIHIC questionnaire (Aldridge et al., 1998), if completed, appear in the 

separate accounts of their learning (see the case studies in Chapters Eight to Ten, and 

Appendices J to L), and overall show positive perceptions and a high degree of 

satisfaction with the learning environment and students’ own learning. 

Teachers’ expectations of students 

High teacher expectations of students were apparent. Instrumental teachers, for 

example, expected their students to practise at least five to six days per week, and 

normally daily, and for practice sessions to comprise a minimum of 45 minutes’ 

duration (Tables F66 and F67).   

Teachers’ perceptions of students 

Teacher feedback was provided for all students except John, who, as noted, withdrew 

early into the study. Although teachers’ perceptions of the actual nature of students’ 

practice showed, once again, their practice to be slightly lower (both in terms of 
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frequency and duration) than what was expected of them (Tables F68 and F69), it is 

again significant that the quality of the practice that was achieved by three-quarters of 

students was noted for its thoroughness. The practice of three of these students (Alison, 

Farren and Linda) was considered particularly thorough. Indeed, all but one students’ 

practice (namely, Kevin’s) was perceived positively (Table F70). 

With the exception of Kevin, students were described as aspiring, hard-working and 

competitive. Kevin did not normally demonstrate the first two of these traits, and was 

not noted for his competitiveness. Although rated positively in the other two areas, 

Gemma’s lack of competitiveness also differentiated her from the other students (Table 

F71). Students were regarded average and higher in terms of general development. 

Danielle, Helen, Linda, and Melissa, for example, were considered to demonstrate well-

above-average development, especially in the areas of emotional maturity and physical 

coordination. The development of Bronwyn, Farren, Gemma, Kevin and Owen, 

however, was generally regarded average, rather than high (Table F72). All students 

were all noted for their demonstration of interest in, perseverance of, aptitude, and 

engagement with music, and most were regarded highly in each of these areas. An 

exception, however, was Kevin, who, once again, did not display these traits to the same 

extent as the other students (Table F73).   

Overall, students were noted for their music abilities (Table F74). Christine, Danielle, 

Farren, Helen, Ian, Linda, Melissa and Neil were regarded for their high music 

intelligence, auditory capacities, motor skills, musicality, and individuality and 

performance flair. Though also receiving high ratings overall, specific areas were 

regarded to be a little lower in some students: music intelligence (Bronwyn and Owen), 

auditory capacities (Gemma, Neil and Owen), musicality (Alison and Evan), and 

individuality and performance flair (Evan and Gemma). Kevin was the only student 

whose skills were considered moderate across each of the areas.  

In summary, these students were considered to possess average and greater music 

ability, with all but one (Kevin) estimated to be in the top 25% of students in the 

adolescent age range. Ratings of the music ability of Alison, Bronwyn, Christine, 

Danielle, Farren, Helen, Ian, Linda, Melissa, Neil, and Owen in fact placed them in the 

top 10% of adolescent music students (Table F75).   

Students’ attitudes towards their music learning 

Students’ perceptions of their music ability, understanding of music construction 

principles, and ability to aurally comprehend broad musical styles, as reported on the 
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Music Attitude Questionnaire (Table F76), were reasonable, and, in some cases, quite 

high. These perceptions, though usually subject to a small amount of change, did not 

fluctuate greatly, and generally showed slight increases or remained constant over time 

(Tables F77 - F79). 

Students’ integration of and reflections on their music learning

Students’ responses on the Music Attitude Questionnaire showed considerable levels of 

integration taking place across different music-learning contexts (Table F80). All 

students taking school music studies considered learning in the program to benefit their 

school music learning (Table F81). The ways students integrated their learning are 

revealed in the journal comments of the thirteen who were taking Musicianship, and 

representative comments appear in the separate accounts of their learning (see the case 

studies in Chapters Eight to Ten, and Appendices J to L). Such comments also provide 

evidence that students exhibited the capacity to reflect on their learning.     

7.3 Other Factors Influencing Music Development 

Interpersonal Support, Intrapersonal Attributes and Personal Learning Style 

All students referred to the guidance of parents and music teachers over their years of 

learning music. Some students also considered the support of their siblings and/or peers 

important. In several instances students had perceived the parent (where musical) and 

the instrumental teacher as role models. Teachers and peers had, in many instances, 

encouraged students to audition for the program (Table F82), and the observations of 

teachers in the program confirmed high levels of parental support to still be in evidence 

at the time of them teaching these students (Table F83).  

Students’ intrapersonal attributes and personal learning styles, as demonstrated in their 

music practice, proved to be closely related. In general, students demonstrated well-

developed intrapersonal attributes and personal learning styles. The cases of Christine, 

Gemma and Kevin, however, show some differences. All three students had interesting 

circumstances that impacted on their approach to learning. For Christine, her choice of 

instrument proved to be a key factor. Learning violin in the program in the first year of 

the study failed to provide her with sufficient gratification to promote self-motivation 

and the desire to achieve, and in fact led to perceived pressure from peers, and feelings 

of inadequacy and an inability to cope. Her change to piano, however, over time, 

produced positive outcomes in each of these areas. This move transformed a negative 

approach to learning into a positive one, for it was by focusing on the piano that her 

general attitude and willingness to learn improved, and this, in time, manifested itself in 
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a practice routine that reflected an increased work capacity, and higher levels of 

patience, endurance and dedication, and effectiveness in her management of time. 

Although Christine had by now modified her initial goal of a musical career, she clearly 

demonstrated a deep commitment to music, and was able to adjust her circumstances to 

produce positive music outcomes.   

The other two students, Gemma and Kevin, at no time during the study expressed the 

desire for a musical career, and in fact possessed a broader range of interests than some 

of the other students, hence music may well have not been as important to them as for 

other students who were planning musical careers. Kevin’s intrapersonal attributes and 

personal learning style were also manifested in his bassoon studies: modest levels of 

motivation were further lessened by what he perceived to be excessive technical 

demands from his instrumental teacher. Kevin did, however, sustain his learning and 

involvement in the program, and did, in time, attain a considerable level of proficiency 

on his instrument.  

The nature of Gemma’s intrapersonal attributes and her learning style also differed 

considerably from the other students’. When faced with increasing academic demands 

from school, Gemma not only withdrew from the program, but ceased her violin 

training completely. Ironically, she had been achieving greater amounts of music 

practice than most of the other students, having had to increase her practice routine to 

two hours, daily, and had her instrumental teacher and parents relaxed their expectations 

of her, she may well have sustained her involvement and performed more positively in 

these areas. Gemma’s withdrawal from the program in itself, however, should not be 

viewed negatively altogether, as she did realise her goal of attaining her A.Mus.A. on 

the violin prior to withdrawing.         

The cases of Kevin and Gemma noted, consideration of the characteristics of the other 

students not only indicates that highly-developed intrapersonal attributes and personal 

learning styles did, in general, characterise students in the study, but factors such as 

unreasonable expectations of parents and/or teachers, or selecting the most rewarding 

instrument were crucial to these areas.          

Affective Response 

Music Preference.  With the exception of Ian and John, all students provided 

information on their music preferences through completion of the Music Styles and 

Preferences I/II task. These preferences, though broad, were generally found to lean 

towards western art music (particularly tonal western, or ‘classical’) styles (Tables F84 - 
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F88). Ten students demonstrated a high level of consistency with their stated 

preferences at the commencement of the study. The preferences of the other three 

students, however, did show change: one (Evan), as a result of exposure to twentieth 

century styles through his composition lessons, had developed his appreciation of what 

had been a less familiar category of music for him, and two students’ preferences 

(Bronwyn and Christine) were subject to fluctuation for no apparent reason. The 

responses of all 13 students showed that they had been exposed to a wide range of 

music, with all able to correctly identify at least four of the five music types when heard 

(Table F89). Students’ levels of music exposure was considerable, and generally 

showed some relationship with their music preferences (Tables F90 - F92). 

Music Perception.  The same 13 students completed the How Did I Listen to the Music? 

task, hence providing information on their aural perception. The aural perception of 

eight of these students was well developed, and moderately developed for the remaining 

five students (Bronwyn, Farren, Gemma, Kevin and Melissa). In many instances, it was 

found that the style(s) and/or media for which students were inclined to concentrate the 

best corresponded with their familiarity of each. All students concentrated well when 

listening to classical instrumental music, again reinforcing the effects of exposure 

(Tables F93 - F98). 

These 13 students also completed the Absolute Pitch Questionnaire and Pitch 

Recognition Test. Students’ perceptions of their ability to recognise pitch varied greatly 

(Table F99), and were reflected in their test scores (Tables F100 - F105). Eight regarded 

their pitch perception to be above average. Test scores showed two students (Linda and 

Helen) to possess excellent pitch perception, recognising all 50 pitches on the test. The 

abilities of Bronwyn, Christine, Danielle and Evan were also high in this respect 

(ranging from Bronwyn’s score of 47 to Evan’s score of 44); Melissa, Owen and Neil 

achieved moderate scores (from Melissa’s score of 32 and Neil’s score of 20), and the 

scores of Kevin, Farren, Gemma and Alison ranged from quite low to very low (11 in 

the case of Kevin, and 3 in the case of Alison). Overall, students’ test performances 

showed the pitch perception of 46.2% to be secure, 23.1% to be moderate, and 30.8% to 

be insecure.       

7.3.1  Discussion 

Students accessed multiple music learning environments for their music training. Most 

regarded the program positively. Positive attitudes were also demonstrated by teachers 
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of the program, who generally commented favourably on their students’ development 

and attributes, and set high standards and expectations of them.    

Students were also generally positive towards their learning, and their abilities to 

integrate and reflect on their music learning was clearly evident. Considerable levels of 

interpersonal support from parents, teachers and peers had played a major role in 

sustaining students’ music engagement over the years. All parents had, at some stage, 

provided the type of ongoing support and encouragement required for students to 

develop and sustain their music interests. This support may have been through 

providing exposure to musical opportunities (particularly tuition, performing 

experiences, and concert-going), supervising practice, or merely providing transport to 

and from lessons and events. Such input was found to be vital in promoting students’ 

music development. Students were beginning to demonstrate some of the intrapersonal 

attributes and personal learning styles conducive to music learning, and also showed 

considerable music development through their affective response to music, with all able 

to articulate their music preferences and their music perception. This reinforces findings 

across the literature that indicate that young musicians develop their music preferences 

to a considerable extent during adolescence, and according to their exposure to musical 

styles.  

7.4 Outcomes 

Music Cognition 

All students demonstrated high levels of music cognition for this stage of their music 

learning. All had learnt music for a considerable period of time, and all were utilising 

higher-order thinking processes. This was especially manifested in their music practice, 

and also in their class learning. Many of the students appeared to be developing the 

independence needed to adopt what has been referred to as the ‘self-teaching’ approach, 

an approach involving reflective thinking, self-monitoring, and the use of strategy-

driven practice methods.  

Music Engagement 

Students’ overall music engagement was high, and, in many cases, very high, with all 

accessing a range of opportunities through multiple music learning environments 

(Tables F106 and F107). In terms of attendance at and participation in concerts and 

other musical events, all had gained some exposure. The attendance and participation of 

two students (Melissa and Neil) was very high, and the engagement in both contexts of 

a further three (Danielle, Evan and Linda), high. Most students (Alison, Bronwyn, 
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Farren, Ian, John, Kevin and Owen) reported moderate levels of attendance and 

participation. Only three students (Christine, Gemma and Helen) reflected lower levels 

of engagement in this respect.   

Comparison of the four students who ceased program engagement through withdrawal 

(Gemma, Helen, Ian and John) showed all but one (Gemma) exercising high to very 

high overall levels of music engagement by continuing music studies through formal 

instrumental training and other community and/or school music experiences. Helen, Ian 

and John continued to receive the guidance of music teachers and access performing 

opportunities.  

Gemma ceased her formal music studies to focus more intently on her school work, and 

her decision to do so could well be justified in view of the fact that she had already 

achieved her goal of completing her A.Mus.A. violin examination and had no intention 

of pursuing a music career.   

When considered overall, and across the three broad learning environments, in all but 

one instance (namely, Gemma), students’ levels of engagement in music either 

remained constant or increased over the two-year monitoring period. 

Music Achievement 

All students were considered musically above-average for their ages, with each having 

attained by the end of the two years no less than sixth grade standard on the instrument 

they were playing in the study (Table F108). The achievement of Christine, Danielle 

and Farren was especially impressive, with each performing A.Mus.A. and sometimes 

higher standard repertoire on two instruments. Also noteworthy were the achievements 

of Bronwyn, Gemma, Helen, Linda and Melissa, who attained these levels on one 

instrument. Evan was between seventh and eighth grade standard on three instruments, 

and Alison, Ian and Neil were performing repertoire that was eighth grade standard or 

slightly higher on one instrument. Owen, John and Kevin had attained slightly lower 

playing standards (seventh grade for Owen and John, sixth grade for Kevin) on one 

instrument.       

Academic Achievement 

In general terms, all students maintained their academic standards over the monitoring 

period (Tables F109 - F111).12 For Alison, Christine, Evan, Farren, Helen, Kevin and 

Melissa, this meant very high academic achievement, and for Bronwyn, Danielle, 

                                                           
12 John is not included here for reasons of his withdrawal form the program early into the study and 
subsequent unavailability of data. 
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Gemma, Linda, Neil and Owen, these standards were high. Ian also demonstrated a high 

degree of consistency, maintaining an average standard of school work over the time. 

This shows all students possessed the ability to cope with a range of musical and non-

musical commitments, and that, even upon consideration of Gemma, who perceived her 

academic work to be suffering because of her music commitments, or Linda, who 

perceived her academic work to be average (rather than high), students were in fact 

displaying positive levels of achievement and were able to maintain these levels, even 

alongside the demands associated with learning music in the study program. 

Goals and Aspirations 

Students generally attained their short-term goals, whether examination-, performance-, 

or competition-related. The summary of their paths presented here considers them, as 

noted at the beginning of the Chapter, in three groups: those that graduated, those that 

withdrew, and those that were receiving continued and unbroken training in the program 

at the end of the two years.  

The first group of students comprised those who graduated from the program, and these 

were Alison, Bronwyn, Christine, Danielle, Evan and Farren. Alison completed her 

eighth grade clarinet and seventh grade musicianship examinations, performed, and 

submitted an audition tape for an international competition. Bronwyn left school early 

to pursue full-time sub-tertiary music studies at the QCGU in preparation for tertiary 

music training.13 Christine had changed to her most-favoured instrument (the piano), 

completed her L.Mus.A. and sixth grade theory examinations, and begun not only to 

perform more regularly, but also successfully compete at a high standard in state-wide 

piano competitions. Danielle gained her A.Mus.A. with distinction on cello, performed 

and competed extensively on piano and cello, won a number of competitions, and 

commenced tertiary music training at the QCGU, majoring in voice (which had always 

in fact been her main interest). Evan auditioned for the QCGU (partly to fulfil the 

expectations of his mother), was unsuccessful, and was accepted into an accelerated 

Science degree that would prepare him for the type of career that he personally sought. 

He maintained contact with many of his music peers, performed, and even commenced 

some part-time percussion teaching at a secondary school. Farren completed his 

A.Mus.A. examinations on the flute and saxophone, and gained entry to the QCGU on 

saxophone (his second study), despite also auditioning on flute (his main study).   

                                                           
13 It is important to realise that Bronwyn’s barrier to tertiary music training at this point was on account of 
age, and not instrumental proficiency. 
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The second group of students comprised those who withdrew from the program during 

the monitoring period, namely, Gemma, Helen, Ian and John. Gemma completed her 

A.Mus.A. violin and fifth grade theory examinations, but withdrew from the program at 

the end of the first year of the monitoring to focus on her school studies. Gemma did not 

maintain her music training or engagement in the second year of the monitoring. Helen 

performed regularly and competed in numerous competitions, but also withdrew from 

the program at the end of the first year, and this was to focus on fashion designing, 

another of her interests. In contrast to Gemma, Helen did maintain her violin lessons, 

and also continued her involvement in performances and competitions. Ian also 

withdrew at the end of the first year, and this was primarily owing to financial 

constraints. Like Helen, he did continue his guitar lessons. Ian even completed one 

more guitar examination (eighth grade, rather than seventh grade) than he initially 

hoped, and was accepted for full-time studies at the QCGU at the end of the second 

year. John withdrew from the program half-way through the first year, earlier than any 

of the other students, and continued his violin lessons from his personal teacher, with a 

view to completing his seventh grade violin examination as planned. He in fact resumed 

training in the program the following year with the same violin teacher, and did pass the 

violin examination at the end of that year.   

The third group of students consisted of those who were still continuing their studies in 

the program at the end of the monitoring period, and these were Kevin, Linda, Melissa, 

Neil and Owen. Kevin, though not practising as intensely as the other students, did work 

towards his goal of completing another instrumental examination. Linda developed her 

piano playing considerably, performed regularly and won placings in state-wide and 

national competitions. Melissa completed her A.Mus.A. and L.Mus.A. violin 

examinations, her sixth grade theory examination, performed regularly, won 

competition placings and prepared an audition tape for a national music school. Neil 

passed his eighth grade trumpet and fifth grade theory examinations. Owen performed 

in competitions, improved his cello playing to an equivalent seventh grade standard, and 

completed his fourth grade theory examination.   

Follow-up of students beyond the two-year monitoring period showed further 

development. Alison, for example, was receiving consultation lessons with an interstate 

clarinet specialist, undertaking paid orchestral work, teaching at a music school, and 

investigating overseas music study in Europe. Bronwyn had gained entry to the QCGU, 

had also begun exploring overseas study options in France, and had even travelled to 
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Paris for a month to receive cello lessons with a master teacher at the Paris 

Conservatoire. Christine, though attaining advanced playing levels (beyond A.Mus.A.) 

on two instruments, reviewed the prospect of orchestral violin playing, and chose to 

embark on a career in psychology by enrolling in psychology studies at an interstate 

university. Danielle chose to withdraw from her tertiary music studies at the QCGU to 

commence operatic training (her first ‘love’) in an undergraduate music program in the 

UK. Evan had completed his accelerated Science degree, only to then return to the 

QCGU to commence undergraduate music studies, with an intended goal of further 

music study in Germany. Farren continued his full-time music studies at the QCGU.   

Gemma continued to focus on her school work, rather than music. Helen in fact 

resumed her studies in the YCP, and was drawn back primarily for reasons that related 

to the ensemble playing and the learning environment of the program. Ian had 

commenced tertiary music study at the QCGU, but was considering a career in Human 

Resource Management. John continued his resumed studies in the YCP.   

Kevin’s bassoon playing improved, and he achieved his goal of completing his seventh 

grade bassoon examination. He continued his studies in the YCP, graduated from 

school, and successfully gained entry to his first tertiary study option, a Bachelor in 

Microtechnology. Linda continued to gain placings in a number of major competitions 

(national and overseas), travelled overseas to Prague to perform as an outcome of one, 

and undertook a two-month visit to Norway to receive piano lessons following the 

completion of school, and prior to commencing tertiary music studies at the QCGU. 

Melissa continued her studies in the YCP, winning a national concerto competition 

while still at school. She was still, however, undecided as to the exact nature of her 

career path, and whether this would involve music. Neil graduated from the YCP and 

gained successful entry to the QCGU’s undergraduate program, and Owen continued 

his studies in the program alongside his school work. Like Melissa, he remained 

undecided regarding his career direction.  

In summary, all of the students showed evidence of focusing and goal-setting to attain 

their goals and aspirations.  

7.4.1  Discussion 

Study outcomes show a number of trends. These students all demonstrated high levels 

of cognitive ability in their music learning. They were generally highly engaged in this 

learning, and focused towards the attainment of advanced performance proficiency 

levels. When combined with other findings of the study, this suggests that participation 
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in the program may have enhanced students’ motivation towards, interest in, and 

engagement of, music, and that factors of peer competition and high teacher 

expectations can produce positive outcomes.  

Developing intrapersonal attributes and personal learning styles were found to be 

associated with above-average levels of performing proficiency and steady music 

development. This music development was usually matched by high levels of academic 

achievement, showing that students who attain above-average levels of music 

achievement quite frequently manage their school workloads successfully.   

The ability to achieve goals was also characteristic of all students, and not only the 

students who remained in the program until the completion of their schooling. The post-

program directions of those that did also depart school not only showed students to be 

university-bound, but that they realised their tertiary study aspirations. Five of the six 

students who graduated from the program (Alison, Bronwyn, Danielle, Evan and 

Farren) progressed to tertiary music training (in Bronwyn’s case, following one years’ 

full-time sub-tertiary music study,14 and in Evan’s case, the completion of a Science 

degree). Another three who graduated after the end of the monitoring (Ian, Linda and 

Neil) also pursued tertiary music study, although for one (Ian), a career in Human 

Resource Management, and possibly combined with music, was likely. 

Music as a career was not likely for a number of the other students: one graduating 

student (Christine) had chosen to pursue a non-musical career, gaining entry to tertiary 

studies that would prepare her for a career in physiotherapy, and another two students 

(Gemma and Kevin) had at no stage considered a career in music. Music as a career did 

remain a possibility for three students, one of whom (Melissa) had earlier planned a 

music performance career but was also considering non-musical options by the end of 

the two years, and two (Helen and Owen) for whom the decision of whether to pursue a 

musical or non-musical career had not been clear at any time over the two years.  

From this, a number of conclusions can be drawn: all students eligible for tertiary 

entrance did access tertiary studies in their chosen fields, suggesting positive outcomes 

and some exercising of control in their post-school paths; the career intentions of 

students usually remained unchanged over time, inferring that most students to have 

possessed high levels of certainty regarding what they wished to do in the future; only 

                                                           
14 Bronwyn, as recalled, was required to complete a one-year, sub-tertiary music program prior to being 
accepted for tertiary music students, and this was on account of her unusually young age, rather than her 
playing ability. 
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three had not decided on their career directions (Helen, Melissa and Owen), and were 

still unsure upon last communication with the researcher, confirming that though for 

some students the nature of their careers are evident for them in the early years of 

secondary schooling, for others the decision is not made until later. 

7.5 Summary 

Consideration of the three student groups (graduating, withdrawing, continuing 

students) highlights important findings emerging from the study, and assists the 

identification of factors important to music development and sustained music learning 

in adolescence. In relation to students' prior music experiences and achievements 

(summarised in Table F112), comparison of the profiles of the four students who 

withdrew (Gemma, Helen, Ian, and John) with the other eleven at the commencement of 

the research showed no major differences in the nature of their music training and 

influences. Neither were there apparent differences in the frequency and duration of 

their practice routines. All demonstrated high to very high levels of music engagement, 

similar music preferences, high music aptitude,15 considerable music achievement, and 

comparable academic achievement. It is noteworthy, however, that none of the four had 

at any stage expressed strong intentions to follow music career paths. Gemma in fact 

intended pursuing a business-related career; Helen, although considering music as a 

possible option, was undecided; Ian, although having gained entry to full-time tertiary 

music studies, was seriously considering a non-musical career in Human Resource 

Management; and though the researcher had no confirmation of John’s career intention 

at the end of the research monitoring period, personal knowledge of him suggested that 

pursuit of a musical career was unlikely.       

There were no marked differences found amongst the types of music experiences and 

training of students at the time of the study (summarised in Table F113). All were 

accessing music experiences through the three avenues (school, community, and 

program). Notable differences, however, emerged between the student groups 

(withdrawing versus graduating/continuing) when analysing other factors influencing 

music development: in particular, students’ intrapersonal attributes and personal 

learning styles. Of the four withdrawing students, the student possessing the least 

musical motivation (Gemma) was in fact the only one who did not continue her music 

studies following program departure. By contrast, the one student who demonstrated 

considerably developed intrapersonal attributes and a highly mature style of learning for 

                                                           
15 As noted, no information was available for John in this area. 
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her age (Helen) not only maintained her music interests (even further increasing the 

duration of her practice), but also returned to the program the year following the 

completion of the study. Another student (Ian), though not generally having 

demonstrating the consistency or effectiveness of time management evident in the 

practice routines of many of the continuing/graduating students, obviously maintained 

sufficient focus levels to have attained not only his performance goals (and in a shorter 

time than planned), but eventually to gain acceptance to tertiary music studies. It is not 

surprising that the student who returned to the program (Helen) was the one who had 

possessed the highest levels of enthusiasm and interest within its learning environment. 

For two students (Gemma and John), program withdrawal was related to perceived 

pressure from parents and/or teachers, however it is also interesting that one of these 

students (John) did, in time, return to the program with his mother’s encouragement.     

In terms of broad outcomes (summarised in Table F114), independent of whether or not 

students withdrew, comparison of all 15 students for the time they were in the study 

showed all to have demonstrated very high levels of music cognition and music 

engagement. Moreover, their high levels of music achievement were generally 

accompanied by academic strengths, and many had chosen (or were intending) musical 

career paths. Hence, none of the above (cognition, engagement, music achievement, 

academic achievement and career intentions) appeared to be factors affecting students’ 

decision to withdraw. Rather, in the four cases where students did withdraw, this 

seemed to be mostly the result of circumstances (namely, time and/or financial 

constraints), combined with (except in the case of Helen), less-developed intrapersonal 

attributes. Indeed, it is these attributes that have emerged as key factors that affect 

students’ likelihood of continuing their music training and experiences in the context of 

a pre-tertiary specialised music learning environment, and it is the effect of 

parental/teacher support and selection of instruments which appear most crucial to the 

development of these attributes.  

In sum, the typical music learning path of all 15 students appeared to be one that – 

independent of the music proficiency of their family members – commenced with early 

forms of informal exposure, and led, as a result of parental support and the child’s own 

desire, to formal instrumental lessons at a reasonably early age. In many cases there was 

the tendency to learn more than one instrument (and, in some cases, shift from one to 

another prior to focusing on a main instrument), and it was over the course of several 

years that serious practice commitments emerged and students developed the capacity to 
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focus and reflect on their learning. Factors including teacher expectations, peer 

competitiveness, and goal-setting did, in many instances, appear to determine practice 

effectiveness. Music was perceived by students as attractive for both its intrinsic and 

extrinsic rewards, and the pursuit of high proficiency levels was sufficiently attractive 

and worthwhile to warrant the investment of large amounts of time and effort. All 

students’ abilities to focus and reflect, their commitment levels, and time management 

skills were well-developed for their ages, and the majority of such students appeared, by 

and large, able to cope with, balance, and monitor their academic and musical pursuits. 

Moreover, their possession of high levels of tenacity, interest in, and engagement with 

their music learning were coupled with average to very high academic achievement. 

Though united by common factors, the personal circumstances, learning experiences 

and ultimate directions of all 15 students showed clear differences. The stories of six of 

the fifteen case studies appear in the next three chapters. Selection of the six students 

was difficult, as each had a unique story to tell. The experiences and circumstances of 

the graduating cohort (represented by Alison and Farren in Chapter Eight) showed 

considerable diversity: Alison’s story is one of extremely high reflective and self-

monitoring capabilities, hard work, diligence and perseverance; Bronwyn’s music 

potential allows accelerated entry to full-time music training, but for poor practising 

technique to result in hand injuries; Christine’s case, although at first one of negativity, 

reveals a change of attitude and considerable achievement following a change of 

instrument; Danielle’s story is one of high achievement on piano, cello, voice, and 

composition, and one that saw her travel overseas for full-time vocal studies; Evan’s 

path shows a return to music (through full-time studies at the QCGU) following the 

completion of a Science degree; and Farren’s case provides an example of the option of 

a full-time music training path possible only on his second, rather than main, 

instrument.  

The withdrawing cohort (represented by Helen and Ian in Chapter Nine) were spread 

not only in their experiences, but also their reasons for withdrawing: Gemma withdrew 

following a struggle to maintain high music practice expectations and school demands; 

Helen left the program on account of additional non-musical interests, but yet returned; 

Ian withdrew on account of finances, workload and time pressures, but yet gained entry 

to the QCGU following schooling; and John, though perceiving parental and peer 

pressure, did also return to the program.  
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Varied experiences also typified the students in the continuing cohort (represented by 

Kevin and Linda in Chapter Ten): Kevin’s intention to follow a non-musical career 

suggested that his consideration of music was less serious than some students’; Linda 

and Melissa demonstrated extremely high music achievement, but with Linda from a 

musical family, and Melissa not; Neil and Owen, also from non-musical families, 

demonstrated the importance of diligence, persistence, and family support for music 

development.  

The accounts of Alison, Farren, Helen, Ian, Kevin and Linda, their circumstances and 

music development from the early years up to adolescence, and especially over the two 

years of the research monitoring period, appear in Chapters Eight, Nine and Ten, and 

their inclusion shows a broad representation of the types of students in the program. For 

readers interested in the stories of all the case studies, the remaining stories are told in 

Appendices J to L.  
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CHAPTER 8 

ALISON AND FARREN:  
TWO STUDENTS WHO GRADUATED FROM THE PROGRAM 

8.0 Introduction 

The six case-study students who graduated from the program over the monitoring period 

were Alison, a clarinettist, Bronwyn, a cellist, Christine, a violinist, Danielle, a pianist, 

Evan, a percussionist, and Farren, a saxophonist. Their music experiences and 

achievements prior to the monitoring, their music experiences, training, and other 

factors influencing music development at the time of the monitoring, and their overall 

outcomes from the monitoring are summarised according to the theoretical model (see 

Figs 8.1 - 8.6). 

In terms of the selection of students’ full stories for this chapter, Alison and Farren were 

chosen to represent the graduating student cohort; Alison for her impressively high 

capacity for reflection and self-monitoring, her effort, conscientiousness and tenacity, 

and provision of extremely comprehensive feedback, and Farren for his unusual 

circumstances involving permitted access to the program on his second, rather than 

main, instrument. Both Alison and Farren accessed full-time tertiary music training at 

the QCGU following their graduation from the YCP.  

The stories of the other four graduating students, Bronwyn, Christine, Danielle and 

Evan, are equally interesting and informative for the study (see Appendix J: 1.1 

Additional case studies of Bronwyn, Christine, Danielle and Evan and 1.2 Tables of 

results for Bronwyn, Christine, Danielle and Evan). 
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8.1 Alison’s Story 

Alison represents the type of student who perceived the YCP as a supportive learning 

environment for advanced music students, and one that offered a range of music 

experiences otherwise unavailable to her. Alison’s progress over the research 

monitoring was the result of her extremely high reflective and self-monitoring 

capabilities, combined with hard work, diligence and persistence. Her music learning 

outcomes highlight the importance of these qualities and identify them as vital factors in 

the attainment of advanced music skills and the pursuit of a musical career accessed 

through tertiary music training. The following description shows how she integrates 

these areas herself, or through the support of the program, teachers and her family.    

8.1.1 Alison’s Prior Music Experiences and Achievements 

Alison’s Demographics 

Alison was 16 years old when the study began, attending a state secondary school (Year 

12), and was playing the clarinet. She had been receiving clarinet tuition in the program 

for two years.   

Alison’s Music Training And Influences 

When describing influences on her desire to begin learning music, Alison recalled 

hearing classical music recordings played regularly at home and experimenting with the 

violin her father had played for a short time as a child. Although neither parent was 

proficient on an instrument, both became heavily involved in the administration of the 

Queensland Youth Orchestra after she had joined one of its ensembles.  

Alison reported her earliest engagement with music to be the group clarinet lessons she 

had received through her primary school instrumental program when she was eight 

years old. Though the decision to commence these lessons had largely been her own, 

she had received strong encouragement from her parents. As a result of her enjoyment 

and progress on the instrument, her parents provided her with the opportunity of private 

clarinet lessons at ten, so that she had been having individual lessons on the instrument 

for four years prior to entering the program. Over this time, she had studied with two 

teachers, the first of whom was not a clarinet specialist. Alison described her first 

teacher as average in standard, well-organised in his approach, and friendly, 

encouraging and supportive. During her early years of clarinet learning, Alison’s 

parents, though neither being involved in her lessons or in regular contact with her 

teacher, had been considerably involved with her practice at home, encouraging her to 
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practise regularly and assisting her in the development of self-discipline and the 

organisational skills necessary for musical progress.  

Alison considered the observation of older children performing (particularly in the 

orchestra she was in) as a continuing motivational factor in her music development, 

however hearing professional performances at occasional concerts with her parents had 

also played a significant role. From 12 years of age she had begun to pursue music more 

seriously and she largely attributed her increasing interest in becoming a professional 

musician to her experience and enjoyment of music activities, including the social 

contact with friends and teachers.   

Alison’s Music Practice 

Alison had been strongly motivated to practise daily over the years and attributed this to 

her parents’ supervision of her practice. Immediately prior to the research monitoring 

she was practising most days and the duration of her practice routine was normally 

between 1½ to 2 hours per session. Alison wanted to achieve far more than this, but was 

unable to spend more time on her instrument because of her school workload. 

Alison’s Music Engagement 

Alison considered music to be extremely important to her (in fact, more important than 

school) and, apart from horse riding, her only interest. The following profiles the 

intensity of her music engagement, for which she was assigned a music engagement 

grading of 5 for the purposes of the study.1

Alison’s engagement with music at school was largely restricted to classroom music, as 

her school lacked performance ensembles for students with advanced playing skills. 

Consequently, all of her performance ensemble experiences and activities (with the 

exception of school music concerts) were based outside of school and these included 

various orchestras and bands, concerts, eisteddfodau, competitions, camps and tours. 

She had been involved in many musical activities and events, including the Logan City 

Youth Orchestra, Brisbane Regional Youth Orchestra, and Queensland Youth Orchestra 

II and III, had attended the state-wide Musically Outstanding Students (MOST) camp, 

and had won placements as both soloist and ensemble performer in various 

competitions, such as the one organised by the Queensland Clarinet and Saxophone 

Society. 

                                                           
1 Using a 1-5 rating scale, where 5=highest. 
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In recent years Alison had attended various concerts and musical productions including 

professional orchestral concerts given by the Queensland Symphony Orchestra and 

Queensland Philharmonic Orchestra, as well as numerous opera productions. 

Alison’s Music Preference 

Alison expressed a preference for Classic and Romantic music (particularly the music of 

Beethoven and Berlioz), and had developed a strong dislike of rock music styles.   

Alison’s Music Aptitude  

Alison’s scores on the Advanced Measures of Music Audiation (Gordon, 1989) showed 

her to possess a reasonably high level of music aptitude, and for her rhythmic aptitude 

to be slightly stronger than her tonal aptitude. She achieved a total result of 58 out of 80, 

which, converted to percentile rank norms, placed her in the top 26% of high school-

aged students2 (Table G13). 

Alison’s Music Achievement  

Alison had completed her AMEB 6th clarinet and 5th grade theory examinations prior to 

enrolling in the program, and had attained her AMEB 7th grade clarinet and 6th grade 

musicianship levels by the time the research monitoring commenced. 

Alison’s Academic Achievement 

Though Alison enjoyed each of her school subjects, she expressed discontent with the 

school she was attending, believing that its failure to provide her with the adequate 

support or performance ensemble experiences needed for ongoing music development 

contributed to her sense of isolation from her teachers and peers. Her results from the 

year prior to the study indicate strong overall academic achievement in the areas of 

Music and Languages, and produced a calculated GPA of 54 (Table G2)   

Alison’s Goals and Aspirations 

Alison’s career ambition was to become a professional clarinettist in a reputable 

orchestra and to combine these activities with conducting (particularly of opera). 

Although she had been unable to receive any conducting coaching, she had been 

regularly engaging in considerable amounts of score reading at home. She intended to 

extend the training of an undergraduate music course with overseas music studies.     

 

                                                           
2 Alison achieved the following scores (percentile rank norms in brackets): tonal: 28 out of 40 (74); 
rhythm: 30 out of 40 (68); total: 58 out of 80 (74). 
3 Tables and additional information on Alison appear in Appendix G: 1.1 Tables of results for Alison and 
Farren; 1.2 Alison’s additional log comments; 1.3 Alison’s practice logs. 
4 Using a 1-5 rating scale, where 5-highest. 
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8.1.2 Music Experiences and Training Influencing Alison’s Music Development 

Alison’s School Music Experiences and Training 

Alison had chosen to take classroom music to improve her music knowledge and 

understanding, and considered the most enjoyable aspect of it to be listening and the 

least, composing. Though not involved in the school performance program, she had 

participated in several school music concerts.  

Alison’s Community Music Experiences and Training 

Alison participated in QYO, attended various music camps and activities, and had 

private AMEB Musicianship lessons. She attended concerts and performed regularly.  

Alison’s Young Conservatorium Music Experiences and Training 

Alison’s program of study  

Alison was participating in individual instrumental, classroom, and performing 

ensemble activities over several afternoons and evenings a week. She was receiving a 

one-hour clarinet lesson, a 45-minute Musicianship class (Level 8), and was involved in 

Symphonic Orchestra and Queensland Symphonic Winds (QSW) rehearsals (each 1 ½ 

hours) and the QSW touring ensemble (3 hours). In addition to this, she was 

participating in a chamber ensemble activity available only to musically-advanced 

students. 

Alison’s expectations of the program

Alison’s expected the program to serve as a supplement to school music, prepare her for 

tertiary music studies, enable her to receive quality, specialised music tuition, and 

stimulate her interest and enjoyment of music. Her primary motivation for enrolling 

related to her intention to pursue music at tertiary level. She perceived the training and 

experiences gained in the program as preparation for higher music studies, without 

which she would be disadvantaged.  

Alison considered that learning from a clarinet teacher in the program would further 

motivate her, as teachers’ expectations of students in the program were bound to be 

high. In addition, she expected that she would benefit from a competitive atmosphere, 

and gain insight into entry standards for the QCGU. She eagerly anticipated receiving 

an expert teacher’s assistance with various technical problems she was encountering, 

and sought challenges through the study of more advanced clarinet exercises and 

repertoire.     
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By participating in the program’s performance ensembles Alison expected to acquire 

the team skills necessary to play with other advanced musicians, as well as gain the 

experience of working under a specialised conductor. She was also looking forward to 

interacting with other music students socially.   

Alison’s perceptions of the program learning environment

Alison’s comments showed that she felt more comfortable with the learning 

environment of the program than her normal school environment, having indicated that 

in her school music class she was more advanced than the other students and was 

isolated in her classical music tastes. Not only did she find the learning environment of 

the program to be more supportive than school, but also felt that teachers in the program 

tended to treat students as adults responsible for their own learning. 

Alison mainly attributed her motivation and progress over the two-year monitoring 

period to her clarinet teacher and the orchestral experience gained in the program. For 

Alison, having a clarinet teacher who was active also as an orchestral player meant a 

number of benefits: accessing of high-level tuition, and insight into the standards of 

professional orchestral playing. Alison considered her clarinet teacher’s specialised 

tutoring to be appropriate for her standard, and commented on his ability to assist in 

improving various technical aspects of her playing such as articulation and embouchure 

development. 

Alison especially valued the program’s orchestral, band and chamber performing 

experiences. Engaging in these activities enabled her to perform with other musicians of 

her level and provided opportunities not available to her through her school program. 

She appreciated the opportunity of being able to play in ensembles appropriate to her 

level, tackle challenging repertoire under the direction of a specialist conductor, and 

work with peers who shared her music interests and were of similar performing 

standards.   

Alison’s expectations of Musicianship classes

Alison’s expectations of the Musicianship classes were that they would reinforce what 

she learnt at school and also provide her with new experiences. She anticipated that 

what was taught in the classes would be more advanced than school, and that attending 

such classes would enable her to compare her skills with others in the class. She 

especially hoped the classes would provide her with additional aural practice to that 

gained at school. 
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Alison described some of her expectations of the Musicianship classes in her 

Musicianship Reflective Journals:  

In this subject I hope to expand my musical knowledge and skills, particularly in the area of aural 
training. I hope to do work in the area of analysis which will aid me in future musical studies as I 
hope to conduct in the future as well as perform in orchestras…. I think this subject will help add to 
my musical knowledge and aid me greatly in AMEB Musicianship as well as school music. 

 

Alison’s perceptions of the learning environment of Musicianship classes.  

Alison’s feedback on the What is Happening in this Class? questionnaire (Aldridge et 

al., 1998) showed that she was highly satisfied with the classroom environment in each 

of the areas of student cohesiveness, teacher satisfaction, involvement, task orientation, 

cooperation, and equity (Table G3). The fact that Alison perceived the Musicianship 

classes to be an environment conducive for music learning was further evidenced by 

many of her journal comments. 

Teacher expectations and perceptions of Alison 

Alison’s clarinet teacher in the program was unable to provide information on all 

aspects of her music development, training and abilities, but indicated that from his 

knowledge (having only taught her for one year), he perceived a great deal of parental 

supervision, support and involvement, and that Alison did intend pursuing a music 

career. In relation to her music experiences, he confirmed that she had been involved in 

music camps, school music curricular (and extra-curricular) classroom activities, music 

enrichment programs, competitions/ eisteddfodau/ festivals, and community music 

activities. In general terms, he described her as aspiring, competitive and hard-

working/persistent in her approach, well-above-average in emotional and social and 

interpersonal skills, above-average in linguistic ability, and average in her mathematical 

and logical reasoning ability, physical coordination, and visual artistic ability. 

From a musical perspective, he perceived her as extremely interested, persevering, 

possessing outstanding musical aptitude,5 and highly involved in music. Alison’s 

interest in music was evident in the frequency and duration of her practice sessions, 

which, according to her teacher, closely matched (and slightly exceeded) his expectation 

that she average 45-minute sessions over 5-6 days per week.6 More important than 

frequency and duration, however, was the actual quality of practice, which, according to 

her teacher, was extremely thorough. Alison’s practice log entries – in particular, her 

comments – are clear evidence of this (see Appendix G: 1.2 Alison’s additional log 

                                                           
5 Alison’s results on the AMMA, however, show this not to be the case. 
6 Alison’s teacher’s estimation of her practice being daily, and of sessions of approximately 60 minutes’ 
duration, confirmed Alison’s own account of her practice routine. 
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comments; 1.3 Alison’s completed practice logs over the two years). Alison’s teacher 

described her as having excellent motor skills and motor memory, secure auditory 

abilities (relative pitch), above-average music intelligence, rhythmic sense, individuality 

and performance flair, and a gradually developing sense of musicality. Based on his 

experience of teaching secondary-aged music students, Alison’s teacher placed her in 

the top 10% of music students in her age group.   

Alison’s attitudes towards her music learning 

At the beginning of the research monitoring Alison perceived her instrumental and 

theoretical skills to be quite strong, but was concerned about her aural ability (and 

particularly her skills in melodic dictation), an area she considered necessary to her 

development as a musician. She also regarded her compositional and vocal skills to be 

comparatively weak, but perceived this under-development to be primarily a result of 

lack of exposure over the years. Though she had been required to compose short 

compositions for school assessment, she had not received extensive formal training and 

had not had the chance to substantially develop skills in this area. Similarly, she 

perceived the lack of opportunity to sing in a choir (as well as her own disinterest in 

such an activity) to be a key factor in her vocal ability not having being developed over 

the years. However, in regarding neither compositional nor vocal proficiency to be vital 

for her career ambitions, her skill levels in these areas did not concern her.  

Using the Music Attitude Questionnaire, Alison rated her music skills four times over 

the course of the study (Tables G4 - G6).7 Her ratings show that though her perception 

of her instrumental ability was consistently high (6), her perception of her vocal ability 

fluctuated from 2 to 5 over this time. Some fluctuation (4 to 7) also occurred in the area 

of reading and writing music, as did her understanding of one aspect of music 

construction (identification of key relationships and modulation, 3 to 7). Her perception 

of her aural skills alternated between 4 and 6 over the time, while her perceived ability 

to listen with understanding to music varied markedly according to specific styles: for 

instance, although her self-ratings of tonal western art music were consistently high (6 

to 7), and – to a lesser extent – twentieth-century atonal styles and ethnic styles (4 to 6), 

her perception of her listening to popular music and early music styles varied anywhere 

between 1 and 6, and 2 and 6 respectively.  

Thus, Alison perceived her instrumental skills to be much stronger than her vocal 

abilities, that her understanding of constructive principles might depend on the degree 

                                                           
7 Using a 1-7 rating scale, where 7=highest. 
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of musical complexity, and that her perceived aural skills might be influenced according 

to her adoption and implementation of strategies, increasing confidence and a positive 

outlook (refer to her comments below regarding melodic dictation). A possible 

explanation relating to Alison’s perception of her understanding of music styles might 

be one which considers her strengths in tonal western art music styles as strongly linked 

to the nature of her clarinet repertoire, while the volatility of her ratings for popular 

music (though possibly to some extent due to her dislike of the style) might have been 

temporarily swayed by its inclusion in a unit of learning at the time the survey was 

distributed for the second time during the first year of the research monitoring. 

Interestingly, her lowest rating of popular music (1) was at the end of the second year of 

the research monitoring, following a year of tertiary music training in which she would 

have been exposed to numerous popular styles as part of her degree coursework.  

Alison’s integration of her music learning 

Alison also rated on the Music Attitude Questionnaire her ability to integrate her music 

learning three times over the research monitoring period (Table G7).8

• Extent to which Alison related her program class learning to her general music 
understanding and training. 

Alison’s perceptions of the relevance of what she was learning in Musicianship to her 

general music understanding and training varied greatly (3 to 7).9 Included below are 

representative comments from her Musicianship Reflective Journals that highlight some 

of the ways she perceived her learning to be relevant. 

(lesson activity: melodic dictation) 
I learnt that I can be more capable at aural than I think and want to continue to use this thought to 
help me with my confidence in aural. I think the most important aspect of today’s lesson was the way 
we approached melodic dictation. Previously, in school and private lessons, the melody is played 
several times, the key, time, number of bars and first note being given. This method of working these 
things out for ourselves seems to help me for some reason, perhaps it makes the melody more logical 
rather than being just a string of notes. I thoroughly enjoy the aural analysis. This makes me listen to 
the pieces in a different light and concentrate on aspects of it I may have previously not taken notice 
of. It also makes me aware of works I have previously not come across. I think all aspects of the lesson 
were appropriate to my musical understanding and training for all the reasons listed above. Also, as 
my knowledge increases, my confidence as a musician generally increases.   

 

(lesson activity: aural analysis of repertoire from different musical periods) 
The more we do this exercise, the more confident I become in expressing my own ideas about the 
music and the more I become aware of what actually separates music from different eras rather than 
a piece just ‘sounding’ classical or 20th century. The activity we did this lesson [Music Attitude 
Questionnaire], while not an actual component of the lesson, made me stop and think where I’m at 
musically, rather than madly practising in order to get better. Stopping to think where I am, how far 

                                                           
8 Using a 1-7 rating scale, where 7=highest. 
9 Alison’s low rating of 3 coincided with the time that class learning was focussing on contemporary 
music styles, and contemporary music was strongly regarded by Alison neither to hold any relevance to 
her classical training, nor her career aspirations of becoming an orchestral conductor.   
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I’ve come and how far I have got to go is something I don’t often do but I feel that it can be quite 
helpful in the way that it puts a clearer picture in my mind of areas I am weak on, areas that I am 
confident in and therefore areas I need to concentrate on in my practice. The survey also helped me to 
see clearly what knowledge I can gain from my various musical activities and how these can work 
together and supplement each other.   

 

(lesson activity: score analysis of  a work using 20th century serialism; melodic  
dictation) 
 

Serialism is something I would like to continue to study more extensively. We carried on with more 
aural exercises today in preparation for our test. This week went much better than last week and I feel 
quite confident about next week’s test….If I think positively about aural, I do better at it.   
 

At other times throughout the year, however, Alison considered her program class experiences to hold 

little relevance for her, and this is exemplified in her following comment. 

(lesson activity: aural analysis of contemporary music) 
 
I did not enjoy today’s lesson as I do not like this type of music. I do not feel, although I may be 
wrong, that this music has any bearing on what I want to do in the future nor help me achieve it. 
However, I realise it is obviously something that cannot be avoided, as I have had to study it at school 
fairly extensively and have heard that it is incorporated into studies at the Conservatorium. I only like 
‘classical’ music. 

• Extent to which Alison related and applied her program class learning to her school 
music studies. 

Alison also perceived the similarity between her Musicianship and school music studies 

to vary (3 to 6). Moreover, her perception of the extent to which her school music 

studies assisted her Musicianship studies was subject to considerable change (3 to 7). 

Alison’s considerations of the applicability of what she learnt in the Musicianship class 

to her school studies, however, rather than varying so greatly, were more consistent (4 

to 5).  

Alison’s journal comment below illustrates her ability to relate and apply what she was 

learning in Musicianship to her school music studies.     

…I find the approach at Young Con much more helpful, for example, with the chord progressions, at 
school, the chord progression is just played with a melody and we just write the chords down. 
However, I find making the progression into a dictation and then working out the chords makes a lot 
more sense and the progression easier… 
 

• Extent to which Alison perceived her program class learning to be of future 
assistance. 

Alison’s journal comments showed that she perceived what was learnt in class to be of 

future benefit. The following comment is an example of the way in which she 

recognised the value of her learning.   
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(lesson activity: score analysis of a fugue) 
 
Learning different forms and structures will help me to recognise them in the future, which will be 
beneficial for further musical education, but also possibly for conducting which I would like to do at 
some stage. I also enjoy writing program notes and a knowledge of form will contribute to my 
understanding of the work. 
 

Alison’s reflections on her music learning 

Alison’s journal comments such as the one below indicate a high degree of reflection 

and overall satisfaction with her music learning.   

The activities we have done this term have contributed to my overall skills and knowledge as a 
musician. The most significant development for me has been that of my aural skills which have 
improved considerably this term. 
 

An overall consideration of Alison’s responses shows that though she did possess the 

ability to integrate much of her learning, in and out of the program, and was able to 

reflect upon the nature of this learning, she tended to compartmentalise music styles and 

activities. Her lack of tolerance for popular music and failure to recognise the relevance 

of vocal and composition involvement shows her to be narrow-minded in these respects, 

and could well interfere with her progress over time.   

8.1.3 Other Factors Influencing Alison’s Music Development 

Alison’s Interpersonal Support 

In terms of her music development, Alison especially valued the support provided by 

her parents over the years, and in particular their having made possible her enrolment in 

the program and participation in community music activities. Another major influence 

had been her clarinet teachers. It was in fact through her second clarinet teacher that she 

had become aware of the program. Alison regarded her clarinet teacher in the program 

as a mentoring figure, respecting him both as a specialist teacher and active performer 

in a local professional orchestra. A third influence was her peers in the program: the 

chance to mix with students in the ensemble and class environments and also interact 

with them socially were aspects of the program that she valued greatly. Meeting other 

students from different schools had also assisted her in evaluating her own music 

standard which she regarded as important in view of her intent to audition for the 

QCGU’s undergraduate degree program.    

Learning in the program had also enabled Alison to gain insight into the standards and 

expectations of a tertiary music environment which, as she was preparing for her 

audition, was of considerable value. This environment had further given her the 

opportunity of becoming acquainted with several undergraduate clarinet students at the 

QCGU, several of whom she came to regard as role models.  
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Alison’s Intrapersonal Attributes and Personal Learning Style 

Over the duration of the study Alison was highly desirous to further develop her music 

skills. She demonstrated an impressive level of enthusiasm and drive and was extremely 

organised in her approach to all areas of music study (practical and non-practical) across 

the program. Her capacity for work was clearly demonstrated in the mastery of 

considerable amounts of technical work and repertoire over the two years. Alongside 

the demands and resulting time constraints of Year 12 school work, Alison managed to 

achieve quality practice outcomes through well-developed organisational skills, 

consistency of approach, and effective time management. Her dedication towards music 

study is best reflected in her high levels of music achievement over the time, and is well 

evident in the nature of her practice routine over the two years, as recorded in The 

Musician’s Practice Log (Kaplan, 1985). This information is summarised in Tables 8.1 

- 8.3.10

Table 8.1  Alison’s Clarinet Repertoire and Practice (Year One) 
 

Technical Work Repertoire Other 
Scales Debussy: Premiere Rhapsody Eb clarinet practice 
Warm-up exercises Crussell: Clarinet Concerto (II, III)  
Jean Jean: Etude Arnold: Sonatina  
Lazarus: Study Rossini: Theme and Variations Goals 
Voxman: Study Brahms: Sonata no. 1 Grade 8 clarinet exam 
Tonguing exercises (relaxed; fast) Stravinsky: Three Pieces Music Extension concert 
 Saint-Saens: Clarinet Sonata QCGU audition 
 Stanford: Three Intermezzi National Music Camp 
 Weber: Grand Duo Concertante  
 Lutoslawski: Dance Preludes  
 Mozart: Clarinet Concerto (III)  
 Meyer: Raga Music  
 Babin-Hillandale: Waltzes  
 Carter: Gra  
 Weber: Concertino  
 Orchestral/chamber music excerpts  
 

Total Practice Time Per Week          Hrs.Mins  
1 2 3 4 5 6 7 8 9 10 11 

1 X 9.08 7.24 6.50 8.18 8.00 6.50 8.50 X X X 

2 8.47 9.21 9.00 9.00 10.4 8.37 9.30 10.00 X X X 

3 13 .40 18.30 11.10 9.00 9.25 10.55 9.20 11.25 8.50 8.25 8.45 

4 11.00 14.10 9.05 11.30 12.00 15.40 5.30 5.55 X X X 

Dec / 
Jan 

 
16.15 

 
20.35 

 
14.25 

 
14.50 

 
15.40 

 
* 

 
* 

 
4.55 X X X 

 
X weeks Alison was not requested to complete logs   
* National Music Camp 
                                                           
10 Details appear as recorded in the logs and are, as far as possible, an accurate representation of all work 
undertaken for each term.  
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Table 8.2  Alison’s Clarinet Repertoire and Practice (Year Two) 
 

Technical Work  Repertoire Other 

Scales Some 1998 repertoire plus: Eb clarinet practice 
Warm-up exercises Neilsen: Concerto  
Tonguing exercises (relaxed; fast) Poulenc: Sonata  
Vade Mewm exercises Bucchi: Concerto for Solo Clarinet Goals 
Studies Orchestral/chamber music excerpts International Clarinet 

Competition (audition 
Tape) – USA 

  Concerto performance 
with regional orchestra. 

  Queensland Symphonic 
Winds Tour to Weipa. 

  1st year B.Mus. clarinet 
exam. 

 
Total Practice Time Per Week           Hrs (Mins) Term 

1 2 3 4 5 6 7 8 9 10 11 

1 15 .25 19.10 12.00 12.45 10.25 15.35 15.40 16.50 X X X 

2 19.20 7.40 23.50 11.20 17.30 10.25 7.25 12.25 11.00 X X 

3 14.40 10.35 8.00 11.40 16.35 9. 30 19.20 6.00 8.30 12.35 10.40 

4 15.30 14 .30 21.10 13 .30 14.15 15.45 X X X X X 

 
X weeks Alison was not requested to complete logs   
 
Table 8.3  Frequency of Alison’s Weekly Clarinet Practice over Two Years 
 

Number of Days Practised Per Week 

Year 1 Year 2 Term 

minimum maximum average minimum maximum average 
1 5 7 5.7 4 6 5.1 
2 4 7 5.5 3 7 4.7 
3 5 7 5.4 3 6 4.4 
4 3 6 4.9 4 6 5.1 

 
 
Over the two years, Alison comments extensively on her practice. Her completed 

practice logs are presented in Appendix G: 1.3 Alison’s completed practice logs over 

the two years, however a sample of each term’s comments have been included here to 

demonstrate the level of her reflection, particularly regarding her intrapersonal attributes 

and personal learning style as demonstrated in the model for this thesis. The following 

is the researcher’s account of Alison’s practice routine and her perceived progress for 

each term, supported by comments quoted from her practice logs. 
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Year One  

• Term 1 
 
Alison had written extensively about her progress, commenting on the value of the 

journal in having shown her that over the term she had not accomplished as much 

practice as she thought, and that the awareness of this had produced a motiving effect 

for her to increase her future practice time. Alison’s practice graph for the term showed 

that the time she planned to practice and what she actually achieved were very 

consistent (with the exception being towards the end of the term, owing to school 

assignments). Though wishing to devote more time to her instrument, her school 

workload prevented this, and it was for this reason that she was looking forward to the 

prospect of full-time tertiary music study. At the furthermost extreme, Alison was aware 

from the previous year the dangers of excessive practice, for in preparing the required 

orchestral excerpts prior to her Queensland Youth Orchestra audition she had increased 

her daily practice time from the normal 1½ to 2 hours, to 6 hours. It was only looking 

back now that she realised that the extra time spent, rather than having enabled her to 

achieve more, in fact had produced a negative effect on her playing, as resulting tension 

problems only lessened her desire to play the instrument. Her goal in practising the 

clarinet now was to make her practice as efficient as possible in order to achieve 

maximum results within her original 1½ to 2 hour time-frame.     

Alison felt she was playing too much repertoire and was experiencing difficulty 

practising it all on a regular basis, particularly as her need to make major embouchure 

adjustments required her to experiment with different mouthpieces in order to improve 

this aspect of her playing. She was regularly practising embouchure exercises 

(whistling, smiling) when away from her instrument, and had begun to include the 

warm-up exercises suggested to her by her teacher as part of her normal practice 

routine.  

Her comments throughout the log relate primarily to perceived self-competence, self-

discipline, and time management, and in general show an enthusiasm for her clarinet 

playing.  

Perceived self-competence. 
I have positive practice sessions almost all of the time 
 
Self-discipline. 
I keep to my planned practice times most of the time except in exhausting circumstances. 
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Time management. 
Homework and school exams played a part in the lessening of any practice time. Other times were 
lessened due to required embouchure exercises away from the instrument, as well as instructions from 
my teacher not to play. 
 

• Term 2 
 
Events: AMEB Grade 8 clarinet exam; Grade 7 musicianship exam; school 

Music Extension (Performance) concert 
 
Alison was finding the log extremely helpful and was now using it to organise her 

weekly practice, having even requested to start another log over the holidays, rather 

than wait until term 3. Once more, many of her comments show an awareness of the 

various factors involved in effective practising, particularly the ability to cope with and 

balance music and other activities, and the need for self-discipline, consistency and 

effective time management.   

Internal coping mechanisms. 
It doesn’t bother me that practice has crowded out my life in these weeks. I have felt it necessary in 
order to cover everything I want to practise. 
 
Self-discipline. 
I am doing a lot of metronome and slow practice at the moment.  

 
Consistency. 
I would prefer that my practice times did not vary so much from day to day. 

 
Time management. 
I can add an extra 20 minutes to my practice time if I eat in between classes at school and practise at 
morning tea as well as lunchtime. 

 
• Term 3 
 
Events: preparation for QCGU audition; audition for Young Conservatorium 

concerto performance 
 
Alison continually monitored her progress and thought seriously about how she 

practised. She demonstrated the ability to sustain high levels of motivation and interest 

in the development of her practical skills. Once more, she had requested another log to 

use over the holidays, this time to determine what difference there was (if any) between 

the nature of her practice during the holidays and that occurring during term time. She 

indicated that the log made a significant difference to the way she approached her 

practice as it encouraged her to plan each practice week at its start. In place of longer 

practice sessions, she had started to adopt shorter (20 minute) sessions which allowed 

her to set more specific goals.  

Perceived self-competence. 
I seem to have made steady progress without many bad experiences 
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Consistency. 
While my ‘planned’ and ‘actual’ practice times are very consistent from week to week, I would like to 
be able to practice more regularly. This time I probably didn’t practise for as long as I usually do 
because I had a lot of exams, and the QCS [Queensland Core Skills] test which took up time and left 
me mentally drained, making it difficult for my practices to be effective. 

 
Time management. 
I am now setting myself shorter goals by practising in 20-minute intervals. 

 
I am using the log to organise my time more effectively. 

 
I am not particularly worried that I have not increased my practice times, as there is nothing really 
imminent such as an audition at the moment. 

 
• Term 4 
 
Events: Concerto performance with Young Conservatorium Symphony Orchestra 
 
This term Alison had continued to improve her practice strategies and target specific 

problems to work on during her 20-minute practice sessions. She began concentrating 

on slow practice and using the metronome frequently. Having begun to memorise her 

music on a more regular basis, she was reporting a slow tempo and the use of the 

metronome to be useful in the memorisation process. 

Alison continued to monitor the effectiveness of her practice and subsequent progress, 

commenting extensively in areas relating to her perception of her competence, her self 

discipline, and time management.  

Perceived self-competence. 
I can now play this piece from memory without problems. Its structure is clearly laid out and easily 
traceable in my head. I have to be careful now not to slip into bad habits through careless practice. 

 
Self-discipline. 
Although I feel I have been playing this piece musically, I think once again I haven’t been paying 
enough attention to detail and listening to myself. Consequently, there are many areas needing more 
careful practice. 
 
I am often guilty of mechanical, rather than musical practice. 
 
Time management. 
The practice log has resulted in me doing more ‘planned’ and conscientious practice this year than 
last year. 
 

Year Two  

Over the Christmas holiday break Alison gained experience working as a music 

administrative assistant. Her practice was particularly intense over this time for two  

reasons: firstly, the fact that she had more time available, and secondly, her participation 

in the National Music Camp held in Perth. Now undertaking first year studies in the 

undergraduate degree program at the QCGU, she had found the term to be one of major 
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adjustment but enjoyed being able to engage in full-time music study commitments 

without the distraction of school work. 

• Term 1 

As in previous logs, Alison’s comments this term were extensive. Some related to her 

need for teacher guidance, and others, her perceptions of her competency, self-

discipline, consistency, endurance and dedication, and time management. Her ability to 

identify and rectify weaknesses in her playing through the employment of deliberate 

practice strategies had developed noticeably from last year, and showed a clear 

development in her reflective thought processes and self-monitoring abilities which 

categorise her as an independent learner. Many of her comments revealed her positive 

perspective towards her musical progress over this term.     

Role models and guidance. 
Although I have recorded no change with these pieces this does not concern me as I am happy with 
my current level. I feel that to make further improvement I need a lesson. 

 
Perceived self-competence. 
I feel very well prepared for the audition on Tuesday, perhaps the best prepared I’ve been. 
 
I am very happy with this piece.  I am finding new ideas in it all the time. 
 
I am very pleased with this piece. It is now more rhythmical and I am gaining some insight into the 
music. 
 
The slow practice on rhythm has really paid off. This piece is now going well.   
 
Self-discipline. 
At the moment I think I’m benefiting the most from slow practice with a metronome. 
 
I need to pay more attention to the strict dynamic markings and continue to practise slowly. The end is 
still a little insecure so I need to practise it slowly and in different rhythms. 
 
I have not improved on this exercise for some time and I think this has made me push too hard and be 
too tense. The best solution for this is to take some time off. 
 
Consistency. 
I have been able to keep up my concentration in warm-ups and tonguing exercises better this month. 

 
Endurance and dedication. 
Memorisation is going very well – I have memorised almost the whole concerto. I now feel ready for a 
lesson.   

 
Time management. 
I have decided that if I spend time away from the instrument studying scores and listening to 
recordings, my progress in my practice is much more rapid. This applies to all my pieces. 
 
My practice time is made more effective if I prepare away from the instrument by listening to 
recordings and studying scores. 
 
I am very pleased with these excerpts. Improvement has come about through methodical practice with 
a metronome and tuner. I have been working on the Sibelius in four different ways – metronome, all 
slurred; slowly note by note; legato; written metronome speed. 
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I tend to rush in the fast sections which consequently makes them uneven. I am working slowly with a 
metronome to rectify this. 
 
I have just started a new way of practising scales. This involves an hour’s technical work each day 
from a technique book by Baermann. 
 
Starting at a slow tempo and gradually increasing the speed over the week is the most effective way 
for me to practise studies. 

 
• Term 2 
 
Events: Concerto performance with regional orchestra; audition tape for  

International Clarinet Competition in the USA 
 
This term Alison had two major goals: firstly, a concerto performance, and secondly, an 

audition recording for a competition. She was still adjusting to the tertiary environment 

and found that heavy orchestral rehearsal requirements sometimes reduced the time that 

she had available for practice. Alison had been focusing on aspects of tone, tonguing 

and intonation, had devised a new plan to enable her to practise her scales more 

efficiently, and been concentrating on memorising the concerto for performance with 

the orchestra in May. Many of her comments once again revealed her awareness of her 

competence, work capacity, the importance of consistency, and the issue of time 

management.   

Perceived self-competence. 
The first recording was a learning experience – the next time I will have a more confident attitude. 
 
Memorisation is going well – I have a clear idea of the form in my mind which helps. 
 
I have covered a lot over these weeks and I have recorded positive practices and consistent progress. 

 
Work capacity. 
This exercise is still going well although it is very easy to let my mind wander so I have to work very 
hard at staying concentrated.  

 
Consistency. 
I have been working intently on tonguing, tone, and intonation. 

 
Time management. 
I don’t think I practised enough, due to a large number of rehearsals. 
 
After recording my practice, I decided that the piece was still a little unsettled rhythmically and so I 
am practising it slowly with a metronome.  
 
I am using a plan which allows me to cover all my scales in four days. 
 
I have just realised that playing slowly with a metronome (with or without music) helps me with 
memorisation significantly. 
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• Term 3 
 
Events:  Music Tour to Weipa; audition for orchestral position 
 
Alison had been on tour and was working towards an audition. She especially noted the 

benefits prolonged technical work (including tonguing, articulation, embouchure) and 

slow work with the metronome has made in her playing and has been mastering new 

techniques such as flutter tonguing, glissandi and vibrato. Her daily practice time had 

increased from last year (approximately 1½ to 2 hours) to 2 ½ hours, and she intended 

to increase this even further by the end of the year.  

Many of her comments related to her ability to cope with technical problems, her 

perception of her competence, her motivation, self-discipline, work capacity, and 

consistency, and the effectiveness of her time management.   

Internal coping mechanisms. 
Sometimes during this week I have tried too hard and consequently got very tense in this exercise. I 
then have to make sure I’m relaxed before going on, which is not an easy thing to do. 
 
My tonguing exercises are going well. Even if they are not helping me physically, they are helping me 
mentally.  

 
Perceived self-competence. 
I have already played this previously, so am now re-learning this. It is interesting to see the sections I 
found hard last time which are no longer hard. 
 
I have had to resurrect this piece for my audition and I am pleased with how I have played it after a 
break. I think a break has done it good. 

 
I can play this piece technically – I now need to concentrate on playing it more musically.   
 
I have had to learn flutter tonguing, glissandi and vibrato for this piece. They are progressing well but 
I have not been able to put them into context yet. 
 
Motivation. 
I have started working very hard on the difficult keys (B major, F# major, etc) and am determined to 
play them as well as the easier keys. 
 
I have tended to underestimate the importance of warm-up exercises. I need to regard them as 
something I can learn from and practice rather than something I do because I was told to. 

 
Self-discipline. 
I have been playing this piece too fast and without thought to its meaning.  

 
Work capacity. 
I have to be very careful not switch off when I do this exercise otherwise it becomes pointless. 

 
Consistency. 
Although these exercises can get quite boring, I have persisted with them and this is beginning to have 
effect. 
 
I am very disappointed I didn’t get to spend more time on tonguing this week as I think it is very 
important for me to practise tonguing everyday. 
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The amount of time I planned to practice and the time I actually did practice was very consistent. 
Sometimes my actual practice time even exceeded what I planned. 

 
Time management. 
I am amazed at what can be achieved by practising this piece for ½ an hour everyday, gradually 
moving the metronome up.  I can now play what I thought would be impossible.  
 
I usually have sessions of 2½ hours, but would like to do 3 hours plus practices more regularly. 
 
This is a very demanding work and will need more time than I am currently able to give it. It will need 
lots and lots of slow practice, primarily to actually see what the notes are. 
 
The change to my embouchure has revolutionised my tonguing. By using the corners of my mouth and 
top lip more, my tongue seems to be able to work faster and more freely and evenly. 
 
I have started putting more emphasis on intonation in my warm-up as I think this is a very important 
aspect of playing, particularly for orchestral playing. 
 
I plan to spend more time, about an hour, on articulation. 
 
Although I haven’t spent much time on my pieces because of my exercises, I think my pieces are better 
because I have spent so much time on basic technique.   
 

• Term 4 
 
Events: QCGU clarinet examination; music tour to Korea and Europe 

Once again Alison commented extensively, frequently referring to her evaluation of her 

competency, self-discipline, consistency, patience, and effectiveness of time 

management.  

Perceived self-competence. 
I am really working on getting these properly legato and I feel I am beginning to get the idea of not 
changing my air flow from note to note. 
 
Although I only worked on this piece once this week, I made real improvement on it. I think this was 
due to the fact that I mostly worked on it slowly and was really concentrating. I plan to work on it 
more when my exam is over.   
 
Self-discipline. 
Last week I started playing this up to speed but now I need to do some more slow practice because I 
am trying to do it too fast and getting insecure.   
 
I have to be very careful not to let my mind wander, particularly in warm ups– it can be quite 
challenging if I concentrate on it.   

 
Consistency. 
There were more weeks than normal that I generally did less than I planned (weeks 2 and 3). 
 
I managed to plan more consistent practice times. This month (weeks 5-8) I recorded some of my 
longest practices ever. 

 
Patience. 
I need to be able to spend a lot more time on this piece because it is very difficult. It is made even 
harder because some of the stretches are very difficult for my hands. 
 
There is a lot to work on in this piece and I have to be patient – I frequently spend an hour on one 
phrase.   
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Time management. 
Because my warm up took so long, I have now started playing all the exercises on different days 
rather than all of them at once. This is working well – I still feel like I am doing a decent warm up. 
 
I have now been able to increase my sessions from approximately 2½ hours to approximately 3 hours 
per day more often. 
 
The majority of my practices have been three hours plus. This is around my ideal amount of practice.   
 
Doing a shorter warm up is working very well. It means I am having more time to spend on other 
things but I am not leaving anything important out of my warm up.  
 
I think cutting down on the time I spend on warm up and tonguing has worked well – quality not 
quantity. The shorter time means my concentration can be maintained better.   
 
I  tend to go for long periods without a break. 
 
I have started taking 10-15 minutes off between practice blocks rather than my usual 5 minutes. This 
has worked really well as it not only rests me better physically, I come back to the next block more 
refreshed.   

 
As well as doing the studies set by my teacher for me, I am using some simple studies to practise 
reading ahead for sight reading skills. I think this skill is very important and also quite difficult. At the 
moment I am only reading about a beat ahead but I hope to increase this as I improve. 
 
I am mainly working on intonation in this – I am trying not to over-practise it because I feel if I 
practise it too much, it will appear to rehearsed and contrived in performance.  
 
My warm up has become especially important after having some time off. I don’t feel the three days 
off have caused a step backwards in my playing.   

 
Alison’s comments show that by the end of the monitoring period she was achieving an 

average of three hours of practice per day, and that she was realising that in order to 

improve it was not always necessary to practise the same item daily, that in fact 

progress could take place even when a piece was not practised on a regular basis. She 

was increasingly aware that quality of practice was more vital than the quantity of time 

spent. Some challenging pieces and exercises had highlighted to her the importance of 

patience in skill acquisition. She had also redistributed the time spent on exercises and 

technical work in her practice sessions and this was proving to be beneficial, as was a 

10-15 minute break between sessions, rather than only 5 minutes.  

Overall, it is clear from her practice records that Alison possessed highly-developed 

levels of reflection and critical thinking and that she continually monitored her progress 

on the clarinet. Her motivation and self-discipline, willingness to learn and work 

capacity, consistency, patience, endurance and dedication, together with what appears to 

be effective time management skills had all been important to her achievement on the 

instrument. The fact that Alison’s perception of her instrumental skills over the two 

years corresponded with her obviously advanced level of clarinet playing suggests an 

ability to assess her performance competency levels realistically. Alison’s highly-
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disciplined approach to her clarinet playing and her ability to effectively evaluate her 

consistency, time management and competency appeared to be providing her with the 

framework and skills necessary for her goal.  

Alison’s Affective Response 

Alison’s Music Preference.  Alison completed the two music preference tasks (Tables 

G8 and G9). On hearing the five recorded extracts representative of different music 

styles, she identified each style accurately, rating tonal western art music styles the 

highest (7) of her preferences, and popular styles, the lowest (1).11 These ratings 

corresponded closely with her ratings on the task she completed a week later, in which 

no accompanying recordings were played. This second task was more specific in its 

reference to numerous subcategories of the same five music styles. Once again, her 

rating of tonal western art music styles was highest (5 and 7), and her lowest, popular 

music (1), thus reinforcing her responses from the previous week. Her responses to the 

other three categories were identical (a minor exception being atonal western art music 

styles (1st response: 3; 2nd response: 4). This shows firstly, that she was consistent in her 

ratings of personal music preference, both in the presence and absence of the sound 

source, and secondly, that she was musically informed so that she was able to 

appropriately identify music styles. Alison’s stylistic awareness suggests considerable 

music exposure and development, and may well have been attributed to a combination 

of factors: listening, formal music training, and her own playing.     

Aspects of the music styles to which Alison was attracted included extreme instrumental 

technical capabilities, blending sounds and pleasant harmonies, interesting rhythms and 

harmonious vocal effects, orchestral sounds, mood, harmony, melody, and the specific 

compositional style. By contrast, specific music aspects she disliked included discordant 

sounds, unaccompanied voices, modern vocal and instrumental (synthesised, electronic) 

sound qualities, and repetition.  

Alison’s responses to the second task also showed, with the exception of popular music 

(where her enjoyment was 1, and her exposure 5), a close relationship between 

enjoyment and exposure to each of the styles. Overall, the data show Alison’s responses 

consistent with her preferences at the commencement of the research monitoring, in 

which she indicated her attraction to classical music, and her dislike of popular music 

styles.             

                                                           
11 Using a 1-7 rating scale, where 7=highest. 
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Alison’s Music Perception.  Alison perceived her concentration to be greater when 

listening to classical music, rather than popular, music (Table G10). She employed more 

active listening processes when hearing classical music, tended to use her imagination, 

and listened intently (and often for specific instrumentation), even anticipating the 

direction of the music (Table G11). By contrast, her listening to popular music was 

more general, and, not sure what to focus on, she tended to become bored and 

distracted. Independent of the style or medium, however, her approach to listening did 

appear to show some sophistication, as she usually listened for particular instrumental 

types. For music with a text, she was inclined to focus on the words and vocal timbre.   

Based on her listening in the task, it appears that when listening to music it was normal 

for Alison to concentrate on anywhere between seven and nine music elements (Table 

G12). Common to the four combinations (classical/popular; instrumental/vocal) was her 

tendency to listen to elements of mood, style, melody, and instrumentation. Another 

feature of the music usually prominent for Alison (with the exception of popular 

instrumental music) was the accompaniment. Similarly, rhythm (with the exception of 

classical vocal music) was an element to which she was attracted. She listened to the 

words and vocal timbre in both styles of vocal music, and was more aware of dynamic 

variance in classical instrumental and popular vocal styles. Aspects of meter and 

harmony were features to which she was mostly attracted in popular and instrumental 

music. Elements not reported as listened to, independent of style or medium, were the 

form, texture, and bass. These findings would indicate that Alison had a reasonably 

developed sense of listening, one that was dependent upon style and medium. 

Interestingly, although she had played classical repertoire for a number of years, the 

results do not suggest the way she listened to classical instrumental music to differ 

substantially from the other music categories. Indeed, despite her lower concentration 

levels for popular music, she was able to listen to as many, and in some cases even 

more, features as she was able to with classical repertoire. A possible explanation for 

the latter finding might take into consideration the comparatively simple construction of 

some popular compositional styles. Moreover, her neglect of bass lines may be the 

result of her playing the clarinet, an instrument that essentially assumes a treble role.   

A possible explanation for these findings could link listening expertise to familiarity 

levels with music styles and media. Through her own playing, Alison was well 

associated with the constructive traits of classical instrumental music, and her increasing 
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interest in operatic styles could explain her similar listening approach to classical vocal 

music.  

In regards to pitch perception, Alison considered that she did not possess absolute pitch 

and neither did any member of her family. Her results from the Pitch Recognition Test 

(Table G13) showed that she recognised only three of the fifty pitches played, however 

when taking into account that the BΙ clarinet transposes at the interval of a major 2nd 

(that is, it reads a tone higher than concert pitch), she in fact identified a further eight 

pitches. Many of her remaining responses were within close proximity (up to a semitone 

higher and a tone lower): a further four pitches were identified as close as a semitone 

away from the correct pitch, and another seven were identified as either a semitone or 

tone lower. It is not surprising that Alison, a clarinet player, frequently named the notes 

she heard as slightly higher than what they would have been notated at concert 

(sounding) pitch. Alison in fact correctly identified three notes at concert pitch and eight 

notes at the equivalent notated (transposed) pitch that she would be accustomed to 

hearing when playing her own instrument. The findings therefore support the notion that 

the timbre of one’s instrument does influence pitch recognition. A further analysis of 

Alison’s responses did not show there to be any pitch(es) more secure than any other 

(Table G14).   

8.1.4 Outcomes 

Alison’s Music Cognition  

Alison displayed very high levels of cognitive ability in practical, theoretical and aural 

learning. Her journal and log comments in particular show that she demonstrated the 

capacity to reflect on her learning, and was able to transfer the musical skills and 

knowledge she gained in and out of the program to both situated (practical and aural) 

and non-situated (theoretical) learning contexts. 

Alison’s Music Engagement 

Alison possessed impressive degrees of interest and enthusiasm which, over the first 

year of the research monitoring, manifested themselves in her willingness to participate 

and assume a prominent playing position (1st clarinet) in several performing ensembles 

(orchestral, band, and chamber groups) which, in turn, enabled her to develop 

significant responsibilities and self-organisation and team-based skills. Her passion for 

music was also displayed in her achievement of considerable amounts of personal 

practice, as well as her commitment and dedication to all aspects (practical and non-

practical) of the program, including regular attendance and completion of all assessment 
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items in her Musicianship classes. This level of enthusiasm was sustained over the 

second year of the monitoring, in which she demonstrated an equivalent commitment to 

her studies in the full-time undergraduate music program in which she was enrolled.   

Overall, the nature of Alison’s practice, her involvement in numerous music activities 

and competitions, participation in performing ensembles and tours, regular concert 

attendance, high achievement in school music studies, AMEB examination levels, 

experience as a part-time music administrative assistant, decision to pursue full-time 

music studies, and ultimate career ambition of becoming an orchestral performer and 

conductor, suggest an extremely high level of music engagement for her age.  

Alison’s Music Achievement 

By the completion of the monitoring period Alison had furthered her practical, 

theoretical and aural skills, having completed her AMEB 8th grade clarinet and 7th grade 

musicianship examinations. Of these three areas, her aural abilities remained the 

weakest. Nonetheless, this aspect of her music development had improved through 

consistent practice and the adoption of specific problem-solving strategies and a 

positive attitude. By the end of the first year of the monitoring, Alison’s music skill base 

was sufficiently well balanced and developed for entry to tertiary music study. 

Alison’s Academic Achievement 

Alison maintained her high levels of academic achievement from the previous year, 

with Music amongst her strongest subjects. Her calculated GPAs for the study were 5 

and 4.5, and produced an overall GPA of 4.75.12 She achieved an OP score of 413 (Table 

G15)  

Alison’s Goals and Aspirations 

Alison’s music achievement enabled her to gain entry to the QCGU’s undergraduate 

program in the second year of the monitoring. Overseas tuition, orchestral playing, and 

conducting remained key goals for the future.  

8.1.5 Summary of Alison’s Music Development 

In summary, Alison’s path of development involved a variety of music experiences and 

training, a supportive family environment, impressive intrapersonal attributes, and a 

highly-developed learning style for her age. Her music development over the time-

frame of the study was clearly the outcome of a strong capacity to learn, higher-order 

thinking processes, and maturity of reflection. Prior to her engagement in the program, 

                                                           
12 Using a 1-5 rating scale, where 5=highest. 
13 Using a 1-25 ranking system, where 1=highest. 
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factors that played a key role in her music development included her parents’ support, 

her second clarinet teacher, her performance ensemble participation, and increasingly 

regular concert attendance. Aspects of the program Alison considered most valuable 

included her clarinet lessons and orchestral experiences. She reported having benefited 

from a learning environment that provided her with the expertise and guidance of her 

teachers (especially her clarinet teacher) and conductor, and the chance to learn and 

interact with other students who were equally serious in their music endeavours. 

Though integrating her many forms of music learning, at this stage her school activities 

were a minimal, almost negative, factor in her music experience compensated for by the 

YCP and her other community music experiences and training. Alison’s endurance and 

her dedication to music, and her ability to balance her music interests and school 

workload over the years led to her placement in a tertiary music undergraduate degree 

program as the next major step towards fulfilling her goal of a music career. The future 

will tell if she achieves this longer-term goal, but, on the evidence of her commitment 

and development to date, this appears most likely. 

Coda 

Alison did maintain very high levels of music engagement following her involvement in 

the study. Follow-up contact showed her undertaking casual work with The Queensland 

Orchestra (including a regional tour to north Queensland), and teaching clarinet at a 

Music School. Alison had also commenced learning the early clarinet (and was the first 

QCGU student to ever do so), and was receiving consultation lessons from an interstate 

early clarinet specialist teacher. Her plans for the future included travel to Europe to 

receive clarinet lessons with several teachers and investigate possibilities of further 

music study.  

8.2 Farren’s Story 

Farren exemplifies students in the program who intend to combine music teaching and 

performing. He also represents a small minority of students for whom access to pre-

tertiary and tertiary music studies required him to major on an instrument other than his 

main. Indeed, while Farren was more proficient on the flute and considered it to be his 

principal instrument, he was accepted into the YCP (and later, the QCGU) on the 

saxophone only, even though this was the instrument on which he was less 

accomplished and had been learning a shorter time. Unlike the majority of students in 

the program, Farren was highly skilled in classical and jazz performance styles.  
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8.2.1 Farren’s Prior Music Experiences and Achievements 

Farren’s Demographics 

Farren was 15, attending a private school (Year 11), and was playing the flute, 

saxophone (alto and tenor), oboe, and piano. For the year he had been enrolled in the 

program Farren had been receiving jazz tenor saxophone tuition. 

Farren’s Music Training and Influences 

Farren’s exposure to classical music at home over the years had been minimal. Neither 

of his parents played a musical instrument, however music was regarded as an important 

discipline to pursue, hence, his brother was also learning an instrument. In addition to 

hearing his brother practising, Farren’s early contact with music had been in the form of 

individual flute lessons, which he had commenced at ten years of age. Farren’s first 

instrumental lessons were the combination of his own decision to learn and parental 

encouragement. Over the following years he had begun learning the three other 

instruments.   

Farren had auditioned for entry into the program on both flute and saxophone but had 

gained acceptance on the saxophone only, despite the fact that he was more advanced 

on the flute and regarded this to be his main instrument.14 He had been learning the 

saxophone for three years prior to his entry to the program, and had been taught by one 

teacher during this time. In an account of his early years of music training, he described 

his first music teacher (his flute teacher) as average in playing standard, organised in 

approach, and friendly and encouraging. The extent to which Farren’s parents had been 

involved with his lessons was minimal, and they had not been at all involved with his 

practice at home.  

Farren considered observing older children performing as the major influence in 

sustaining his motivation to learn music over the years, but also considered that 

occasional attendance at professional concerts had also played a key role. His decision 

to pursue music seriously had only occurred around 14 or 15 years of age and, as such, 

was very recent.   

Farren’s Music Practice 

Farren described his motivation to practise daily as having been very low during the 

early years of learning. Prior to enrolling in the program, he was spending 

approximately 2 hours per week practising the saxophone. However, by the time the 

                                                           
14 One possible, and likely, explanation for this situation would be that entry to the program was more 
competitive on the flute, a more common instrument than the saxophone. 
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monitoring commenced, he had increased the length of his practice sessions to 

approximately one hour per session, and their frequency to 3 to 4 days per week. His 

desire to practice more regularly was constrained by his need to distribute his time 

across other instruments, particularly the flute, his principal instrument.     

Farren’s Music Engagement 

At the commencement of the research monitoring, Farren reported that music was very 

important to him, and that it was his only interest. He was involved in Queensland 

Youth Orchestra III, the school orchestra, concert band, stage band, and saxophone 

quartet. He had won placements in numerous eisteddfodau, competitions and festivals 

on flute and saxophone, as a soloist and ensemble member. The highest grade of 5 was 

used for the study to reflect the intensity of Farren’s music engagement.15

Farren’s interest in music had been nurtured by his attendance at numerous concerts 

over the years. In addition to orchestral concerts, he also enjoyed opera productions.    

Farren’s Music Preference 

Farren expressed a preference for popular and jazz styles at the commencement of the 

research monitoring. 

Farren’s Music Aptitude 

Farren achieved extremely highly (72 out of 80) on the Advanced Measures of Music 

Audiation (Gordon, 1989), suggesting that his music aptitude was exceptionally high (in 

the top 4% of high school-aged students, according to percentile rank norms)16 Farren’s 

rhythmic aptitude was slightly stronger than his tonal aptitude (Table G16).   

Farren’s Music Achievement 

Prior to enrolling in the program, Farren had completed AMEB 7th flute, 6th grade 

saxophone, and 4th grade oboe examinations. His approximate standard on the piano 

was Grade 3, but he had ceased lessons during Year 8 at school. He had also completed 

his AMEB 6th grade musicianship examination. By the commencement of the 

monitoring he had progressed to the next level in each instrument (the piano excepted), 

and had passed his AMEB 7th grade musicianship examination.   

                                                           
15 Using a 1-5 rating scale, where 5=highest. 
16 Farren achieved the following scores (percentile rank norms in brackets): tonal: 34 out of 40 (96); 
rhythm: 38 out of 40 (99); total: 72 out of 80 (96).   
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Farren’s Academic Achievement 

Farren achieved very high results in each of his school subjects. He regarded music as 

his favourite subject because it was especially easy for him. Farren’s results for the year 

prior to the study produced a calculated GPA of 517 (Table G17) 

Farren’s Goals and Aspirations 

Farren’s career ambition at the commencement of the monitoring was to combine studio 

flute teaching and orchestral playing. 

8.2.2 Music Experiences and Training Influencing Farren’s Music 
 Development 

Farren’s School Music Experiences and Training 

As mentioned, Farren was involved in a range of school ensembles, had participated in a 

range of concerts, competitions, camps, tours, and music productions, and was taking 

classroom music. He had chosen classroom music for its perceived ease, as much as its 

usefulness in preparing him for tertiary music study. Farren identified his most preferred 

aspects of the subject to be composition and performance, and the least to be general 

listening activities and aural perception.     

Farren’s Community Music Experiences and Training 

Farren performed in Queensland Youth Orchestra II and participated in several music 

camps, competitions and eisteddfodau. He also attended concerts.   

Farren’s Young Conservatorium Music Experiences and Training 

Farren’s program of study 

Farren’s experiences in the program included individual instrumental, classroom, and 

performing ensemble activities. Specifically, these were a one-hour saxophone lesson, a 

45-minute Musicianship class (Level 7), and Jazz Combo, Big Band, and Symphonic 

Orchestra rehearsals (1, 1 ½, and 2 hours, respectively). 

Farren’s expectations of the program 

Farren expected the program to supplement his other music training, prepare him for 

tertiary music studies, provide access to quality, specialised tuition, and develop his 

personal interest and enjoyment of music.   

Farren’s perceptions of the program learning environment 

Regular conversations with Farren indicated that he was highly satisfied with all aspects 

of the program and his music learning in it.  

                                                           
17 Using a 1-5 rating scale, where 5=highest. 
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Farren’s expectations of Musicianship classes 

Farren’s comments in the Musicianship Reflective Journals were very sparse, and he did 

not describe his expectations of the Musicianship classes.  

Farren’s perceptions of the learning environment of Musicianship classes 

Farren did not complete the What is Happening in this Class? questionnaire (Aldridge 

et al., 1998). Neither were there any journal comments available that revealed his 

perceptions of the Musicianship classes. 

Teacher expectations and perceptions of Farren 

Farren’s saxophone teacher confirmed details relating to aspects of Farren’s 

development, training and abilities, including his involvement in music camps, school 

curricular and extra-curricular activities, music enrichment programs, competitions, 

eisteddfodau, festivals and community music activities. From his knowledge of Farren 

as his saxophone student over three years, he rated him to be persistent and hard-

working, highly competitive, and considered that he generally aspired to do his best. 

Furthermore, he perceived Farren’s emotional maturity, physical coordination, and 

social and interpersonal skills to be above average, and his linguistic, mathematical and 

logical reasoning and visual artistic abilities average by comparison with other students 

his age.   

In relation to musical qualities, Farren was viewed to be greatly interested in music, 

highly involved, demonstrating high levels of perseverance, and well-above-average in 

music aptitude. Although indicating the frequency of Farren’s practice routine to 

coincide with his expectations (usually daily), he perceived that the actual length of 

Farren’s practice sessions (estimated at 1 ½ hours) in fact exceeded what was expected 

of him (1 hour), and considered the quality of this practice to be extremely thorough. 

Farren was reported to possess exceptional musicality, very secure rhythmic sense, 

excellent motor memory, secure auditory abilities (relative pitch), well-developed motor 

skills, well-developed individuality and performance flair, and above-average music 

intelligence. In all, Farren was regarded to be in the top 10% of music students in his 

age group.  

Farren’s attitudes towards his music learning 

At the commencement of the research monitoring, Farren considered his instrumental 

and theoretical skills to be his greatest strengths, his aural perception also to be quite 

high, his compositional ability average, but his vocal abilities weaker, having had 

neither a personal interest nor any experience in this area. 
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Using the Music Attitude Questionnaire, Farren rated his music skills three times over 

the research monitoring period (Tables G18 - G20).18 Farren perceived his instrumental, 

music reading and writing, and aural skills to be fairly high, and was mostly consistent 

(mostly within one band) in his ratings over the time frame of the study. He perceived 

his instrumental skills to be much higher (6) than his vocal abilities (between 3 and 4), 

and his music reading higher (7) than his music writing (4 to 6). Farren’s ratings of his 

ability to understand music construction principles by the end of the study remained 

high (6 and 7, depending on the principle), despite a slight decline in each of these areas 

over the time. 

Over the monitoring period, Farren’s ratings of his understanding of each musical style 

(with the exception of world music, which he rated firstly as 3, and later as 2) ranged 

from average to high (between 4 and 7), with the highest tonal western art music styles 

(6). Though his perceived understanding of each style increased in the short term (first 

semester of the first year), his ratings for twentieth-century atonal music and world 

music by the end of the two years had fallen one band beneath his initial rating. He 

perceived his understanding of tonal western art music styles to have remained 

consistently high (6) at the beginning and conclusion of the study, and his 

understanding of popular and early music to have slightly increased (one band). With 

the exception of popular music (which increased from 5 to 6 over the two years), 

Farren’s perceived understanding of each music style, though appearing to increase in 

the short-term (first semester of the first year), returned to its initial rating by the end of 

the research monitoring period. Overall it would appear that Farren perceived himself as 

having acquired reasonably high music skills.   

Farren’s integration of his music learning 

Farren indicated on the Music Attitude Questionnaire his ability to integrate his music 

learning twice over the study (Table G21).19

• Extent to which Farren related his program class learning to his general music 
understanding and training 

Farren perceived what he learnt in Musicianship to be highly relevant (5 to 6) to his 

general music understanding and training. 

 
 
 

                                                           
18 Using a 1-7 rating scale, where 7=highest. 
19 Using a 1-7 rating scale, where 7=highest. 
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• Extent to which Farren related and applied his program class learning to his school 
music studies 

Farren perceived a considerable degree of similarity between his learning in 

Musicianship and school music (4 to 5), and reported that both learning contexts 

assisted one another (5). 

• Extent to which Farren perceived his program class learning to be of future 
assistance 

As noted, Farren’s journal comments were brief.  None of his comments referred to the 

future value of his learning.  

Farren’s reflections on his music learning. 

Similarly, the brevity of Farren’s journal comments do not allow any conclusions to be 

drawn regarding his reflective capabilities. Farren’s responses on the Music Attitude 

Questionnaire, however, show him to be integrating his learning effectively.   

8.2.3 Other Factors Influencing Farren’s Music Development 

Farren’s Interpersonal Support 

Exposure, music training, and parental support all played key roles in Farren’s music 

development over the years. Farren also referred to the influence of one of his peers 

already in the program who had encouraged him to audition for entry.  

Farren’s Intrapersonal Attributes and Personal Learning Style 

Though Farren possessed high levels of enthusiasm and dedication towards his music 

studies, this was not reflected in his quantity of practice over the two years, on account 

of multiple commitments associated with his three other instruments, and the fact that 

saxophone was not his principal instrument. Farren’s saxophone practice over the two 

years is summarised from his entries in The Musician’s Practice Log (Kaplan, 1985), 

and is presented in Tables 8.4 - 8.620

Table 8.4  Farren’s Saxophone Repertoire and Practice (Year One) 
 

Technical Work Repertoire Goals 
Scales Handel: Sonata no. 4 (I, II)  
Arpeggios Vivaldi: Sonata no. 3 (I, II)  
Bozza: Etudes 2 and 12 Mozart: Andante and Rondo  
Rae: Study no. 20 (Cyclone) Harvey: Rue Maurice-Berteaux  
Massis: Study no. 2 Cowles: Three Sketches from Bala  
Mule: Studies 1 and 2  Bennett: Concerto (I)  
 Caravan: Paradigm  
 Caravan: Blue Episode  
 Orchestral excerpts  

                                                           
20 Details appear as recorded in the logs and are, as far as possible, an accurate representation of all work 
undertaken for each term. 

 250



Total Practice Time Per Week          Hrs.Mins Term 
1 2 3 4 5 6 7 8 9 10 11 

1 3.15 2.40 3.15 3.20 3.25 3.55 2.35 * X X X 

2 3.55 3.25 3.20 2.55 ** # 0.40 3.40 2.00 X X X 

3 lost           

4 4.40 5.15 3.45 3.30 5.00 3 (30) * X X X X 

 
X weeks Farren was not requested to complete logs 
* school examinations 
** school camp 
# flute examination 
 
Table 8.5  Farren’s Saxophone Repertoire and Practice (Year Two) 
 

Total Practice Time Per Week          Hrs.Mins Term 
1 2 3 4 5 6 7 8 9 10 11 

1 3.15 4.00 3.30 5.20 3.40 2.45 3.10 2.30 X X X 

2 2.50 3.20 4.15 3.40 3.15 3.50 ** 2.50 X X X 

3 4.25 4.15 5.20 4.00 4.50 5.00 4.30 * * X X 

4 3.00 3.30 4.00 4.20 * 3.15 X X X X X 

 
X weeks Farren was not requested to complete logs 
* no practice done, due to school examinations  
** sick 
 
Table 8.6  Frequency of Farren’s Weekly Saxophone Practice over Two Years 

 

Number of Days Practised Per Week 

Year 1 Year 2 Term  

minimum maximum average minimum maximum average 
1 0 6 4.1 2 6 3.8 
2 0 5 3.3 0 4 2.6 
3 lost   0 5 3.4 
4 3 6 4.3 0 5 3.3 

 
Year One  
Term 2  Events:  A.Mus.A. flute examination 
Term 3  Events:  AMEB Grade 8 saxophone examination 
 
Though the duration of time spent on his instrument this year had not changed 

significantly from the previous year, Farren was now making a conscious effort to focus 

on actual practice, rather than mere playing. He was constantly aware of having to 

manage his time effectively to practise each of his instruments (especially the flute, 

which he considered to be the most important). Also demanding much of his available 

time was his heavy involvement in school music ensembles. Farren’s practice logs 

contained only a few brief comments from time to time, and these – such as the 

following – generally related to issues of consistency and time management.  
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Consistency. 
I have not been as consistent as I would have liked to have been. By practising a small number of 
things, I can really perfect them. 
 

Time management. 
I have a lot of musical priorities at the moment and need to improve the effectiveness of what I do in 
the available time I have. 

 

Year Two  
 
Term 2  Events: Music Extension (Performance) school concert (flute) 
Term 3  Events: QCGU audition (flute and saxophone) 
Term 4  Events:      A.Mus.A. saxophone examination 
 

Farren’s decision to undertake his Music Extension school subject on flute had led to an 

increase in his flute practice (one hour daily), which meant that his available time for 

the saxophone was further reduced. Consequently Farren’s saxophone practice in the 

second year declined in time and frequency from the previous year. Farren’s practice 

comments this year were even fewer, but those that did appear similarly related to 

pressures of time.    

Farren’s Affective Response 

Farren’s Music Preference.  Farren was quite selective in his music preferences. He 

correctly identified all music types from the recorded extracts and rated his preferences 

for these styles between 3 and 6,21 with early and world music styles least appealing, 

and popular music the most appealing (Table G22). With the exception of tonal western 

art music styles, these ratings corresponded closely (within one band) to his responses in 

the second part of the task, in which there were no accompanying recorded excerpts 

(Table G23). Farren’s preference ratings were equal to, or slightly beneath, his exposure 

levels. Features to which he was attracted, independent of style, included variety and 

complexity of construction, rhythmic interest, harmonious effects and flowing style, and 

accessibility, while features to which he was not attracted included what he perceived to 

be a lack of clear formal design, restricted tonal colours, interest and variety, and 

obvious repetition.  

Farren’s Music Perception.  Farren rated his concentration level to be slightly lower for 

classical vocal music than for the other music types (Table G24). He described the 

nature of his listening, indicating that he tended not to become bored or distracted, 

regardless of the music style or medium, was inclined to use his imagination only when 

listening to popular vocal styles, listened intently to classical music, was actively 
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engaged in all types of music, so that he would even anticipate the direction of the 

music, and tended to listen for specific instrumentation in vocal music styles (rather 

than the vocal timbre or lyrics), and general aspects of instrumentation in classical styles 

(Table G25). 

Farren tended to listen to anywhere between three and seven elements of music, 

depending on its style and medium, and appeared to be aware of more elements when 

hearing popular vocal music than the other three types (Table G26). His responses also 

showed that when listening to music in general, he focused on style and melody, 

frequently listened to instrumentation, was sometimes aware of mood and bass, but 

rarely listened to rhythm, meter, harmony, or accompaniment. With vocal styles, he 

tended not to listen to the vocal timbre, and followed the lyrics in popular vocal music 

only. Other music elements to which he did not listen included form, dynamics and 

texture.     

Although having initially rated his aural skills highly, in the second year of the study 

Farren assessed his pitch perception as low, and indicated that neither he nor any 

member of his family possessed absolute pitch. He scored an accuracy rate of only 9 out 

of 50 on the Pitch Recognition Test, but his identification of a further 20 pitches were 

within close range (maximum of a tone higher or lower) (Table G27). Interestingly, of 

the nine identified as slightly too high, seven of these in fact could be considered 

accurate if interpreted as their transposed equivalents when played on the tenor 

saxophone, the instrument he played. Of the A and C pitches, Farren correctly identified 

all but two of each pitch (Table G28).        

8.2.4 Outcomes 

Farren’s Music Cognition 

Although Farren did not provide an extensive range of written comments in his journals 

and logs, the fact that he had achieved considerable music skills across a number of 

areas shows that he possessed very high cognitive abilities and an understanding of 

factors involved in music learning. Moreover, from his responses during the year that he 

was enrolled in the Musicianship classes, there is evidence that he was able to transfer 

learning experiences from both the Musicianship and school music contexts.   

Farren’s Music Engagement 

Over the duration of the monitoring Farren, in addition to playing in numerous 

performing ensembles, also joined the Queensland Youth Orchestra Wind Ensemble. 
                                                                                                                                                                          
21 Using a 1-7 rating scale, where 7=highest. 
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Farren’s commitment to numerous music activities and ensembles, achievement of high 

performance levels on multiple instruments, and versatility across classical and jazz 

styles, are all strong indicators of his enthusiasm and interest in music. 

Farren’s Music Achievement 

Over the monitoring period Farren achieved his A.Mus.A. on the flute and the 

saxophone. He also won placements in various competitions, as soloist and group 

performer. His levels of performance proficiency also developed through his continued 

involvement in a range of classical and jazz ensembles, in and out of the program.   

Farren’s Academic Achievement 

Farren maintained high levels of academic achievement (GPAs: 5; 4.5; 4.5), producing 

an overall GPA of 4.67.22 Farren achieved an OP of 423 (Table G29). 

Farren’s Goals and Aspirations 

Farren had gained entry to the QCGU’s undergraduate degree program by the end of 

research monitoring period. His acceptance on jazz saxophone, however, was leading 

him to reconsider his intention to perform and teach the flute.   

8.2.5 Summary of Farren’s Music Development  

Farren’s musical path over time had been influenced by learning opportunities, a 

supportive home environment, a developed learning style, and mature intrapersonal 

attributes. Farren considered his tuition and experiences gained in the program to have 

been highly valuable. His music development over the two years was enhanced by his 

school and program experiences, with each of these environments providing him with 

considerable opportunities and challenges.   

Farren’s progression to tertiary music studies would suggest the strong likelihood of 

him pursuing a musical career in the future, however the fact that he is majoring in jazz 

saxophone rather than flute would suggest the chances of him being able to attain his 

initial goal of becoming an orchestral flautist and studio flute teacher to be doubtful at 

this stage. In brief, though not having achieved entry to tertiary study on the flute, the 

fact that Farren has also developed high skill levels on the saxophone and commenced 

tertiary music studies would indicate that there is every chance that a music career path 

will be realised in the future.  

 

                                                           
22 Using a 1-5 rating scale, where 5=highest. 
23 Using a 1-25 ranking system, where 1=highest. 
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CHAPTER 9 

HELEN AND IAN:  
TWO STUDENTS WHO WITHDREW FROM THE PROGRAM 

9.0 Introduction 

The four case-study students who withdrew from the program over the monitoring 

period were Gemma, a violinist, Helen, also a violinist, Ian, a guitarist, and John, 

another violinist. Their music experiences and achievements prior to the monitoring, 

their music experiences, training, and other factors influencing music development at 

the time of the monitoring, and their overall outcomes from the monitoring are 

summarised according to the theoretical model (see Figs 9.1 - 9.4). 

In terms of the selection of students’ full stories for this chapter, Helen and Ian were 

chosen to represent the withdrawing student cohort; Helen for her decision to leave the 

program to pursue non-musical interests, only to return to the program the following 

year, and Ian for his departure from the program owing to finances, school workload, 

and time constraints, and for his successful entry to tertiary music studies despite such 

circumstances.  

The stories of the other two students who withdrew, Gemma and John, present yet other 

circumstances and outcomes (see Appendix K: 1.1 Additional case studies of Gemma 

and John and 1.2 Tables of results for Gemma and John). 
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9.1 Helen’s Story  

Helen exemplifies the type of student whose reasons for withdrawing from the program 

lay in her desire to pursue other interests. Helen’s withdrawal was due to time 

constraints, and she fully planned to continue her music training and practice 

commitments outside the program. Helen departed the program at the end of the first 

year of the research monitoring, but intended to retain music as a significant part of her 

life.  

9.1.1 Helen’s Prior Music Experiences and Achievements 

Helen’s Demographics 

Helen was Taiwanese and was 13 years old when the study began, attending a private 

school (Year 8), and playing the violin and piano. She had been receiving violin tuition 

in the program for four years.   

Helen’s Music Training and Influences 

Helen had been exposed to classical music in her home environment over a number of 

years. Both her parents played a musical instrument, and her older brother had attained 

an extremely high standard of performance proficiency on the piano for his age (having 

won a national competition) and was studying music at tertiary level.    

Helen’s initial contact with music had been at home. She had commenced learning the 

violin from five years of age, and this had been the result of the combination of her 

personal desire and her parents’ encouragement. She had been learning the instrument 

four years prior to entering the program, and had also had piano lessons during this 

time. Helen had received violin lessons from two teachers, the first of whom had been 

fairly average in standard, quite strict, but friendly, encouraging and supportive in his 

teaching approach. Helen’s parents had been very involved with her violin lessons and 

practice. 

Helen considered hearing older children play, and observing professional performances 

from time, to have provided her with the motivation to continue learning music over the 

years. She had begun to pursue music seriously before she was 10.      

Helen’s Music Practice  

Despite high levels of parental involvement with her lessons, Helen’s initial motivation 

to practice daily had been quite low. However, over the years her practice routine had 

developed, and she had been achieving approximately one hour per day prior to 

enrolling in the program. By the time the monitoring commenced (four years later), her 
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routine had increased further so that she was regularly practising between 1 ½ hours and 

2 hours daily. 

Helen’s Music Engagement  

Helen considered music to be her main interest, but had several hobbies including sport 

and reading. She had taken music as a compulsory school subject, and had enjoyed all 

aspects of it, especially the performing component. In addition, Helen had played in 

various school instrumental ensembles and participated in numerous concerts, camps 

and tours. Outside school, she had performed in Queensland Youth Orchestra II.      

Helen’s music interests had been nurtured through attendance at various concerts, some 

of which had been orchestral. Helen was obviously highly engaged in music, and for the 

purposes of the study she was assigned the highest music engagement grading of 5.1

Helen’s Music Preference 

Helen expressed an equal preference for popular and classical music styles. 

Helen’s Music Aptitude 

Helen attained 63 out of 80 on the Advanced Measures of Music Audiation (Gordon, 

1989), suggesting her to possess quite high levels of music aptitude, with similar 

strengths in the areas of rhythmic and tonal aptitude. Her score, when converted to 

percentile rank norms, placed her in the top 14% of high school-aged students2 (Table 

H13).  

Helen’s Music Achievement  

Helen had achieved between AMEB 5th and 6th grade standard on the violin prior to 

entering the program, and by the commencement of the monitoring she had attained her 

A.Mus.A. on the violin and completed her AMEB 5th grade theory examination.     

Helen’s Academic Achievement 

Helen enjoyed all her school work and did well in each of her subjects (Table H2). 

Helen’s Goals and Aspirations 

Helen was uncertain of her career path when the monitoring commenced, but indicated 

that she would possibly like to perform the violin in some context.  

 

 

                                                           
1 Using a 1-5 rating scale, where 5=highest. 
2 Helen achieved the following scores (percentile rank norms in brackets): tonal: 31out of 40 (88); 
rhythm: 32 out of 40 (80); total: 63 out of 80 (86). 
3 Tables for this chapter appear in Appendix H: 1.1 Tables of results for Helen and Ian. 
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9.1.2 Music Experiences and Training Influencing Helen’s Music Development 

Helen’s School Music Experiences and Training 

Helen was taking compulsory classroom music studies and was highly committed to the 

school music ensemble program, participating in the school orchestra, chamber group, 

and string ensemble.  

Helen’s Community Music Experiences and Training 

Helen was receiving private theory tuition.  

Helen’s Young Conservatorium Music Experiences and Training 

Helen’s program of study 

Helen was receiving individual instrumental lessons (45 minutes), a 45-minute 

Musicianship class (Level 6),4 and was involved in Symphonic Orchestra rehearsals (1 

½ hours).  

Helen’s expectations of the program 

Helen hoped that by enrolling in the program she would receive quality, specialised 

music tuition, and participate in activities she enjoyed. The fact that her brother had 

participated in the YCP prior to commencing a degree at the QCGU meant that she was 

familiar with the nature of the YCP prior to enrolling.  

Helen’s perceptions of the program learning environment

Helen valued many aspects of the program, including the opportunity to play and learn 

with students her own level. She compared this with school, where she found many 

aspects of the music program failed to challenge her. 

Helen’s expectations of Musicianship classes

Conversations with Helen showed that she expected the learning in Musicianship 

classes to be more intensive and provide a greater challenge for her than her school 

music studies. 

Helen’s perceptions of the learning environment of Musicianship classes

Helen did not complete the What is Happening in this Class? questionnaire (Aldridge et 

al., 1998), but it is clear from her comments from the Musicianship Reflective Journals 

she did complete that she was satisfied with the classes. The following comment, for 

example, shows this to be the case. 

                                                           
4 Helen successfully applied for exemption from Musicianship half way through the year, on account of 
timetabling issues. 
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  This is good because I get to do stuff that I do not do at school. 

Teacher expectations and perceptions of Helen

Helen’s violin teacher was unavailable to provide information on her development, 

training and abilities. Hence, the researcher provided the following account of Helen, 

based on personal experience of having taught her, heard her perform, and from 

communication with her violin teacher several times over the duration of the study.  

Helen demonstrated an extremely strong desire to do her best, worked very hard, was 

persistent, and highly competitive in her approach to learning. Her well-above-average 

levels of emotional maturity and social and interpersonal skills were matched by equally 

high linguistic ability, mathematical and logical reasoning, and physical coordination. 

Helen also displayed above-average visual artistic abilities. Musically, she reflected 

very high degrees of interest and involvement, was persevering, and well-above-average 

in music aptitude.   

Communication with Helen’s violin teacher revealed the frequency and duration of her 

practice (1 ½ to 2 hours, daily) to be aligned with her teacher’s expectations, and her 

quality of practice was considered to be thorough. She appeared to possess a well-

informed sense of music intelligence, a natural sense of musicality, and her 

individuality and performance flair on the violin were well-developed. Her motor skills 

and motor memory were equally strong, and her auditory abilities and sense of rhythm 

were very secure. Based on the above, Helen was placed in the top 10% of music 

students in her age group.           

Helen’s attitudes towards her music learning

At the commencement of the monitoring, Helen regarded her instrumental, vocal, 

compositional, theoretical, and aural skills all to be high. 

Using the Music Attitude Questionnaire, Helen rated her music skills twice in the year 

she participated in the research monitoring (Tables H3 - H5).5 Her perception of her 

proficiency in each of the areas was quite high and showed little variance over the time 

(remaining between 5 and 6). She detected slight improvements in firstly, her 

compositional abilities, secondly, her understanding of musical elements, and thirdly, 

her listening skills of popular and western art music styles (tonal and atonal). 

 

 

                                                           
5 Using a 1-7 rating scale, where 7=highest. 
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Helen’s integration of her music learning 

For the short time that she was enrolled in Musicianship classes, Helen completed the 

Musicianship Reflective Journals. Occasional journal comments such as the one below  

showed her ability to integrate some aspects of her learning. 

 It helps my instrumental studies by drawing my attention to features in the pieces I play. 

• Extent to which Helen related her program class learning to her general music 
understanding and training. 

Helen’s journal comments, though brief, did show her ability to relate her class learning 

to her general music understanding and training. 

 It assists performing and improvising. 

• Extent to which Helen related and applied her program class learning to her school 
music studies 

As Helen’s following journal comments show, she was not able to integrate her 

program class learning with her school music studies very effectively, due to the 

considerable differences in the standards of the work.   
Partly, but it’s hard because school music isn’t as thorough and sophisticated, but more basic. 

Not very well as music at school isn’t as advanced as this. 

• Extent to which Helen perceived her program class learning to be of future 
assistance. 

Helen’s following journal comment describes some ways she perceived the future value 

of her learning. 

I’ll be able to examine and study a piece in the future, and look at what cadences and intervals are 
continued within it and how they’re used.  

Helen’s reflections on her music learning

Helen’s comments were not numerous, and the fact that she ceased Musicianship 

lessons half way through the year meant that limited evidence was available on her 

capacity to reflect. Helen did however integrate her learning, and was able to apply her 

learning in general, if not to her school music studies.   

 Throughout this term I have improved my skills…other new things I have learnt are terms…I 
really [like] listening to pieces and analysing them…overall I think my listening musical 
horizons have  been greatly expanded and this will help when I play pieces. I really enjoy these 
classes because at school music, I have a really pathetic class. 
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9.1.3 Other Factors Influencing Helen’s Music Development 

Helen’s Interpersonal Support 

Helen acknowledged the role her parents had played in having provided her with the 

opportunity of music training over the years. She also identified the influence of her 

violin teacher who had encouraged her to audition for entry to the program.   

Helen’s Intrapersonal Attributes and Personal Learning Style 

At the end of the first term Helen did not consider The Musician’s Practice Log 

(Kaplan, 1985) to have influenced her practice routine, as her routine was already well 

established. The nature of her routine during the first year, and her violin repertoire, is 

presented in Tables 9.1 and 9.2.6

Table 9.1  Helen’s Violin Repertoire and Practice (Year One) 
 

Technical Work* Repertoire Goals 
Kreutzer: Study Some previous repertoire plus: Pine Rivers Eisteddfod 
Arpeggios Bloch: Nigun Tropicarnival Eisteddfod 
Chromatic scales Kreisler: Danse Espagnole  
Dominant and diminished 7ths Joplin: The Entertainer  
Scales in 3rds Lalo: Violin Concerto  
Scales   
   
* technical work was mainly done 
to improve passages in repertoire 
where appropriate, rather than 
being a regular component of 
practice   

  

 
Total Practice Time Per Week          Hrs.Mins Term 

1 2 3 4 5 6 7 8 9 10 11 
1 9.25 8.55 6.55 9.35 -  11.10 10.00 -  X X X 

2 lost        X X X 

3 13.10 15.00 12.20 14.15 13.15 15.00 14.10 15.30 13.00  12.25 10.00 

4 13.00 12.10 15.25 12.15 13.00 14.20 11.00 12.10 X X X 

 
X weeks Helen was not requested to complete logs  
 
Table 9.2  Frequency of Helen’s Weekly Violin Practice over One Year 
 

Number of Days Practised Per Week Term 
minimum maximum average 

1 0 7 4.8 
2 lost   
3 6 7 6.8 
4 6 7 6.2 

 

                                                           
6 Details appear as recorded in the logs and are, as far as possible, an accurate representation of all work 
undertaken for each term. 
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Helen practice log entries, such as the sample below, showed that she adopted a positive 

attitude when practising.  

Year One  
• Term 1 
 

Perceived self-competence. 
I usually manage to achieve the goals I set myself. 

  
Self-discipline. 
I usually achieve the time I plan to do. 

 
Time management 
I need to achieve more in the time I have available.  I think maybe I could improve if I:  
a) practised two or three pieces a day instead of all my pieces 
b) practised half of my work in the morning so it’s not so hard to concentrate on it all in one 
 session in the afternoon 
c) set myself higher goals, and concentrate on them until they are achieved 
d) equalise my time better so I can do and achieve more 
e) try to block out external distractions. 
 
I usually isolate/work on specific scales rather than try to do them all each practice session. 
 

Term 3  Events: Pine Rivers Eisteddfod; Tropicarnival Eisteddfod 
 

Even from her first term comments, Helen appears to have been experiencing school 

workload pressures. She recognised the need to manage her time and increase the 

effectiveness of her practice, and, as seen above, devised five strategies to implement in 

her practice over the remainder of the year.7 Indeed, as part of her preparation for two 

competitions and some concerts, Helen planned to further increase her practice by four 

or five hours per week, commencing from the mid-year break in which she would begin 

working on new repertoire. Helen was aware of the necessity of setting goals, believing 

that they encouraged her to practise more.  

Analysis of Helen’s circumstances serves to highlight her internal coping mechanisms 

when placed under stressful conditions. Helen did not appear to experience difficulty 

when balancing her music and school work, and managed to attain high school grades, 

fulfil her music commitments in the program and at school, while yet maintaining a 

positive outlook on her violin playing.  

Year Two  

Helen chose not to re-enrol in the program for reasons relating to her desire to 

commence Fashion Designing classes. In view of this, she opted to reduce several of her 

                                                           
7 Owing to the fact that Helen misplaced her Term 2 practice log, the researcher did not have access to 
tangible evidence of the nature of Helen’s practice for this period. However, a conversation with her at 
the end of the term showed her to have begun implementing these strategies over this time.  
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non-school music commitments. Helen continued her violin lessons with the same 

teacher, but on a private basis.  

Though Helen’s withdrawal from the program meant that she did not complete practice 

logs for this year, it was evident that she continued to balance a variety of technical 

work and repertoire in her practice routine, and, once more, participate in several 

eisteddfodau (Table 9.3). A conversation with Helen during the year in fact revealed her 

to have increased her practice from the previous year, so that she was regularly 

achieving two hours a day.  

Table 9.3  Helen’s Violin Repertoire and Practice (Year Two) 
 

Technical Work Repertoire Goals 
Kreutzer: Study Some previous repertoire plus: Brisbane Eisteddfod 
Scales  Tchaikowsky: Serenade  Pine Rivers Eisteddfod 
Scales in 3rds, 6ths, 8ves Melancolique Tropicarnival Eisteddfod 
Arpeggios Kabalevsky: Violin Concerto in C  
 Brahms: Violin Sonata in D minor  
 Vitali: Ciaccona  

 
Helen’s Affective Response 

Helen’s Music Preference.  Helen displayed her awareness of key stylistic traits of the 

styles of music on the music preference task, correctly identifying each of them 

according to their types. 

On both parts of the task, Helen reported her highest music preferences to be for popular 

(5) and tonal western art music styles (5), and her lowest to be for early music (3). In 

addition, Helen indicated a relatively high tolerance for atonal styles (4) and world 

music (4) (Table H6).8   

Helen’s preference for, and exposure to, each of the styles were closely related, with her 

exposure matching or slightly exceeding (up to two bands, in the case of classical and 

world music) her preference for each (Table H7).  

Helen was attracted to the various music types for reasons relating to what she described 

as the instrumental timbral qualities of modern atonal music, harmonic conception of 

early music, the prominence of melody and beat in popular music, cultural aspects of 

world music, and the orchestral timbres and performance gratification levels of tonal 

western art music. By contrast, Helen considered what she perceived to be the lack of 

thematic prominence in atonal music, and the simplified melodic qualities of popular 

music, to be features she disliked.  

                                                           
8 Using a 1-7 rating scale, where 7=highest. 
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Overall, Helen was consistent with her earlier preferences, in which she identified 

popular and classical styles to be equally appealing. 

Helen’s Music Perception. Helen perceived her concentration to be slightly higher for 

popular, rather than classical, styles (Table H8). She appeared to demonstrate an 

awareness of how to listen to each of the styles, and tended to employ her imagination. 

Although generally anticipating the direction of music, and appearing to listen more 

intently to popular music, Helen considered her listening to be quite general in nature. 

Though inclined to listen to the performer’s vocal timbre, independent of style, her 

attention was again directed to the lyrics in popular vocal styles. She did not appear to 

listen for specific instrumentation in any of the music styles, but did indicate a tendency 

to listen for instrumental types in both popular and classical instrumental styles (Table 

H9). Helen’s responses, together with her indication that she did not succumb to 

distractions when listening to any of the music types, showed her to be focused in her 

listening, and able to adjust the nature of her aural awareness according to the style and 

medium of the music.   

Helen tended to be aware of anywhere between 7 and 10 music elements when listening 

to music (Table H10). Independent of music style or medium, she always appeared to 

listen to melodic, dynamic, textural and harmonic properties of music, and frequently 

considered properties of mood, style, instrumentation, and rhythm. By contrast, she 

rarely focused on aspects of accompaniment and bass, and was not inclined to consider 

aspects of form or meter. When listening to vocal styles, Helen tended to follow the 

lyrics in popular styles only.          

Helen’s results on the Pitch Recognition Test, in which she correctly identified all fifty 

pitches, confirmed that she had excellent pitch perception (Tables H11 and H12). 

Although not certain as to whether any other family member possessed absolute pitch, 

Helen had been aware of her own ability to recognise pitch between the ages of 6 and 8. 

9.1.4 Outcomes 

Helen’s Music Cognition 

Helen possessed very high cognitive abilities. Her practice log comments, for example, 

described a strategic approach to practice, and this showed her mature approach to 

learning, and her utilisation of higher-order thinking processes.  

Helen’s Music Engagement 

Helen’s engagement in music increased steadily over the two years. Although only 

involved in the program for the first year of the monitoring, she continued violin lessons 
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over both years, was highly involved in school ensembles, and entered several 

eisteddfodau and competitions, gaining places as both soloist and ensemble performer.   

Helen’s Music Achievement 

Helen’s proficiency on the violin continued to improve over the time, as shown by the 

repertoire she was playing. In addition to her practical skills, she displayed a sound 

theoretical knowledge and possessed highly developed aural skills for her age. 

Helen’s Academic Achievement 

Helen maintained her high levels of academic achievement, achieving GPAs of 4.5 in 

both years, and 4.5 overall9  (Table H13). Helen’s decision not to take Music as a 

subject at school in Year 9 (even in view of the fact that she intended withdrawing from 

the program) was in response to her perception that it would not only be too easy for 

her, but also that her music interests were continuing in the form of violin lessons, 

which she considered to be an alternative (and preferred) option to school music studies.    

Helen’s Goals and Aspirations 

Although having not fully decided as to whether her career path would involve music, 

the fact that Helen maintained her music interests upon leaving the program means that 

she has not forfeited the chances of being able to pursue music as a career, should she 

decide to do so in the future.   

9.1.5 Summary of Helen’s Music Development 

Helen’s music development was the outcome of exposure and opportunity, guidance, 

well-developed intrapersonal attributes and maturity of learning style. In response to a 

steadily-increasing school workload, she effectively implemented changes in her 

practice routine to maximise the time she had available for practising. Helen’s 

adaptation of activities according to her circumstances, therefore meant that she was 

able to maintain her academic levels and music interests.  

Helen withdrew from the program in the second year of the monitoring in order to 

pursue an additional interest, but continued to improve her violin skills through private 

lessons, while obtaining ensemble experience at school. She reported each of her music-

learning contexts (namely, the program, school, and community) as positive factors in 

her training and experiences, and her accessing of each of them over the time meant that 

her withdrawal from the program appeared to produce no adverse effects on her music 

engagement or development.  

                                                           
9 Using a 1-5 rating scale, where 5=highest. 
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Coda 

Helen in fact re-enrolled in the program the year following the completion of the 

monitoring. Her reasons for doing so largely related to the ensemble opportunities, 

social benefits, and learning environment of the program.  Helen’s music skills, rather 

than having declined over this time, had further improved and were the result of her 

ongoing violin lessons, participation in school music ensembles, and high motivational 

levels during this time.       

9.2 Ian’s Story  

Ian represents the type of student in the program who, although identifying school 

workload pressures and time as related issues, departed the program primarily for 

financial reasons. Though intending to pursue tertiary music study, and perceiving the 

program as a preparation for this, he withdrew at the end of the first year of the research 

monitoring and continued private music lessons outside the program. Ian’s successful 

entry into a tertiary music program the following year highlights the varying paths of 

preparation available to students seeking tertiary music study. Although one of the 

functions of the pre-tertiary specialised music program in the study is indeed to prepare 

students for music training at a higher level, Ian’s case demonstrates that it is by no 

means the only path through which advanced music training can be accessed.        

9.2.1 Ian’s Prior Music Experiences and Achievements 

Ian’s Demographics 

Ian was 16 years old, attending a state secondary school (Year 11), and was playing the 

guitar (acoustic and electric), drums, and double bass. He had received classical guitar 

tuition in the program for one year. 

Ian’s Music Training and Influences 

Ian’s desire to learn music was accompanied by his parents’ encouragement. He had 

learnt the violin from the age of seven, however these lessons had lasted for only two 

years. His decision to cease violin lessons involved a number of factors: his teacher’s 

advice that the instrument was an unsuitable choice for him, his lack of progress over 

the time, and his general dislike of the instrument. Ian subsequently commenced the 

double bass at age ten through his school’s music program but, despite reaching 

approximately AMEB Grade 4 standard within a short time, did not pursue this 

seriously. At 12 Ian commenced the guitar, and a few years later he took up the drums.  

At the commencement of the study Ian considered the classical guitar to be his principal 

instrument. His initial interest in music was prompted by the fact that his mother was a 
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professional orchestral player, his father played modern guitar, and his older brother 

was learning a musical instrument. 

His father’s playing of the instrument influenced Ian’s choice of the guitar, and he had 

received lessons from two teachers before commencing in the program. Ian recalled the 

first of these teachers as having had poor teaching and performing skills, and being 

fairly casual in approach and very quiet in personality. During the early years of his 

learning Ian’s parents had been considerably involved with his lessons and practice at 

home. 

Neither hearing older children nor professional musicians performing (his parents’ 

excepted) had exerted a major influence on Ian over the years. Ian’s decision to pursue 

music seriously had occurred between 14 and 15 years of age. 

Ian’s Music Practice  

Ian described his motivation to practise on a daily basis during the early years as only 

moderate, despite considerable parental support. Over time, however, the nature of his 

practice time had increased so that, upon enrolling, he was achieving approximately 

four hours’ practice per week. 

Ian’s Music Engagement 

At the commencement of the study Ian indicated that music was very important to him 

and that, though he also enjoyed football, music was his main hobby.   

Ian had performed for a number of years in regular concerts with his private teacher and 

played the double bass in the school orchestra. In addition, he had played the drums in 

his own band, and it was with this band that he had entered several competitions and 

made two semi-professional recordings. Ian was assigned a grade of 410 to reflect his 

music engagement. 

Ian had attended some classical guitar concerts, as well as several orchestral concerts in 

which his mother was playing. These events, as well as the personal enjoyment gained 

through listening and performing music, he considered to have played important roles in 

sustaining his motivation to learn music over the years.   

Ian’s Music Preference 

Ian’s preferences were for modern rock styles and classical guitar music. 

                                                           
10 Using a 1-5 rating scale, where 5=highest. 
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Ian’s Music Aptitude 

Ian’s withdrawal from the program meant that he did not complete the Advanced 

Measures of Music Audiation (Gordon, 1989). 

Ian’s Music Achievement  

Prior to entering the program, Ian had been preparing for his TCL 5th grade classical 

guitar examination, and it was this examination that he had just completed at the 

commencement of the research monitoring.   

Ian’s Academic Achievement 

Ian did not cope well with some aspects of his school work, nor did he enjoy the 

majority of it. Music and English were his preferred subjects (the reason for his 

attraction to the former was that it was easy and had a substantial practical component). 

Ian’s results from the year prior to study participation produced a calculated GPA of 311 

(Table H14). 

Ian’s Goals and Aspirations 

Although not certain as to the exact nature of his intended career path, Ian indicated that 

it most probably would involve music. His goal at the commencement of the study was 

to pass his 7th grade guitar examination over the next two years, and complete the 

Licentiate Trinity College (LTCL) guitar examination a few years following this.   

9.2.2 Music Experiences and Training Influencing Ian’s Music Development 

Ian’s School Music Experiences and Training 

Ian’s reasons for electing classroom music studies related firstly, to his desire to 

improve his music knowledge and understanding, and secondly, his perception of it as 

an easy subject for him. Of the subject’s components, he enjoyed performing the most, 

and composing the least. Ian was also committed to the school performing program 

through his involvement in the orchestra.  

Ian’s Community Music Experiences and Training 

Ian’s additional music experiences were gained primarily through his performances at 

functions and his own band-related activities.  

 

                                                           
11 Using a 1-5 rating scale, where 5=highest. 
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Ian’s Young Conservatorium Music Experiences and Training 

Ian’s program of study

Ian was receiving individual instrumental instruction, Musicianship training and 

participating in a performing ensemble. These were his 45-minute guitar lesson, 45-

minute Musicianship class (Level 7) and guitar ensemble.   

Ian’s expectations of the program 

Ian expected learning in the program to supplement his school music studies, prepare 

him for tertiary music studies, and, at the same time, be interesting and enjoyable. 

Ian’s perception of the program learning environment

Ian valued many aspects of the program, especially the specialised learning environment 

and the opportunity to play in a guitar ensemble with other advanced students. He 

reported the guitar ensemble to have been of special benefit to him, and expressed a 

desire for more guitar ensembles and activities to be included in the program to balance 

what he perceived to be a bias towards orchestral and choral activities. 

Another aspect of the program Ian valued was what he perceived to be a  high level of 

competitiveness amongst students, for it was largely in response to this that he 

considered his practice time had increased from approximately four hours per week 

prior to enrolling, to his current commitment of one hour daily. 

Ian’s expectations of Musicianship classes

Conversations with Ian showed that he expected his learning in Musicianship to 

enhance his knowledge of music in general, and provide additional aural practice. 

Ian’s perceptions of the learning environment of Musicianship classes

In general, Ian’s comments from the Musicianship Reflective Journals, though few and 

brief, suggested that what he was learning in class matched his expectations. The 

following comment from his journal shows this to be the case. 

We did some aural, which was beneficial to my learning of how to become a better musician 
aurally.  

Teacher expectations and perceptions of Ian

Ian’s guitar teacher confirmed his high level of music involvement, and rated him to be 

generally aspiring, competitive, hard-working, and persistent in his approach to music 

learning. Compared with other students of his age, Ian was regarded to be well-

developed in emotional maturity, mathematical and logical reasoning abilities, physical 

coordination, and social and interpersonal skills; above-average in linguistic ability; and 

average in visual artistic ability. From a musical perspective, he regarded Ian to be very 
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interested and involved, persevering, and possessing well-above-average levels of music 

aptitude. He estimated the frequency of Ian’s practice routine (3 to 4 days per week) to 

be under his expectations of 5 to 6 days per week, and considered 45 minutes per 

session to be a reasonable length of time.   

Ian’s teacher considered Ian’s practice displayed considerable attention to detail. He 

perceived him to possess excellent motor skills, motor memory, and an equally high 

sense of individuality and performance flair. Moreover, he regarded him as 

demonstrating a well-informed sense of music intelligence, secure auditory abilities 

(relative pitch), and above-average rhythmic sense and musicality. Overall, Ian was 

ranked in the top 10% of music students in his age group.        

Ian’s attitudes towards his music learning

At the commencement of the research monitoring, Ian perceived his instrumental skills 

to be stronger than his vocal, compositional theoretical and aural abilities. Ian ‘s 

weaknesses in non-instrumental areas, however, did not concern him, as he considered 

high achievement solely on the guitar sufficient to pursue a music career, should he 

decide to in the future. 

Using the Music Attitude Questionnaire, Ian rated his music skills three times over the 

year he participated in the study (Tables H15 - H17).12 Ian’s perception of each of his 

music skills were subject to change over the year (up to two bands, in the case of his 

music reading, writing, and aural skills, and more in his understanding of some aspects 

of music construction and certain music styles). The area inclined to show the greatest 

change, however, was that of his practical (instrumental and vocal) skills. Surprisingly, 

his perception of his instrumental skills fluctuated significantly, with his initial and final 

ratings fairly high, but dropping substantially in the middle of the year (5 to 2 to 5). By 

contrast, Ian’s perception of his vocal skills showed an opposite tendency to commence 

and finish very low (2 and 1, respectively), despite a mid-year peak (5).  

In each of the other areas, Ian detected gradual improvement over the year. Overall, Ian 

considered his music reading and writing skills to be stronger than his aural skills and 

perceived that he was able to listen to each of the music types from a highly informed 

perspective.  

Ian perceived the relevance and similarity of his learning in the Musicianship and 

school music contexts to be consistently high over the year. Similarly, he perceived a 

                                                           
12 Using a 1-7 rating scale, where 7=highest. 
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strong sense of applicability of what he learnt in the Musicianship classes to his school 

and vice versa (with the latter increasing over the time).  

Ian’s integration of his music learning

Ian also indicated on the Music Attitude Questionnaire his ability to integrate his music 

learning three times over the study (Table H18).13

• Extent to which Ian related his program class learning to his general music 
understanding and training. 

Ian’s perceived his learning in Musicianship classes to have a high degree (5) of 

relevance to his general music understanding and training. Ian’s journal comments were 

generally sparse and brief, however his entries such as the following one shows that he 

perceived the relevance of his learning.  

I think it will relate generally to all music studies - the aural aspect will be especially helpful. 

• Extent to which Ian related and applied his program class learning to his school 
music studies 

Ian detected some similarity (4 to 5) between his Musicianship learning and his school 

music studies, and indicated that his learning in the program tended to assist him more 

with his school music studies (5 to 6) than the other way around (3 to 6). Ian’s journl 

comment below shows this to be the case. 

I think it is helpful at school as it covers similar subjects. 

• Extent to which Ian perceived his learning to be of future assistance. 

Ian’s comment below shows his ability to apply what he was learning to the future. 

(lesson activity: keyboard improvisation) 
In the future it will be useful to always be able to confidently play and know all chord types.  

Ian’s reflections on his music learning

Ian’s journal comments such as the following one is evidence of his ability to reflect on 

his music learning. 

 The aural aspect was the most improved although not improved quite enough just yet. The 
keyboard unit I think helped this, and also just the fact that we practised in class. This worked in 
conjunction with classroom music and therefore helped a great deal. The study of the 20th 
century styles was also helpful as revision as we are doing it currently but also last term in 
classroom music. 

9.2.3 Other Factors Influencing Ian’s Music Development 

Ian’s Interpersonal Support 

Ian identified having had musical parents as role models, a particularly supportive 

mother, and learning from a highly-skilled guitar teacher as three primary influences on 
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his desire to continue music over the years. It was on the advice of this guitar teacher 

that he had auditioned for the program, and from whom he continued to have lessons in 

the program. 

Ian’s Intrapersonal Attributes and Personal Learning Style 

Ian’s entries in The Musician’s Practice Log (Kaplan, 1985) neither appeared to reflect 

his earlier-described practice routine, nor his teacher’s estimation or perception of his 

practice. Although showing his practice to be daily (school examination periods 

excepted), the duration of Ian’s practice sessions in many instances fell far short of the 

stated one hour. Neither did Ian’s practice routine reveal high organisational levels. Ian 

lost two practice logs (Terms 3 and 4), provided very limited comments in the others, 

and several end-of-term conversations with him over the year showed him not to 

possess well-developed organisational abilities. Collected data pertaining to Ian’s 

practice are presented in Tables 9.4 and 9.5.14

Table 9.4  Ian’s Guitar Repertoire and Practice (Year One) 

Technical Work Repertoire Goals 
Scales Some previous repertoire plus:  Grade 7 Guitar Exam 
 Allemande  
 Sleep of the Little Doll  
 (and other examination pieces)  

 
Total Practice Time Per Week          Hrs.Mins Term 

1 2 3 4 5 6 7 8 9 10 11 
1 4.00 5.00 3.30 5.30 3.30 * * * X X X 

2 5.00 5.15 4.30 3.45 5.30 6.00 ** ** X X X 

3 lost           

4 lost        X X X 

 
X weeks Ian was not requested to complete logs 
* sick 
**  school examinations 
 
Table 9.5  Frequency of Ian’s Weekly Guitar Practice over One Year 

 
Number of Days  Practised Per Week Term 

minimum maximum average 
1 0 7 5 
2 0 7 5.2 
3 lost   
4 lost   

 

 

                                                                                                                                                                          
13 Using a 1-7 rating scale, where 7=highest. 
14 Details appear as recorded in the logs and are, as far as possible, an accurate representation of all work 
undertaken for each term. 
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Year One  

• Term 3 

Events: TCL Grade 7 guitar examination 

Ian’s practice over the semester for which he submitted logs showed him to practise 

daily (even if only for short periods), but abandon his routine completely for several 

weeks during school examination periods to concentrate more fully on his academic 

work, with which – as recalled – he experienced some difficulty. Though his comments 

were sparse, those that did appear referred to his awareness that he tended to ‘slacken 

off’ on occasions. A conversation with Ian in the latter part of the year revealed that he 

had successfully completed his TCL 7th grade guitar examination a year earlier than 

initially planned, suggesting that in the practice he did achieve he exercised high levels 

of focus.  

Year 2 

Ian’s decision not to re-enrol in the program this year, although also due to time and 

school work load pressures, was largely attributed to increasing program tuition costs. 

He continued private lessons with the same guitar teacher, and had two goals: his 8th 

grade guitar examination at the end of the year, and his audition for entry to the 

QCGU’s undergraduate degree program.  

Ian’s Affective Response 

Ian neither completed the music preference nor music perception data-gathering 

instruments, as he withdrew from the program after the first year of the monitoring. In a 

conversation with him, he reported his pitch perception to be quite insecure, and that 

although each member of his family was musical, none possessed absolute pitch.  

9.2.4 Outcomes 

Ian’s Music Cognition 

Although Ian did not comment extensively in his journals and logs, his proficiency on 

the guitar is a strong indication that he possessed very high cognitive abilities. Several 

interviews and other conversations with him suggested that he was able to transfer his 

learning in the program to other contexts, that he reflect on this learning, and that he 

utilised higher-order thinking processes, especially when practising the guitar.  

Ian’s Music Engagement 

Ian’s interest and enthusiasm for the guitar was considerably greater than for any of his 

other music skill areas. In addition to his formal music studies (school and non-school), 

the fact that he was heavily involved as a drummer in his own band is evidence of a 
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high level of music commitment. Though his withdrawal from the YCP might at first 

seem to indicate a decline in his music interests, the fact that he continued learning 

privately and elected to take the Music Extension (Performance) subject at school 

shows Ian to have remained highly engaged with his music learning.   

Ian’s Music Achievement  

By the completion of the monitoring, Ian had considerably furthered his guitar playing. 

His commitment to the instrument was evident in the fact that he not only managed to 

achieve the two-year goal of his 7th grade examination in half the time, but also 

complete his 8th grade examination prior to finishing Year 12. By the end of the 

research monitoring, Ian had attained playing levels sufficient for acceptance to tertiary 

music study.      

Ian’s Academic Achievement 

Though not producing high academic results, Ian’s academic achievement was 

generally consistent (GPAs: 3; 3.5; 3.5), and gained him an overall GPA of 3.3315  for 

the study. Ian achieved an OP of 1116 (Table H19). 

Ian’s Goals and Aspirations 

Ian’s music skills gained him admission to the QCGU’s undergraduate program to 

commence the year following the completion of the monitoring.  

9.2.5 Summary of Ian’s Music Development  

Ian perceived the YCP to have been highly beneficial to his music development. He 

described the high motivational effect that peer competitiveness in the YCP had 

produced on his guitar playing, and was also able to sustain this motivation when 

pursuing music studies independent from the YCP. Though Ian’s circumstances led to 

him not remaining in the YCP for the whole time of the research monitoring, this did 

not deter him from continuing his music though other avenues. His music path over the 

two years appears to have drawn equally on the YCP and his school music experiences 

in the first year, but in the second year shows school music to have played a more 

significant role. Though Ian’s contact with the YCP in the second year was not through 

direct enrolment, the fact that he chose to continue guitar lessons with his teacher from 

the YCP and eventually chose to pursue tertiary music study, suggests this pre-tertiary 

specialised music program to have exerted a positive influence on his music 

development.  

                                                           
15 Using a 1-5 rating scale, where 5=highest. 
16 Using a 1-25 ranking system, where 1=highest. 
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Coda 

The researcher’s follow-up contact with Ian during his first year of full-time tertiary 

music study, though showing him to be enjoying his program, found him still undecided 

as to the role music would eventually occupy in his life. The last communication 

between the researcher and Ian showed him to be considering pursuing a career in 

Human Resource Management upon completion of his music degree.   
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CHAPTER 10 

KEVIN AND LINDA:  
TWO STUDENTS WHO REMAINED IN THE PROGRAM 

10.0 Introduction 

The five case-study students who remained in the program over the monitoring period 

were Kevin, a bassoonist, Linda, a pianist, Melissa, a violinist, Neil, a trumpeter, and 

Owen, a cellist. Their music experiences and achievements prior to the monitoring, their 

music experiences, training, and other factors influencing music development at the 

time of the monitoring, and their overall outcomes from the monitoring are summarised 

according to the theoretical model (see Figs 10.1 - 10.5). 

In terms of the selection of students’ full stories for this chapter, Kevin and Linda were 

chosen to represent the continuing student cohort: Kevin for his consideration of music 

as a hobby, rather than career path, and his lack of motivation and casual approach to 

music studies; Linda for her intensive drive, her outstanding musicality and 

instrumental proficiency, and unusually high levels of music achievement in general. 

Follow-up contact with both students three years beyond the research monitoring period 

saw Kevin access tertiary studies in Microtechnology, and Linda, tertiary music studies.  

The stories of the other three students who continued their engagement in the program 

over the study time frame, Melissa, Neil and Owen, are equally informative for the 

study (see Appendix L: 1.1 Additional case studies of Melissa, Neil and Owen and 1.2 

Tables of results for Melissa, Neil and Owen).
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10.1 Kevin’s Story 

Kevin exemplifies the type of student in the program who, although from a family 

where both parents were professional musicians, considered music one of many 

interests. His dedication to music did not match the commitment levels of many other 

students in the program, especially those for whom music was their intended career 

path.  

10.1.1 Kevin’s Prior Music Experiences and Achievements 

Kevin’s Demographics 

Kevin was 13 years old when the study began, attending a private school (Year 9), and 

was playing the bassoon, violin and piano. He had been receiving bassoon tuition for 

one year in the program.  

Kevin’s Music Training and Influences 

Kevin had been exposed to classical music in the home environment. Both of his 

parents were performing musicians, and his brother also played a musical instrument.   

Kevin’s music training began through two years’ involvement with a Kodaly-based 

choir which he joined just prior to learning the piano. His initial interest in music was 

prompted by his parents, both of whom were instrumentalists in a professional 

orchestra. He had learnt piano informally from his mother from the age of nine, but this 

had ceased after 1 ½ years, owing to his disinterest. At this time his mother urged him 

to learn the violin, and taught him this for approximately 2 ½ years. The violin also held 

little interest for Kevin, and he began to express an interest to learn a wind instrument. 

Kevin was keen to learn the clarinet but was persuaded by his mother to learn the 

bassoon instead, as it was a less common instrument. Kevin commenced bassoon 

lessons with a bassoon teacher and had been learning the instrument for approximately 

2 ½ years prior to the monitoring. He had also recently recommenced piano lessons 

through the Suzuki school of music. Although having learnt the bassoon and violin for a 

similar length of time, Kevin considered the bassoon to be his principal instrument. His 

reasons for pursuing it over the violin were that he firstly found it to be easier, and 

secondly, knew it to be a relatively uncommon instrument.  

Kevin had learnt from two bassoon teachers prior to entering the program. He described 

the first of these as above-average in teaching ability, fairly casual in approach, and 

friendly and encouraging. His second bassoon teacher was a professional musician and 

close friend of the family, and arrangements had been made where Kevin received 

bassoon lessons in exchange for his mother giving the bassoon teacher’s child lessons 
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on another instrument. During this time, his parents had been involved a great deal with 

his teacher and his lessons, but not at all with his instrumental practice.  

Kevin considered his mother to have played an important role in introducing him to 

music, and identified her support, his attendance at professional performances, and 

observance of older children playing, as nurturing his desire to learn music over the 

years. Kevin had decided to pursue music more seriously between the ages of 10 and 

11.  

Kevin’s Music Practice 

Kevin recalled his motivation to practise daily throughout the early years as moderate. 

At the commencement of the study he was achieving the 1 ½ to 2 hours per week he had 

been averaging prior to entering the program, and this practice was spread over three to 

four days per week in sessions of 45 minutes’ duration. Hence, Kevin’s amount of 

practice was considerably lower than the practice of many students in the program. 

Kevin’s explanation for the nature of his practice routine was that he had heavy school 

commitments, and was not motivated to increase his practice.     

Kevin’s Music Engagement 

Kevin indicated that music was important to him but that it was one of many interests. 

His other hobbies included sport (rugby, tennis, basketball, cricket), computer games 

and reading, and these were activities he enjoyed equally.   

Kevin had taken music as a subject at school the year prior to the monitoring, but this 

had only been for a term’s duration, and was part of a compulsory range of Year 8 

subjects. For neither year of the research study was he taking music as a school subject, 

as he expected that the content would be too easy for him. Kevin had been involved in 

the school orchestra, string orchestra and band, had performed in several school music 

concerts, and had participated as an ensemble member in interschool and state-wide 

festivals.  

Kevin’s interest in music appeared to have been nurtured not only by having attended 

concerts with his parents, but also through regularly having heard his parents 

performing in orchestral concerts. Nevertheless, Kevin did not appear to be as highly 

engaged with music as many of the students in the program. He was assigned a grade of 

31  to reflect his engagement.  

 

                                                           
1 1-5 rating scale, where 5=highest. 
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Kevin’s Music Preference 

Kevin’s music preferences were broad. He listened to all types of music, ranging from 

rock to classical styles. At the commencement of the monitoring he considered 

contemporary popular styles to be his favourite.  

Kevin’s Music Aptitude 

Kevin achieved quite highly on the Advanced Measures of Music Audiation (Gordon, 

1989), gaining 60 out of 80. This, converted to percentile rank norms, placed him in the 

top 20% of high school-aged students2 (Table I13) The test showed him to be equally 

strong in the areas of rhythmic and tonal aptitude. 

Kevin’s Music Achievement  

Kevin had achieved approximately AMEB Grade 4 standard on the bassoon and Grade 

3 on the violin and piano prior to entering the program. By the time the monitoring 

commenced, he had progressed to approximately 5th grade standard on the bassoon.   

Kevin’s Academic Achievement 

Kevin enjoyed all aspects of his school work and identified his favourite subjects to be 

Mathematics, English and Technology (the latter of which had been a first semester 

subject). His second semester results from the previous year to the study overall 

represent very high academic achievement, and produced a GPA of 54  (Table I2).  

Kevin’s Goals and Aspirations 

Although having no particular career ambition when the monitoring commenced, Kevin 

did not plan to pursue a music career. His musical goal was to complete a 6th or 7th 

grade bassoon or violin examination over the next few years.      

10.1.2 Music Experiences and Training Influencing Kevin’s Music Development 

Kevin’s School Music Experiences and Training 

Kevin was not taking classroom music as a subject, but he was actively involved in the 

school orchestra and band and participated in school and state festivals, as well as 

camps and tours. He recalled that when he had taken music at primary school he had 

enjoyed using the MIDI technology.   

Kevin’s Community Music Experiences and Training 

Though Kevin was not as actively engaged in music activities as many students in the 

program, he was playing in several music ensembles. He was also receiving weekly 
                                                           
2 Kevin achieved the following scores (percentile rank norms in brackets): tonal: 30 out of 40 (84); 
rhythm: 30 out of 40 (68); total: 60 out of 80 (80). 
3 Tables for this chapter appear in Appendix I: 1.1 Tables of results for Kevin and Linda.   
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theory, violin and piano lessons outside the program, and had recently commenced 

playing the double bass in a jazz group. 

Kevin’s Young Conservatorium Music Experiences and Training 

Kevin’s program of study

Kevin was participating in individual instrumental, classroom, and performing ensemble 

activities in the program. These were his 45-minute bassoon lesson, 45-minute 

Musicianship class (Level 4) in the first year, and Secondary Music Studies class (Level 

7) in the second year, and Queensland Symphonic Wind rehearsal (1 ½ hours). 

Kevin’s expectations of the program

Kevin had enrolled in the program firstly, as an alternative to school music studies, and 

secondly, for his own general interest and enjoyment.    

Kevin’s perceptions of the program learning environment

Kevin regarded the program to be an environment conducive to music learning. Though 

his parents were professional musicians, Kevin adopted a relaxed attitude towards his 

music learning. 

Kevin’s expectations of Musicianship classes

Kevin’s following comment from his Musicianship Reflective Journals showed that he 

expected his classroom experiences to enhance his music learning in general. 

I think my theory will improve and [it] will help me with my music overall. 

Kevin’s perceptions of the learning environment of Secondary Music Studies classes

Kevin provided data in the second year of the study only. His responses to the What is 

Happening in this Class? questionnaire (Aldridge et al., 1998) suggested that he was 

moderately satisfied with the learning environment of the class overall, but did not feel 

involved in class activities (Table I3).  

Teacher expectations and perceptions of Kevin 

Kevin’s bassoon teacher was unavailable to comment on Kevin’s development, training 

and abilities. The following is the researcher’s perception of Kevin’s characteristics, 

based on knowledge of him as a student.  

Direct observations of Kevin in class, personal interviews with him, and information 

obtained from conversations with his bassoon teacher suggested that Kevin did not 

generally aspire to do his best, was not competitive, and not inclined to work hard or 

display high levels of persistency. He appeared to demonstrate average levels of 
                                                                                                                                                                          
4 1-5 rating scale, where 5-highest. 
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emotional maturity and social and interpersonal skills; above-average visual artistic, 

linguistic, mathematical and logical reasoning abilities, and average physical 

coordination skills. Kevin demonstrated fair degrees of music interest and involvement, 

average levels of music aptitude, but lower-than-average music perseverance. 

Communication with Kevin’s bassoon teacher revealed his expectation of Kevin’s 

practice to be approximately 45 minutes daily, however, as the following record of his 

practice shows, Kevin was in fact achieving much less time on his instrument and his 

teacher was aware of this. Kevin’s teacher regarded his quality of practice to be quite 

inconsistent. The researcher considered Kevin to be average in terms of musical 

intelligence and auditory abilities, and average in his motor skills, motor memory, sense 

of rhythm, musicality, and individuality and performance flair. In all, Kevin’s music 

ability was considered to be average for music students of his age range.     

Kevin’s attitudes towards his music learning

At the commencement of the research monitoring, Kevin considered his instrumental 

skills to be stronger than his compositional, theoretical and aural skills.  

Using the Music Attitude Questionnaire, Kevin rated his music skills six times over the 

study (Tables I4 - I6).5 Though his ratings in some areas fluctuated considerably over 

the two years, Kevin perceived his instrumental skills, ability to read music, and his 

understanding of theoretical concepts to be quite strong. By comparison, he regarded his 

vocal skills, aural perception, ability to compose, and recognition of modulation as 

weaker. Though fluctuating, Kevin’s initial and final rating of his instrumental skills 

remained high (5) but his vocal abilities declined from 4 to 3. Similarly, his 

consideration of his music reading skills remained high (6) but his perception of his 

compositional abilities fell (3 to 2), despite a peak of 5 in the middle of the first year. 

Kevin’s perception of his aural skills also peaked at 5 at this time, but otherwise 

represented a change overall from 4 to 3. Regarding Kevin’s understanding of music 

construction principles, his grasp of theoretical concepts – though fluctuating – 

remained high (5), but his comprehension of formal principles declined slightly (5 to 4) 

and understanding of modulation dropped from 3 to 2. 

Kevin’s ability to listen to each of the music styles – though also subject to fluctuation – 

remained fairly constant from his first to final ratings (up to one band) and, apart from a 

slightly greater familiarity with tonal western art styles (4), showed no marked 

differences amongst the styles. Interestingly, Kevin’s responses in this area generally  
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showed him demonstrating more confidence in his abilities in the first year, rather than 

the second year.       

The volatility of Kevin’s responses in some areas indicates that he was not as aware of 

his skill levels as many other students in the program. One interpretation of the 

tendency for Kevin’s ratings to decline in the second year could take into account the 

fact that it was in the second year that he was taking a more advanced Musicianship 

level, and this might have negatively influenced his perception of his skill levels. 

Kevin’s integration of his music learning

Kevin also indicated on the Music Attitude Questionnaire his ability to integrate his 

music learning six times over the study (Table I7).6

• Extent to which Kevin related his program class learning to his general music 
understanding and training 

Kevin perceived what he was learning as having considerable relevance (5 to 6) to his 

general music understanding and training. His comments from the Musicianship 

Reflective Journals show some of the ways he was able to relate his learning.   

(lesson activity: aural perception) 
 
I found the rhythmic exercises fun and interesting and I think it might help my music because it will be 
easier to work out the rhythm. 

 
(lesson activity: rudiments of music) 
 
I think it will help my theory….I think it relates to the theory I am studying privately. 

 
• Extent to which Kevin related his program class learning to his school music 

studies

On one occasion Kevin rated his perceptions of the relationship between his program 

class learning and his learning in school music. He detected considerable similarity (5) 

and considered his class learning in the program to assist his school music studies a 

little more than the other way around (6, compared with 5).   

• Extent to which Kevin perceived his program class learning to be of future 
assistance 

Kevin’s journal comments such as those below showed that he recognised the future 

value of what he was learning.                                                              

 

 

                                                                                                                                                                          
5 1-7 rating scale, where 7=highest. 
6 1-7 rating scale, where 7=highest. 
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(lesson activity: aural perception and theory) 
 
The intervals will help my aural skills…It will probably help my instrumental playing. 

 
(lesson activity: sight singing) 
 
Learning the solfege should improve my ear which will help with my playing.  

Kevin’s reflections on his music learning

Kevin’s comments, though not extensive, do show evidence of reflection. Overall, he 

did integrate his music learning effectively. The following comment from his journal 

shows that his learning in class presented him with new experiences. 
 I learnt lots of new stuff which should be of use to me in my playing. 

10.1.3 Other Factors Influencing Kevin’s Music Development 

Kevin’s Interpersonal Support 

Kevin described the influence of his parents, teachers and peers over the years. The 

primary influence had been his mother, who had encouraged him to begin learning the 

violin when he was 6 years old. Kevin also highlighted the role of his second bassoon 

teacher, the teacher who had encouraged him to audition for entry to the program.   

Kevin’s Intrapersonal Attributes and Personal Learning Style 

As noted, the nature of Kevin’s practice at the commencement of the research 

monitoring was between 1 ½ to 2 hours per week, lower than the amounts of practice 

achieved by the majority of students in the program. Many of Kevin’s comments in The 

Musician’s Practice Log (Kaplan, 1985) revealed his awareness of his difficulties with 

his practice routine, and showed key issues to be time management, consistency and 

motivation.  

At the end of each term Kevin reviewed his practice times and planned to increase his 

weekly times for the forthcoming term. On several occasions he set himself a goal to 

increase this to 3 hours per week, however even by the end of the year this was not 

taking place on a consistent basis. Completing the logs made him increasingly aware of 

the importance of having weekly lessons, and he acknowledged his lack of practice in 

the weeks when his teacher was interstate or overseas. Kevin’s practice is profiled in 

Tables 10.1 - 10.3.7

 
 
 
 
 
                                                           
7 Details appear as recorded in the logs and are, as far as possible, an accurate representation of all work 
undertaken for each term. 
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Table 10.1  Kevin’s Bassoon Repertoire and Practice (Year One) 

 
Technical Work Repertoire Goals 

Scales Bach: Partita  
Chromatic scale Mozart: Rondo  
Exercises Eccles: Sonata in G minor  
Arpeggio study Orchestral pieces  
Studies nos 2, 3, 11, 12, 13, 15, 18, Young Con Wind Ensemble pieces  
19, 22, 27, 31, 32   
Study in C major   
Rhythm exercises   
 

Total Practice Time Per Week          Hrs.Mins Term 
1 2 3 4 5 6 7 8 9 10 11 

1 3.00 2.00 2.15 0.45 1.00 1.30 1.15 2.15 X X X 

2 2.00 3.00 2.00 2.30 2.00 3.00 3.00 * X X X 

3 ** ** 2.45 2.00 3.00 2.45 # 3.00 2.30 2.45 X 

4 3.30 ** # ** # ** # 4.00 4.15 5.15 X X X X 

 
X weeks Kevin was not requested to complete logs    
* school examinations 
** sick 
# no lesson 
 
Table 10.2  Kevin’s Bassoon Repertoire and Practice (Year Two) 

Technical Work Repertoire Goals 
Scales Some previous repertoire plus:  
Chromatic scale Galliard: Sonata no. 3  
Exercises Danzi: Concerto in A minor  
Rhythm exercises Mireshnikov: Scherzo  
Studies nos 16, 28, 29, 34   
 

Total Practice Time Per Week          Hrs.Mins Term 
1 2 3 4 5 6 7 8 9 10 11 

1 2.30 3.00 3.00 2.45 2.45 3.00 * 2.00 X X X 

2 2.45 3.00 ** 2.00 1.45 * 3.00 3.35 * X X 

3 3.50 3.00 * 2.50 # 3.30 4.00 4.30 ** 2.00 2.45 

4 4.00 3.45 # # 5.00 4.45 X X X X X 

 
x weeks Kevin was not requested to complete logs    
* school examinations 
** sick 
# no lesson 
 
Table 10.3  Frequency of Kevin’s Weekly Bassoon Practice over Two Years 
 

Number of Days Practised Per Week 

Year 1 of Study Year 2 of Study Term 

minimum maximum average minimum maximum average 
1 1 3 2 0 4 2 
2 0 3 2 0 3 1.7 
3 0 4 2 0 4 2.4 
4 0 6 3.2 0 5 2.6 
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Year One 

• Term 1 

Kevin’s practice times ranged from 1 to 3 hours per week, and appeared to be due to the 

combination of not being seriously committed to his instrument and a lack of 

motivation, owing to the limited repertoire he had been given to learn. Kevin 

experienced considerable guilt over what he perceived to be a limited effort, and  

intended increasing his practice time during Term 2, adopting a personal goal of three 

hours per week. He was working mainly on technical studies, scales and exercises, and 

was keen to commence some pieces. His teacher, however, had maintained that it was 

necessary for him to improve his technique before tackling repertoire. Kevin’s 

comments, such as those below, refer to his motivation and time management.    

Motivation. 
I did lots of practice in the three days leading up to my lesson, but not much before that. 

 
Time management. 
I have limited time available for practice, as I have to leave home between 6.00 and 6.30 am for 
school music rehearsals. Because of afternoon school commitments and homework, I end up doing 
practice between 8.00 and 9.00pm, which is not ideal. 

 
I need to improve my practice routine by practising more on the days I am free to make up for the 
days I don’t practise. I also need to change things so that practice is not the last thing on my ‘to do’ 
list for the day. 

 
• Terms 2 and 3 

Although not having achieved his weekly 3-hour goal, Kevin’s attitude and 

commitment towards his practice had improved from the previous term, and was 

reflected through the following comments, the nature of which tend to be self-

monitoring and positive. 

Time management. 
This time I did lots of short practice sessions, instead of a few long ones. I think I achieve more by 
practising this way and it allows me to set myself more goals. 
 
I am working more, and thinking about other irrelevant things less while I am practising. 
 
The problem is that I never practise in the morning and I could get potentially 1½ hours of practise 
done in the morning on the days I don’t go to band rehearsal or basketball practice. I plan to practise 
in the mornings in future.  
 

• Term 4 

Kevin was beginning to use the practice log to organise his time. Although achieving 

more practice in some weeks, his routine was not yet consistent, as evidenced by the 

fact that he did not practise for the three-week period in which his teacher was touring. 

The following comments indicate his dissatisfaction with this inconsistency and show 
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him beginning to implement changes in the nature of his practice to increase the 

effectiveness of time spent.   

Consistency. 
My practice routine is very inconsistent, as I tend not to practise in the weeks my teacher is away.  
Lessons make sure that I keep practising more regularly. 
 
Time management. 
I am now starting to use the log to organise my time. 
 
I increased my practice time because I had an audition coming up. 

 
Practice Routine. 
I should practise on or two pieces a day for 30 minutes instead of practising more pieces in less time 
which is what I am doing at the moment.   

 
Year Two  

During the second year of the study, Kevin developed a more regular practice routine of 

approx 30 minutes a day, where possible. He was still working on technical aspects of 

playing and was consequently again playing more studies than pieces. For a 

considerable proportion of the year his teacher had been readjusting his embouchure and 

he was spending much of his practice time mastering specific embouchure exercises. 

Many of Kevin’s observations relate to the same issues of time management and 

consistency, with comments such as the following typical. 

Consistency. 
I practise on the same days most weeks. 

 
Time management. 
I tend to practise in long sessions, when it might actually be better to practise in slightly shorter 
periods more often. 

 
It appears from his approach to practice that Kevin lacks both the dedication, discipline 

and intrinsic motivation of many students in the program. Over the two years, Kevin’s 

lack of motivation (not assisted by what seems to be an imbalance between technique 

and repertoire), together with his difficult to effectively manage his available time, 

resulted in modest levels of progress on his instrument.   

Kevin’s Affective Response 

Kevin’s Music Preference.  Kevin correctly identified each of the music styles he heard, 

and reported moderately high preferences (4 to 6) for each, with the exception of atonal 

western art music (2) (Table I8). For all but the early music category (which he ranked 

much lower), these ratings corresponded closely with his preferences in the second task 

that had no accompanying sound sources (Table I9). Kevin’s enjoyment was higher 

than, or equal to, his exposure, with the exception of atonal western art music (for 

which he indicated his enjoyment to be 1, and his exposure, 3). Features to which he 
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was attracted in the various styles included what he described to be the melody, 

rhythmic complexity, harmonious effects, and lyrics. By contrast, aspects to which he 

was not attracted included what he perceived to be a chaotic design, an absence of 

melody, a disguised beat, and lack of stylistic distinctiveness.  

Overall, Kevin’s responses show him to be attracted to a range of musical styles, thus 

demonstrating consistency with what he indicated to be his preferences at the 

commencement of the monitoring.  

Kevin’s Music Perception.  Kevin perceived his concentration to be lowest when 

listening to classical vocal music (Table I10), and though reporting this to be the only 

one of the four types of music in which he tended to become bored and distracted, his 

responses would indicate the nature of his listening in general to not be as highly 

developed as the listening of some of the other students in the program. Although a 

classical instrumentalist himself, it is interesting to note, for example, that he tended not 

to focus on specific instrumentation, or even instrument type, when hearing classical 

instrumental music. Across the four musical types, Kevin’s responses showed him to be 

most actively engaged when listening to popular vocal music (Table I11).  

Kevin tended to listen to between 5 and 9 music elements, and appeared to be aware of 

more elements when listening to popular rather than classical music (Table I12). 

Independent of style and medium, his responses showed that he consistently listened to 

the bass, frequently focused on instrumentation, rhythm, and accompaniment, 

sometimes was aware of mood, harmony and dynamics, less frequently considered 

style, form and meter, and was not aware of textural features. It would thus appear that 

Kevin’s approach to music listening showed a bias towards popular rather than classical 

styles and a focus on the bass, perhaps due to his main instrument. 

Kevin regarded his pitch perception to be moderately sound, and regarded neither 

himself nor his parents as having absolute pitch. Though correctly identifying only 11 

of the 50 pitches on the Pitch Recognition Test (Table I13), of interest is the fact that of 

the four instruments on which he was able to identify the most notes, three of them 

(bassoon, violin, piano) were instruments he played. Furthermore, the highest score he 

obtained on any instrument was the bassoon (3 out of 5), his main instrument. Of the 

remaining 39 pitches, his identification of an additional 11 were within close range (4 

within two notes higher, and 7 within two notes lower of the correct pitches). Kevin 

correctly identified 3 of the A’s and 4 of the  C’s (Table I14). 
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10.1.4 Outcomes 

Kevin’s Music Cognition 

Although Kevin’s music achievement was lower than the levels of some of the students 

in the program, his cognitive ability was very high. Kevin demonstrated the capacity to 

reflect on his learning and to utilise high higher-order thinking processes. Kevin’s 

progress on the bassoon was modest, however his practice log comments show his 

awareness of factors impeding his progress. His instrumental proficiency by the end of 

the two years should therefore be attributed to a lack of motivation, rather than 

underdeveloped levels of cognition.      

Kevin’s Music Engagement 

Consideration of the fact that Kevin’s engagement with music did not match the 

engagement levels of many students in the program should take into account that music 

was only one of his many hobbies. Kevin’s involvement in school music ensembles and 

activities, together with the fact that he was moderately proficient on two other 

instruments and had weekly theory lessons does indicate that music was an important 

part of his life, if not an activity for which he chose to set aside large amounts of time 

each day for instrumental practice.   

Kevin’s Music Achievement 

Kevin’s music achievement was not as high as some of the other students’. His skills by 

the end of the research monitoring – though not as developed as many of the other 

students (and could take into account that he was younger than many) – might well have 

been also due to factors of prioritisation, with music one of numerous  hobbies.  

Kevin’s Academic Achievement 

Kevin maintained consistently high levels of academic achievement at school over the 

research monitoring period. His reason for not taking classroom music studies was that 

his interests encompassed a broad range of other subjects. Hence, his accessing of music 

training outside of school (namely, the program and the community) as an alternative to 

classroom music studies enabled him to pursue his music interests in addition to his 

subject selection at school. Kevin’s academic work remained consistently high over the 

three years (GPAs: 5; 4.5; 5), and produced an overall GPA of 4.838  (Table I15).  
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Kevin’s Goals and Aspirations 

As noted, Kevin did not plan to pursue a music career, but expected that music would 

remain as a personal interest. By the end of the monitoring he was still undecided as to 

the direction of his career path.  

10.1.5 Summary of Kevin’s Music Development 

By the end of the two years, Kevin’s bassoon proficiency was approximately AMEB 6th 

grade standard. His music development over the time, though modest, resembles the 

likely progress of one for whom music is a source of enjoyment, rather than a serious 

career pursuit.   

Independent of this, Kevin demonstrated the ability to integrate his forms of music 

learning, in and out of the program (namely, by perceiving links between his 

Musicianship and private theory training, and by utilising his bassoon skills developed 

in the program in his school ensemble activities). Thus, for the purposes of the study, 

each of Kevin’s forms of music training (namely, the program, his school, and 

community) appears to be playing a significant role in his music development.  

Coda 

Contact with Kevin the year following the study showed him to be pursuing a wide 

range of music activities. By the time he graduated from the program (another year 

later), his bassoon playing had improved markedly (having achieved his goal of 7th 

grade), and his performing experiences included a number of large and chamber school 

ensembles, and several community music groups. He was also selected to perform in the 

QBSSSS Music Extension (Performance) Showcase state-wide concert. Although not 

intending a music career, Kevin planned to further develop his bassoon and jazz bass 

performing skills through solo and ensemble playing, alongside tertiary studies in a non-

music field. Kevin did, in fact, achieve his goal, and gained entry to a Bachelor of 

Microtechnology at the University of Queensland. He continued his bassoon playing 

with a community orchestra and maintained his jazz bass playing in a jazz ensemble.  

10.2 Linda’s Story 

Linda represents a minority of students in the program who are outstandingly proficient 

on their instrument and display unusually high degrees of musicality. She was from a 

family where both parents played a musical instrument. Like Bronwyn, Linda desired to 

commence tertiary music study early (with the same intention of pursuing overseas 

training at a young age) rather than finish school. Linda, however, was still attending 
                                                                                                                                                                          
8 1-5 rating scale, where 5=highest. 
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school at the completion of the monitoring. As an active performer and competition 

entrant, Linda had won competitions at state, national, and international level.   

10.2.1 Linda’s Prior Music Experiences and Achievements 

Linda’s Demographics 

Linda was of European descent. At the commencement of the study she was 13 years 

old, attending a state secondary school (Year 9), and was playing the piano and violin. 

She had been enrolled in the program two years and was receiving piano tuition.  

Linda’s Music Training and Influences 

Linda had been exposed to classical music in her home environment, particularly as her 

father was a professional orchestral violinst. Her mother had attained a high level of 

proficiency on the piano and her brother also played a musical instrument.      

Linda commenced learning the piano from her mother from four years of age, and had 

strongly desired to learn a full year prior to this. This desire had emerged through 

observing her mother teaching piano students at home. Linda’s lessons with her mother 

continued six months before she began learning from another piano teacher. Her father 

urged her to learn the violin from the age of eight, which she did for a year before 

quitting in response to what she perceived to be pressure and high expectations from 

him. The standard Linda attained on the violin over this time was approximately AMEB 

Grade 1.  

Linda’s desire to learn music was prompted by the fact that she was part of a musical 

family, and listening to her father and mother practising had developed her sense of 

interest in music. However, it was particularly from listening to her mother teaching a 

student of the same age as herself that made her especially want to be able to learn 

piano also. She had enjoyed the lessons from her mother and continued to receive strong 

parental support with her music studies over the years. In addition to her mother, Linda 

received piano lessons from two other teachers prior to entering the program. She 

recalled the teacher with whom she began formal lessons to have been above average, 

organised in approach, and friendly, encouraging and supportive. Linda attributed her 

motivation to practice regularly during the early years of learning to her parents’ 

considerable involvement with her lessons and practice at home. 

Another key factor which Linda considered had helped sustain her motivation to learn 

over the years was hearing professional performances. Specifically, Linda considered 

her attendance at numerous Queensland Symphony Orchestra concerts and opera 
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productions to have encouraged her interest in music. Linda had begun to pursue music 

seriously prior to ten years of age. 

Linda’s Music Practice 

Linda had demonstrated a strong desire to practise daily over the years, and considered 

her parents’ interest in, and encouragement of, her lessons and practice sessions to have 

been key factors that had facilitated her establishment of this routine.   

Linda’s average daily practice time prior to enrolling in the program was fairly 

irregular, however this had since increased to a current routine of approximately 1 1/2 to 

2 hours per day, with 30 minutes spent on scales and Czerny, Prokofiev, and Chopin 

studies each morning. 

Linda’s Music Engagement 

At the commencement of the monitoring Linda reported music to be very important to 

her and that it was her main interest.  

Linda had played the violin in her school orchestra but had soon ceased this, as the 

performing standard of the ensemble was very elementary. She had played in many 

competitions and eisteddfodau (including the Queensland Piano Competition and 

Ipswich eisteddfod) as a soloist, and had performed piano concertos with the 

Conservatorium Music School Orchestra (so named at the time) and Queensland Youth 

Orchestra I. Linda had also attended the wide range of concerts already mentioned. In 

all, Linda’s music engagement was so intense as to warrant description using the 

highest grading of 59  for the study.  

Linda’s Music Preference 

Linda expressed strong preferences for Romantic and Baroque music, and disliked 

eighteenth-century classical music and all popular styles.    

Linda’s Music Aptitude 

Linda achieved a very high score on the Advanced Measures of Music Audiation 

(Gordon, 1989), and showed her to possess equal strengths in the areas of tonal and 

rhythmic aptitude. Her result of 68 out of 80, when converted to percentile rank norms, 

placed her in the top 8% of high school-aged students10 (Table I16). 

 

                                                           
9 1-5 rating scale, where 5=highest. 
10 Linda achieved the following scores (percentile rank norms in brackets): tonal: 34 out of 40 (96); 
rhythm: 34 out of 40 (89); total: 68 out of 80 (92). 
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Linda’s Music Achievement  

Upon enrolling in the program, Linda’s piano playing had been approximately AMEB 

7th grade standard, and her violin playing approximately 3rd grade. Over time, Linda had 

progressed further so that she was between 8th grade and A.Mus.A. standard piano when 

the monitoring commenced and, through her involvement in school orchestra over the 

years, had acquired an approximate AMEB 5th grade playing standard on the violin. 

Linda had not studied theory in the past, but had recently begun lessons and was 

progressing through AMEB 4th grade work.   

Linda’s Academic Achievement 

Linda did not especially enjoy her school work. Her preferred subjects were English, 

German, Music and Typing, and her least preferred, Manual Arts and Mathematics. As 

Linda’s increasing school workload was steadily reducing the available time she had for 

piano practice, she and her parents on several occasions considered the prospect of her 

pursuing tertiary music studies instead of completing school. Linda did not provide 

details of her school results from the year prior to her participation in the research 

monitoring, but did indicate that she was satisfied with pass grades overall, in view of 

the intensity of her music commitments.  

Linda’s Goals and Aspirations 

Linda had set herself high career goals. At the commencement of the research 

monitoring, she aspired to become a solo concert pianist.                    

10.2.2 Music Experiences and Training Influencing Linda’s Music Development 

Linda’s School Music Experiences and Training 

Linda had elected music as a school subject because she believed it would be easy for 

her. Of its various components, she preferred performing the most, and listening the 

least. She was also involved in the school orchestral and chamber performing 

ensembles, in which she played the violin and piano. 

Linda’s Community Music Experiences and Training 

As noted, Linda had enjoyed the opportunity to perform several piano concertos with 

orchestras, and had performed in many solo concerts. She also attended concerts 

regularly. 
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Linda’s Young Conservatorium Music Experiences and Training 

Linda’s program of study

Linda was receiving individual instrumental and classroom lessons in the program, 

however the nature of these differed slightly to most students in the program. 

Specifically, she was benefiting from two one-hour piano lessons each week, was 

attending Musicianship classes (Level 6) in the first year; and Secondary Music Studies 

classes (Level 8) in the second year, as well as AMEB theory classes. Moreover, owing 

to her proficiency on the piano, Linda was also involved in the additional chamber 

activities available to students with especially high performance skills. She also 

rehearsed piano concertos with the Young Conservatorium Symphony Orchestra from 

time to time.  

Linda’s expectations of the program

Linda had enrolled in the program primarily in order to receive quality, specialised 

piano tuition. Although her key focus was the piano, she acknowledged her need to 

improve her theoretical skills, as she did not have the foundation that many of the other 

students in the program had gained through private AMEB theory lessons in the 

community. Hence, her recent decision to enrol in the program’s AMEB Theory 

Preparation classes. 

Linda’s perceptions of the program learning environment

Linda perceived a substantial improvement in her piano playing since her enrolment in 

the program, and attributed this to her increased practice time, which had been a result 

of both her teacher’s high expectations and peer competition within the program. She 

attributed her improved levels of achievement, self-motivation and discipline to all 

these factors. 

Linda’s perceptions of Musicianship classes

Linda’s following comment from her Musicianship Reflective Journals shows that she 

expected the Musicianship classes would develop her aural and rhythm skills. 

To have more aural training and gain confidence in rhythm writing. 

Linda’s perceptions of the learning environment of Musicianship and Secondary Music 
Studies classes

Linda’s feedback on the What is Happening in this Class? questionnaire (Aldridge et 

al., 1998) showed high overall satisfaction with the classroom learning environment in 

both years of the research monitoring, especially in relation to the aspects of student 

cohesion, teacher satisfaction, task orientation, and equity. Linda did not, however, 
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perceive students’ involvement and cooperation to be as high (Table I17). As seen 

below, one of Linda’s comments from her Musicianship Reflective Journals during the 

first year showed that she found the classes to be beneficial, and that they 

complemented her other music experiences. 

 Basically all aspects of the course have been of benefit to me and I feel that I now have a 
broader knowledge base in which to continue in music. I feel the musicianship classes have 
complemented the instrumental and ensemble studies as you become a more aware and critical 
musician. 

Teacher expectations and perceptions of Linda

Linda’s piano teacher was unavailable at the time of data collection, hence the 

researcher provided the following assessment of Linda’s development, training and 

abilities, based on direct knowledge of her as a student in Musicianship and Secondary 

Music Studies classes, and having heard her perform.  

Linda displayed a keen desire to do her best, was very hard-working and extremely 

persistent in her approach to learning, and exhibited highly competitive qualities. She 

possessed well-above-average levels of emotional maturity and physical coordination, 

was above average in her social and interpersonal, and visual artistic skills, above 

average in linguistic ability, and displayed average levels of mathematical and logical 

reasoning. Linda was extremely interested and highly involved in music, demonstrated 

impressive levels of perseverance, and possessed outstanding music aptitude. Her 

practice routine generally matched her teacher’s expectations, both in terms of 

frequency and duration (up to 2 hours daily), and her practice habits were extremely 

thorough. She displayed intuitive music intelligence, exceptional musicality, an 

excellent sense of individuality and performance flair, very secure auditory abilities 

(absolute pitch), and above-average rhythmic sense. Her motor skills and motor 

memory were also excellent.  Linda was easily placed in the top 10% of music students 

in her age group.      

Linda’s attitudes towards her music learning

At the commencement of the monitoring, Linda considered her strengths to lie in her 

instrumental and aural abilities. Using the Music Attitude Questionnaire, she rated her 

music skills five times over the course of the study (Tables I18 - I20).11

With the exception of her abilities to listen to different music styles, Linda’s 

considerations of her other skills were quite consistent over the two years (fluctuating 

up to two bands in the case of her instrumental skills, but one band in all other skills).  

                                                           
11 Using a 1-7 rating scale, where 7=highest. 
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Linda perceived her instrumental playing to be the strongest of her skills (between 5 and 

7), but also regarded her music reading and aural skills to be strong (between 5 and 6). 

She considered that of her abilities, writing music and her understanding of the 

nominated principles of music construction were slightly less developed (between 4 and 

5), and her vocal skills to be average (4). Her ratings of these areas over the two year 

time-frame showed her to firstly, perceive an increase of one band in her instrumental 

playing (6 to 7), music writing (4 to 5) and aural skills (5 to 6), and secondly, consider 

her vocal skills and understanding of music construction principles to remain consistent 

over the time.  

Of surprise (considering her overall advanced music proficiency) was firstly, the fact 

that at the commencement of the study, Linda perceived her ability to listen to each of 

the music styles to be below average, and secondly, her ratings for each style showed a 

marked increase (up to four bands, in the case of popular music) in the middle of the 

first year but – for several styles (popular, early, and world music) – subsequently 

returned to approximately their initial levels by the end of the year. 

By the end of the monitoring Linda perceived no change in her understanding of 

popular and early music styles (remaining weak at 2), but her understanding of western 

tonal and atonal styles and world music to have increased over the two years.  

Interpretation of Linda’s responses firstly reinforces the advanced nature of her piano 

and aural skills, and secondly, reflects (and coincides with) her exposure to each of the 

five music styles as part of her Musicianship learning during the first year of the study.  

Linda’s subsequent drop in her ratings for popular and early styles the next year (being 

also possibly attributed to the fact that neither style occupied an important component of 

her Musicianship classes in the second year) may also be linked to her lack of exposure 

to either style through her piano repertoire.  

Linda’s integration of her music learning 

Linda also indicated on the Music Attitude Questionnaire her ability to integrate her 

music learning five times over the study (Table I21).12

• Extent to which Linda related her program class learning to her general music 
understanding and training 

Linda perceived her program class learning to have considerable relevance (4 to 6) to 

her general music understanding and training, especially in the first year when she was 

taking Musicianship classes (5 to 6).   
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One explanation for Linda’s perception of the relevance of her Musicianship studies 

declining over the two years could be linked to the fact that by the second year of the 

study she was taking the highest Musicianship level in the program ( Level 8), the 

content of which would have been substantially more advanced than her learning in 

classroom school music at this time. 

Several of her comments from the Musicianship Reflective Journals, such as those 

below, illustrate specific ways she perceived the relevance of this learning.   

(lesson activity: aural analysis of selected repertoire; melodic dictation) 
It is helpful in performing and improvising. 

(lesson activity: writing cadences; chord identification) 
I also learn this in 4th grade theory. 

• Extent to which Linda related and applied her program class learning to her school 
music studies 

Though Linda detected no obvious similarities between her program class experiences 

and her school music, she did report that her learning in the Musicianship and 

Secondary Music Studies classes assisted her school music to a greater extent (3 to 5) 

than the other way around (3).   

• Extent to which Linda perceived her program class learning to be of future 
assistance 

Comments such as the one below show that Linda recognised the future value of her 

learning: 
The knowledge of intervals helps me recognise the inversions quicker….If I can recognise 
chord inversions quickly, it helps to memorise and learn my pieces quicker. 

Linda’s reflections on her music learning 

Linda did not comment as fully as some students in the program, but the comments she 

did make, such as the one below, do provide evidence of her capacity to reflect on her 

learning, and, moreover, integrate this learning.    
 I gained valuable information on the characteristics of different styles of music, and it has been 
beneficial to my piano playing. 

 

                                                                                                                                                                          
12 Using a 1-7 rating scale, where 7=highest. 
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10.2.4 Other Factors Influencing Linda’s Music Development 

Linda’s Interpersonal Support 

Linda acknowledged firstly, the ongoing support of her parents in her music 

development, and secondly, the influence of her piano teacher who not only guided her 

piano playing, but suggested that she audition for the program.   

Linda’s Intrapersonal Attributes and Personal Learning Style 

Linda was extremely dedicated to her piano playing and achieved large amounts of 

practice regularly. She managed to cope effectively with large quantities of technique 

and repertoire, but struggled to balance music with school work. Linda considered her 

music interests far more important than school, and the two years of the research 

monitoring show Linda increasingly spending more time on her instrument at the 

expense of her school studies. In fact, perceiving her school work as hindering her piano 

progress, Linda and her parents considered the prospect of her leaving school early to 

access full-time tertiary music studies.    

The seriousness with which Linda approached music learning is demonstrated in the 

nature of her piano practice, as recorded in The Musician’s Practice Log (Kaplan, 

1985), and her achievement on the piano over the study time-frame (Tables 10.4 - 

10.6).13    

Table 10.4  Linda’s Piano Repertoire and Practice (Year One) 

Technical Work Repertoire Goals 
Scales Mozart: Sonata Queensland Piano Competition 
Arpeggios Mozart: Concerto in A, K 414 Concerto performance 
Czerny: Studies Schumann: Sonata in G minor with Chamber Ensemble 
 Chopin: Ballade no. 4 Queensland 
 Smetana: Polka  

 Rachmaninoff: Prelude in Bb 
major National Academy Program 

 Suk: Love Song  
 Liszt: Funerailles  
 Bartok: Bulgarian Dances  
 Dvorak: Violin sonata  
 (piano accomp)  
 

Total Practice Time Per Week          Hrs.Mins Term 
1 2 3 4 5 6 7 8 9 10 11 

1 11.30 12.10 10.30 9.15 8.55 8.05 5.20 7.40 X X X 

2 11.10 11.05 9.45 11.55 11.35 12.25 15.30 16.10 X X X 

3 12.10 14.15 13.10 10.20 9.40 11.15 10.00 13.00 15.15 14.20 16.00 

4 14.00 13.30 11.15 12.30 9.00 16.10 14.00 X X X X 

 
X weeks Linda was not requested to complete logs 
                                                           
13 Details appear as recorded in the logs and are, as far as possible, an accurate representation of all work 
undertaken for each term. 
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Table 10.5  Linda’s Piano Repertoire and Practice (Year Two) 

 
Technical Work Repertoire Goals 

Scales Some previous repertoire plus: Yamaha Piano  
Arpeggios Bach: Prelude and Fugue  Competition; 
Czerny: Studies in D minor (Book 2) Qld Piano Competition; 
 Haydn: Sonata in C major (I) ABC Young  

 Liszt: Concert Etude (Un 
Sospiro) 

Performers Award; 
Concerto performance 

 Tchaikowsky: Dumka with Young Con Orchestra 
 Martinu: Two Preludes  

 Rachmaninoff: Piano Concerto 
no. 2   

Total Practice Time Per Week          Hrs.Mins Term 
1 2 3 4 5 6 7 8 9 10 11 

1 12.00 13.30 13.15 12.00 14.20 12.50 13.00 15.45 X X X 

2 lost           

3 16.15 16.00 13.20 14.00 17.15 16.20 12.40 13.45 15.00 * 14.00 

4 15.10 17.00 18.15 18.00 16.00 14.25 X X X X X 

 
X weeks Linda was not requested to complete logs 
* sick 
 
Table 10.6  Frequency of Linda’s Weekly Piano Practice over Two Years 

 

Number of Days Practised Per Week 

Year 1 Year 2 Term 

minimum maximum average minimum maximum average 
1 6 7 6.9 6 7 6.8 
2 6 7 6.8 lost   
3 7 7 7 0 7 6 
4 6 7 6.6 7 7 7 

 

Year One  

Term 2 Events: Young Conservatorium piano recital; Young Conservatorium 
keyboard technique examination 

Term 3  Events: Queensland Piano Competition; Concerto performance with 
Chamber Ensemble Queensland; National Academy of Music program 

Term 4  Events: Young Conservatorium piano examination 

One of Linda’s goals over the year was to improve her musical memory, and over the 

forthcoming months to re-learn and memorise her repertoire of several years ago to use 

it for competitions in the future.     

Linda found completing the practice logs to be very time consuming, and chose to 

record her practice times on a separate sheet and transfer them to the log at the end of 

each term, rather than write directly in the log itself. As a result, Linda’s comments 

throughout each log were brief and, having been written in retrospect, often lacked 

detail. Interviews with her at the end of each term did show her to possess impressive 
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levels of maturity, think extensively about her practice, concentrate well, and utilise a 

variety of practice strategies.  

Linda, however, perceived herself as disorganised. Her greatest concern related to time 

management, as the following comment shows. 

Time Management. 
I have to learn to use time more efficiently and try to get organised better but I don’t know how. 

 

Year Two  

Term 2  Events: Young Conservatorium piano recital; 
Young Conservatorium keyboard technique examination 

Term 3 Events: Yamaha Piano Competition; ABC Young Performers Award; 
Queensland Piano Competition   

Term 4  Events:Young Conservatorium piano examination; 
Concerto performance at Young Conservatorium Showcase Recital 

 

This year Linda had many goals, including various recitals, competitions and 

examinations. Her need to increase her daily practice to between 2 and 3 hours to learn 

appropriate repertoire meant a further diminishing of available time for school work, 

and Linda accepted this as necessary in order to achieve her ultimate career goal of 

performing. Linda’s comments over the year again showed time to be her primary 

concern.     

Linda’s Affective Response 

Linda’s Music Preference.  Linda correctly identified each of the music types on the 

task (Table I22). In terms of her preferences, she showed an obvious attraction (7) to 

tonal western art music styles, and a strong dislike of popular and world music (1).14 

Aspects of music to which she was attracted included what she described to be 

uniqueness (atonal western art music), different harmonies (early music), entertaining 

and romantically vivid qualities (tonal western art music). By contrast, her reasons for 

not liking specific music styles ranged from it being not comfortable to listen to, to what 

she perceived as being plain and repetitious. 

Though not exact, her ratings here corresponded fairly closely (within two bands) to her 

responses on the second part of the task (Table I23) and, in relation to tonal western art 

styles, reinforced her comparative dislike of Classical (18th century) music (4). Her 

ratings of atonal western and world music styles increased two bands from the first task. 

Her exposure levels corresponded closely (within one band), if not exactly, with her 

                                                           
14 Using a 1-7 rating scale, where 7=highest. 
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enjoyment levels, with the noticeable exception of popular music styles (where her 

enjoyment remained as 1, despite her exposure of 5).  

Analysis of the above indicates Linda’s responses to be consistent with her music 

preferences at the commencement of the research monitoring. 

Linda’s Music Perception.  Linda perceived her concentration to be slightly higher 

when listening to classical instrumental music than the other music styles (Table I24). 

She tended to become bored and distracted when listening to vocal music. Linda rarely 

employed her imagination, and, although claiming to listen neither generally nor 

intently to any of the styles, indicated that she was most actively engaged when 

listening to classical instrumental music, even anticipating the direction of the music. 

She was more aware of vocal timbre than words, and reported usually listening for 

specific instrumentation in popular instrumental music only (Table I25). 

Linda tended to be aware of anywhere between four and eight music elements, 

depending on the style and medium of the music (Table I26). She appeared to be 

consistently aware of musical style, melody and harmony; frequently aware of mood; 

sometimes aware of the rhythm; occasionally aware of instrumentation, dynamics, 

accompaniment, and bass; but not generally aware of formal, textural and metrical 

qualities.  

Linda showed a more highly developed sense of aural awareness when listening to 

classical instrumental music, and this may have been linked to her advanced pianism, 

general exposure, and preference for this style and medium. 

In relation to pitch perception, Linda indicated that both she and at least one family 

member possessed absolute pitch, and that she had been aware of her ability to 

recognise pitch as early as 6 to 8 years of age. Linda was able to identify all fifty notes 

on the Pitch Recognition Test (Tables I27 and I28).      

10.2.4 Outcomes 

Linda’s Music Cognition 

Linda displayed very high levels of cognitive ability. Her piano achievement was the 

outcome of higher-order learning processes involving the employment of practice 

techniques appropriate to her advanced repertoire and, of course, her high level of 

intrinsic motivation. Linda reflected on her music learning also through her journals and 

demonstrated a maturity of approach to learning music in general.  
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Linda’s Music Engagement  

Over the duration of the study, Linda performed twice with professional orchestras, 

made recordings, won a state competition, participated in the National Academy of 

Music program, and was a finalist in the Australian Broadcasting Commission (ABC) 

Young Performers’ Competition. In the program, she was chosen to perform 

Rachmaninov’s 2nd Piano Concerto with the Symphony Orchestra at a Young 

Conservatorium Showcase Concert.   

Linda’s Music Achievement 

Over the duration of the study, Linda’s piano playing improved rapidly so that by the 

end of the two years she was regularly performing L.Mus.A. standard repertoire.  

Through the AMEB classes in the program she completed her 4th grade theory 

examination, covered the requirements of 5th grade theory, and was preparing for her 6th 

grade musicianship examination. 

Linda’s Academic Achievement 

Though not all of Linda’s school results attained over the two years were available, she 

did report these to be to be of a considerable standard and that her reasons for not 

aiming for high academic achievement related to the fact that she prioritised her music 

learning over her school studies. For the year she provided school grades, she attained a 

calculated GPA of 415 (Table I29). 

Linda’s Goals and Aspirations 

Linda’s development and achievement on the piano over the time indicate that she is 

progressing steadily towards her performing goal.  

10.2.5 Summary of Linda’s Music Development 

Linda’s music development demonstrates the importance of exposure, family support, 

motivation, and a disciplined approach to learning. Linda benefited from what she 

considered to be peer competition in the program, and attributed her progress on the 

piano since enrolling to be the result of high-quality, intensive tuition.   

Although having in both years of the study considered the option of pursuing an 

accelerated path to tertiary music study, Linda ultimately decided to further develop her 

piano skills in the YCP alongside school work and, upon completing Year 12, audition 

for entry to the QCGU’s undergraduate degree program. Linda’s music path over the 

                                                           
15 1-5 rating scale, where 5=highest. 
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two years appears to place the program by far the most central component of her music 

learning.  

Coda 

The researcher’s follow-up contact with Linda the year following the completion of the 

study showed her to be still heavily engaged in her music commitments in the program, 

and practising intensely for several forthcoming recitals. In addition to preparing for 

State and National competitions, she had been selected to participate in an International 

Piano Competition for Young Pianists in Europe. By the time Linda graduated from the 

program, she had won numerous awards, one of which enabled her to travel again to 

Europe to tour and have her performance broadcast across Europe. Linda’s piano skills 

were of an exceptionally high level for her age, and resulted in multiple performance 

opportunities on Australian and overseas radio and television. The researcher’s last 

contact with Linda saw her travelling to Norway for a month to receive piano lessons, 

accepted for entry into the QCGU’s undergraduate degree program, and working 

towards another international competition. 
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CHAPTER 11 

DISCUSSION OF FINDINGS 

11.0 Introduction 

This chapter provides a summary discussion of the main findings of the three substudies 

presented in Chapters Five to Ten, with the purpose of addressing the research questions 

of the study. 

The study addressed two key areas cited in the literature as needing further 

investigation, and in which there is limited knowledge in Australia: research into the 

music development of adolescents, and the nature of music learning in pre-tertiary 

specialised music training contexts. 

Reference was made at the beginning of this thesis to a statement from 

Csikszentmihalyi et al. (1993) that highlighted the complex and multi-faceted nature of 

music development through consideration of its emotional, motivational and cognitive 

components, and the need for discipline and skills, access to social supports and cultural 

opportunities, and a mature personality for music development to occur.  

Four main factors have emerged from the literature as important for music development: 

early music experiences, access to opportunities, the learning environment, and personal 

characteristics. All of these – and, in particular, early exposure, the need to offer to 

those demonstrating above-average music ability specialised training that caters for the 

individual through a flexible approach and accelerated options, the conduciveness of 

specialised program environments for learning music at advanced levels, and the 

importance of endurance, dedication, concentration and motivation (especially intrinsic) 

– have emerged in the present study.  

Discussion of the main findings highlights the influence that music experiences, 

training, and other non-musical factors can have on music development and 

achievement, and which have formed the framework of the theoretical model used to 

guide the study and address its five research questions. 

11.0.1  Research Question One  

• What is the relationship between secondary students’ prior music experiences, 

achievements and aspirations on their initial and continuing engagement in the YCP, 

and musical and other outcomes? 
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Students’ music experiences and achievements prior to entering the program, and their 

music experiences and training during the study were considered in order to address 

Research Question One.  

The study findings regarding students’ prior music experiences and achievements were 

found to be strongly related to their initial and continuing engagement in the program, 

their aspirations, and outcomes. 

Findings from the 117 students (Substudy 1) support the literature that shows early 

commencement of music lessons accompanied by parental encouragement and one’s 

own desire to learn an instrument, plus the ongoing influence from a number of other 

sources (particularly teachers, peers, siblings, and music performing experts) and 

reasonably high levels of music aptitude to be likely antecedents for above-average 

music achievement in adolescence, and for adolescence to be a time where music 

becomes an activity to which individuals devote much time and effort, music 

preferences are developed, and learning becomes more focused and goal-driven. 

Additional findings from the 15 case-study students (Substudy 3) confirm that young, 

above-average musicians emerge from both musical and non-musical families, more 

important than the parents’ own music engagement is the involvement of parents with 

their child’s lessons and/or practice, music listening usually occurs in the home 

environment, the first instrumental teacher is of considerable importance, and for 

learning to commonly extend to more than one instrument. Music practice was found to 

shift over time from being an activity largely dependent on and/or accompanied by 

parental guidance and support, to an activity increasingly driven by one’s own 

motivation (extrinsic and/or intrinsic), becoming a commitment involving the allocation 

of considerable amounts of time. 

Research showing the tendency for music commitment to frequently lead to high music 

achievement also finds support in the study, with all 117 students (Substudy 1) gaining 

acceptance to the program by competitive audition. There is considerable evidence 

across the literature that shows that many young musicians who do choose to pursue 

their music studies seriously during adolescence, and do experience music success, in 

fact develop long-term music commitments. As noted, approximately fifty-four percent 

(54.3%) of the students in Substudy 1, and 64.9% of the students in Substudy 2 did plan 

to proceed to tertiary music study with the specific intent of developing musical careers. 

There is also a large body of research that shows sustained, and high, engagement to be 

important for continued development in music, a finding also emerging in the present 
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study. Students’ enrolment in the program alone testifies to their high levels of music 

commitment, and their continued program involvement – especially in the second year 

of the study, in which program restructuring, with its flexibility of options, in fact saw 

most students still (but now through personal decision) engaging in multiple course 

components. The program engagement of all 117 students (Substudy 1) indicates high, 

and sustaining, levels of music interest, and suggests an intensity of engagement 

particularly evidenced in the undertakings of the 15 case-study students (Substudy 3): 

all demonstrated high involvement, not only by the nature of their programs of study 

(normally instrumental lessons, ensembles, and/or classes), but through their reflection 

on, and integration of, this learning, with all exercising very high levels of music 

cognition.  

As Substudy 2 (former students) showed, some students did withdraw from the 

program, but their reasons for doing so were associated with a range of issues (for 

example, finances, time, transport, perceived competition) rather than a declining 

interest in music itself, and the fact that their decisions were influenced by non-musical, 

rather than musical, factors finds further support in the knowledge that all were 

sustaining their music interests upon program departure.1 Substudy 3 (case studies) also 

showed that for students who withdrew, music was generally an activity that was 

sustained. Only Gemma abandoned her music, and this was on account of her school 

workload and available time.  

Positive music outcomes broadly characterised the paths of students, and these were 

related to prior music experiences, achievements, program engagement, goals and 

aspirations. Consideration of the fact that all of the 117 students (Substudy 1) aspiring 

musical careers, and 96% of the graduating students (Substudy 2) whose intention it 

was to pursue a musical career did proceed to tertiary music training firstly reinforces 

the importance (and necessity) of early music exposure and training, and secondly, 

suggests that students’ experiences in the program were conducive to music 

development and achievement, and, most importantly, assisted in the realisation of 

personal goals and aspirations that were music career-related. Positive outcomes, 

however, were not confined to students whose primary ambitions were musical: overall 

outcomes were also positive for other students whose aspirations did not involve an 

musical career, with sustained music engagement beyond program involvement able to 

                                                           
1 The continued involvement of students was judged on student feedback at the time of data collection, 
approximately six months following their withdrawal from the program. 
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be interpreted as a sign of life-long valuing of music for its own sake, independent of 

income benefits.   

11.0.2  Research Question 2 

• To what extent is the gender, ethnographic background, age, or academic 

achievement of these secondary-aged students related to their music development 

and achievement? 

Data relating to students’ non-musical characteristics (demographics and academic 

achievement) were considered in order to address Research Question Two.  

Students’ genders, ethnographic backgrounds, and ages were found to be unrelated to 

music development and achievement. Some links were, however, observed between 

academic achievement, music development and music achievement. Though studies of 

music and academic achievement are few, such links are supported in the findings of a 

number of those that have been conducted. 

The 117 students (Substudy 1) included almost equal numbers of boys and girls, and 

represented a range of ethnicities and ages. The fact that students’ music development 

and achievement occurred independent of these variables suggests that music 

development and achievement are not tied to such factors. Data from the 15 case-study 

students (Substudy 3) also showed no clear links of gender, ethnicity, or age with music 

development and achievement. Though the music development and achievement of all 

girls was high, and in some cases, very high (Christine, Danielle, Linda, Melissa), the 

boys also showed instances of high music development and achievement (Evan, 

Farren). Neither were there clear differences between the intrapersonal attributes and 

personal learning styles of either gender, for instances of less development in these 

areas were evidenced in both girls (Gemma) and boys (Kevin). Though some boys 

possessed well-developed intrapersonal attributes and personal learning styles (Evan, 

Neil, Owen), their music development and achievement was not outstanding. 

Highlighted in this particular study are the especially high music development and 

achievement, and considerably developed intrapersonal attributes and personal learning 

styles of some of the girls (Alison, Christine,2 Danielle, Helen, Linda, Melissa).  

In terms of ethnicity, comparison also in Substudy 3 of the music development of 

Australian students with students of Asian and European backgrounds showed no 

essential differences. Present in the Australian group were students seeming to be more 

                                                           
2 The reference here is to Christine when learning the piano and not the violin. 
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dependent on formal instruction (for example, Kevin) and students who were more self-

directed in their learning (for example, Alison, Danielle, Farren). Those with Asian and 

European backgrounds also included students for whom learning was dependent (for 

example, Gemma) rather than independent (for example, Evan). Neither was age a 

factor: the music development and achievement of younger students (namely, Linda and 

Melissa) sometimes considerably exceeded the music development and achievement of 

students who were a number of years older (for example, Alison, Evan, Ian, Neil).  

The findings did show some relationship between students’ music and academic 

achievement, with high music achievement generally matched by high academic 

achievement, suggesting for enrolled and former students of the program (Substudies 1, 

2 and 3) broad links found by a number of researchers cited in Harrison (1988), Thomas 

(1992), Hallam (1997), and by Catterall et al. (2000), but not the very strong 

relationships noted by Csikszentmihalyi et al. (1993) and Gross (1990, 1993, 2001), all 

of whom studied students of outstanding ability. Findings of the present study suggest 

the transferability of generic skills between music (namely, collaboration, tenacity, self-

discipline, and self-expression) and non-music contexts, and support the research of 

Heath and Roach (2000).          

The fact that all case-study students (Substudy 3) achieved no less than average, and 

usually high to very high, academic grades, is significant, especially considering many 

found meeting the demands of school work and music very difficult (Gemma, Ian), 

especially those who were in Year 12 (Alison, Danielle). This not only implies a 

tendency of young, above-average musicians to possess the capacity to manage their 

school workloads successfully, but, on a broader level, suggests the exercising of high 

personal standards in general, and not just in relation to music.  

Hence, the study findings concur with findings in the literature that show a general 

association between music ability and academic ability, and suggest that music 

development and achievement emerge independent of gender, ethnicity and age. 

11.0.3  Research Question Three 

• What is the relationship between the program learning environment and students’ 

attitudes, music development and other outcomes? 

Data relating to students’ program music experiences and training at the time of the 

study were considered in order to address Research Question Three.  
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The program learning environment and students’ attitudes, music development and 

achievement yielded strong relationships. The attitudes of the 117 students (Substudy 1) 

were positive, and generally showed high amounts of satisfaction with learning in the 

program and the program itself, a tendency to perceive their music skills positively, and 

the ability to integrate their music learning across multiple contexts. These findings, and 

the fact that many could identify relevance of what they were learning, suggests 

program experiences and training to have been beneficial to students music 

development.     

Satisfaction with the program and its experiences was also expressed by many of its 

former students (Substudy 2), with a general consensus that the learning environment 

had been one that was not only specialised and challenging, but supportive and able to 

accommodate personal needs and learning styles. Teachers’ opinions confirmed the 

specialised and challenging nature of learning in the program, and the importance of 

higher-level training for students demonstrating above-average music ability.  

The necessity of high teacher standards and expectations for young, above-average 

music students finds widespread support across the literature, and in Substudy 3 (case-

studies) teachers regarded students’ music development and abilities favourably. Not 

only did the study show teachers to demand high levels of work from students, but it 

provided evidence that students were generally responding to these demands. Indeed, 

the fact that students were meeting, or coming in close range of meeting, teachers’ 

standards and expectations suggests the learning environment of the program to be a 

conducive one.  

It would appear that the combination of high teacher expectations and learning in the 

program itself assisted the development of students’ learning styles, with all 15 students 

showing signs of developing (albeit to differing degrees) focused learning approaches 

(and some demonstrating extremely high focusing) over the study period. Moreover, 

and in terms of students’ music development in general, it would appear that learning in 

the program enhanced music interest and engagement, given the right instrument 

(Christine) and avoiding excessive parental pressure (John). 

In terms of music achievement, the fact that all 15 students had achieved by the end of 

the study period no less than sixth grade (Kevin), and sometimes as high as L.Mus.A. 

standard (Linda, Melissa) on the instrument played in the study (and in the cases of 

Christine, Danielle, Evan and Farren) had attained advanced levels on other 

instruments), and were, moreover, developing goal-oriented learning approaches, would 
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indicate the program learning environment to be one that was functioning effectively, 

with students and teachers forming effective working partnerships. 

Analysis of the relationship between the program learning environment and music 

outcomes on a broader level considers students’ music directions after leaving the 

program. Evidence that students sustained a musical interest beyond program 

involvement was especially evident, with many graduating students (Substudy 2) (as 

noted from the findings of Research Question 1) pursuing tertiary music training 

following schooling, and withdrawing students also continuing some engagement with 

music. This suggests the program to have been a positive factor in students’ music 

development, and that the likelihood of students retaining their music interests beyond 

formal training was high.   

Though in general students regarded their program experiences to have been valuable, 

the program learning environment did (as also noted from the findings of Research 

Question 1) appear to impact negatively on some students. Aspects of the program 

perceived negatively by such students – broadly, unpreventable teacher changes, 

program content and delivery, timetabling and administration – have all have been 

identified in the literature as potential issues for specialised programs. The fact that 

large numbers of students did stay in the program does however indicate that the 

majority of families were satisfied with the program and its operations.   

Hence, despite some negative factors of the program highlighted by a minority of 

students, findings provide hard evidence that specialised music training is important and 

conducive for the music learning of young, above-average musicians without seriously 

affecting their general academic studies, clearly confirming the appropriateness of 

offering to those demonstrating above-average music ability training that caters for the 

individual through a flexible approach and ability (rather than age) grouping, and that 

learning with others of similar abilities and interests increases the likelihood of positive 

outcomes. 

11.0.4  Research Question Four 

• What is the role of pre-tertiary specialised music training in the context of students’ 

other music training and experiences?  

Data relating to students’ program music experiences and training at the time of the 

study, as well as findings from Research Questions One and Three, were considered in 

order to address Research Question Four.  
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Study findings clearly show that students were accessing multiple music learning 

environments, and that it was common for them to be receiving music experiences 

through school and/or the community, as well as the program. Indeed, the range of 

music training avenues available to young musicians is well-known in music circles, 

and has been noted at the beginning of this thesis. This range of provision implies that 

families have options regarding the nature of music instruction their child receives. 

Admission to the study program itself, however, was, of course, restricted. Access for 

these students was via successful audition, and not geared to open entry, and the fact 

that students and/or parents had expressed a desire for program engagement and were 

willing and able to pay program fees is significant, and in itself suggests motivation, 

positive attitudes, and high music valuing and commitment, but these factors can be 

limited by firstly, financial restrictions and secondly, fierce competition for entry, 

especially for flute (Farren) and clarinet (Kevin). 

Consideration of students’ motivations for enrolling (see Substudy 1) indicates that the 

program was expected to fulfil a number of purposes: to provide specialised music 

training in an environment in which ability grouping and individual differences were 

valued, prepare students for tertiary music studies, offer extension activities, provide an 

alternative to school music, and serve as a general form of musical enrichment. The 

importance of program philosophies matching client expectations has been noted in the 

literature, and from the study findings it would appear that student expectations were 

generally aligned with the perceptions of many teaching in the program. Specifically, 

feedback from 44 teachers of the program regarding the purposes of pre-tertiary 

specialised music training (see Substudy 2) showed that many considered the nurturing 

of an interest, love and enjoyment of music, and the provision of additional 

opportunities and greater challenges than normally encountered through standard music 

learning avenues to be paramount, and that such training should assume a strong 

practical orientation. 

Data provided by the 112 former students of the program (also Substudy 2) also 

informed this research question, with student feedback clearly showing many to have 

perceived their program engagement as a ‘training ground’ for tertiary music study. The 

fact that 96% of those wishing to access tertiary music study did subsequently gain 

entry is clear evidence that the program was functioning effectively as a preparation for 

higher music training. When considered in the context of the program’s goals (see 

Chapter Three), this is of significance, for though program documentation suggested the 
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program’s goal to be the general development of a life-long music interest and love of 

music making without the expectation that participants pursue music-related careers, the 

large proportion of students proceeding to tertiary music training would indicate that the 

music interest of the majority of its students was intense and career-related, and that the 

program tended to attract musically-ambitious students, rather than students for whom 

music was a passive interest or pastime. This does, however, raise the question as to 

whether participation in such a program can be broadened still further to incorporate 

more students who do not necessarily wish to proceed with musical careers but desire to 

enhance non-vocational aspects of their future lives.  

In summary, a number of conclusions may be drawn: the role of the program was 

manifold, students’ reasons for enrolling were diverse, and the program was adaptable 

to a range of student needs. Indeed, the fact that the program was viewed across the 

community as fulfilling a number of functions, and that it attracted students for a range 

of reasons suggests high community valuing of the program and its educational 

provision. From this it is clear that the program was responding to community 

expectations, the primary one of which was the accessing of specialised music training 

alongside others of similar interest and abilities, and that families sought this type of 

training for their children, and were willing to incur associated costs for such 

experiences. However, the case of Ian reminds us that these very costs may act as an 

inevitable deterrent for low income families.  

11.0.5  Research Question 5 

• What is the contribution of interpersonal support, intrapersonal attributes, and 

personal learning style to music development and outcomes? 

Data relating to other factors influencing music development at the time of the study 

were considered in order to address Research Question Five.  

Students’ interpersonal support, intrapersonal attributes, and personal learning styles 

were found to contribute strongly to music development and outcomes, supporting 

findings across the literature that show music learning to be heavily dependent on 

guidance, opportunities, and personal maturity. 

In terms of interpersonal support, data from the 117 students (Substudy 1) and, in 

particular, the 15 case-study students (Substudy 3) showed the influence of ‘significant 

others’ (particularly parents, teachers, peers and siblings) over the years of music 

learning, confirming what many researchers have shown to typically accompany the 
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music development of young musicians. All 15 case-study students mentioned the 

positive influence of parents and music teachers over the years of music learning, and, 

for most students, parents and teachers remained positive sources of influence during 

the research monitoring period. In Alison’s case, both parents were involved in the 

administration of one of the orchestras she played in; in Owen’s case, it was his mother 

who provided special support through attendance at his cello lessons. In John’s case, 

however, parental influence was perceived to be negative, with John experiencing from 

parents who were professional musicians what he believed to be the pressure of high 

expectations of his music achievement. Other negative influences were reported by John 

and Christine: John perceived high expectations of himself from his peers in the 

program, and Christine felt threatened by peer competition. The program was, of course, 

competitive by nature, but this, for a number of students (particularly Evan, Ian, 

Melissa, Owen) was an aspect of the program that was reported positively, and even 

beneficial, for their motivation. For some students, siblings were a positive influence: 

Helen and Neil both had a sibling who was pursuing tertiary music studies at the time of 

the research monitoring, and the fact that Helen and Neil were themselves considering 

musical careers suggests some role modelling to have been taking place at home. 

As noted in Research Question 2, the findings of Substudy 3 (case studies) also 

informed the study regarding students’ intrapersonal attributes and personal learning 

styles. Teachers’ accounts of students suggested that they were showing signs of 

developing the intrapersonal attributes and personal learning styles viewed across the 

literature as necessary for continued music development, and direct evidence that many 

were in fact displaying signs of endurance, dedication, concentration, motivation 

(especially intrinsic) and other qualities shown to be important for high music 

achievement and the attainment of goals especially emerged through their approaches to 

music practice. The tenacity needed for advanced music learning was especially present 

in the practice log comments of Alison and Neil, but obviously characterised many of 

the students, particularly those who had achieved especially high levels of instrumental 

proficiency (namely, Bronwyn, Christine, Danielle, Farren, Gemma, Helen, Linda, 

Melissa). All had demonstrated sufficient motivation over a number of years to have 

attained their levels of instrumental proficiency, however students’ approaches to their 

music learning over the study time-frame itself did show Kevin and John to be less 

motivated than the others. The sources for students’ motivation of course differed, and 

though in general all did demonstrate music learning that was both intrinsically and 

extrinsically-motivated, the motivation of some at the time of the study was essentially 
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intrinsically-driven (Alison, Bronwyn, Farren, Neil), while others relied more on 

extrinsic prompts (Christine, Danielle, Evan, Gemma, Helen, Ian, John, Kevin, Linda, 

Melissa, Owen). External factors deemed necessary by students for their personal 

motivation included goals (Christine, Danielle, Gemma, Helen, Kevin, Linda), high 

teacher expectations (Danielle, Ian, Linda, Melissa, Neil, Owen), high peer expectations 

(John), peer competition (Evan, Ian, Linda, Owen), and regular instrumental lessons 

(Kevin).  

In all, the intrapersonal attributes and personal learning styles of almost two-thirds of 

students (Alison, Christine, Danielle, Helen, Linda, Melissa, Evan, Neil, Owen) were 

especially developed, and the fact that such a high proportion did display such qualities 

at this stage of their music learning supports research that has shown in young, above-

average musicians such development to coincide with adolescence.   

11.1 Summary 

In all, the study findings concur with the body of literature on music development, up to 

and including adolescence, and, in doing so, reinforce the influence and importance of 

early music experiences, access to opportunities, the learning environment, and personal 

characteristics for sustained music engagement and development. Outcomes go beyond 

the findings of studies that have involved outstanding (‘gifted’) musicians only, and 

generalise the results of previous research to a broader population of musically-focused 

students, and suggest the function of the program to be an extracurricular activity vital 

to self-development outside regular schooling, rather than a special school. 

The conclusions, implications and recommendations for further research are presented 

in Chapter Twelve, the final chapter of the thesis. 
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CHAPTER 12 

 SUMMARY, CONCLUSIONS, AND IMPLICATIONS FOR FUTURE 
RESEARCH 

 

12.0 Introduction 

This chapter contains firstly, a summary of findings and conclusions that can be drawn 

from the investigation as a whole, secondly, its limitations, and thirdly, implications and 

recommendations for further research. 

12.1 Summary of Findings 

In the study, a theoretical model was developed to combine the findings of previous 

studies that have focused on the development of adolescent musicians by showing the 

relative importance of a number of factors and their interplay for individuals in the 

music-learning process. It draws together the biographical precursors identified as 

important by Sloboda and Howe and colleagues and others for above-average music 

achievement in adolescence: early exposure and interpersonal support, and also the 

types of intrapersonal attributes and personal learning styles, and affective response 

shown to be conducive for music learning from the work of Csikszentmihalyi and 

colleagues and others, and furthermore adds to these by contextualising such findings 

through exploration of the music learning of individuals in a specific learning 

environment, and the subsequent revelation of desirable characteristics of an 

environment beneficial for music learning, and also the cognitive and metacognitive 

processes considered to be important for music learning, and learning in general. The 

study presents strong evidence for motivation, learning environment, and self-reflection 

to be three key factors that increase the likelihood of sustained music learning in 

adolescence.  

Findings from the study support the hypothesis of music development as an essentially 

long-term process emerging mainly as a consequence of environmental factors, rather 

than one that relies essentially on inborn traits. As such, its outcomes are strongly 

aligned with the previous research of key contributors in the field of adolescent music 

development, all of which has highlighted the importance of exposure (access to 

opportunities and learning), ‘others’ (parents, siblings, peers, teachers and professional 

performers), enjoyment (intrinsic and extrinsic rewards) and intrapersonal attributes 

(high levels of motivation, work capacity, persistence of effort, discipline, long-term 

commitment, and the ability to balance workloads and interests).  
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The study has also shown environmental factors to be strongly associated with dropout 

and disengagement from talent. These include firstly, inappropriate (including too high) 

parent and/or teacher expectations leading to anxiety, secondly, excessive levels of peer 

competition creating further stress, and thirdly, financial constraints. Such influences 

have also been noted across the literature.  

The study specifically shows a number of common trends to be associated with the 

development of young musicians. As highlighted in the theoretical model for the study, 

these trends pertain to music training and influences, demographical characteristics, 

goals, and achievement. Early music exposure, the guidance of parents and influence of 

siblings, and positive music experiences were found to be conducive to the early years 

of music learning. Also important was the establishment of a practice routine, and this 

generally involved the encouragement and support of parents. Increasing levels of 

engagement with music, in addition to lessons, usually occurred through involvement in 

a range of music performing opportunities, and these and other less formal music 

experiences were important, and formative to music preferences. These events, together 

with the traits of high music aptitude, musical and academic achievement, intrinsic 

motivation, and goal-setting, all characterised the experiences and marked the qualities 

of students who sustained their music interests in adolescence.   

The engagement of students occurred across multiple learning environments, and was 

high overall. Continued music development into adolescence, though still heavily 

reliant upon considerable levels of interpersonal support, was also the outcome of 

gradually developing intrapersonal attributes and a personal learning style conducive 

to music learning, and high levels of affective response to music. Cognition, and, in 

particular, metacognition, in the learning process, was also essential to successful music 

learning, as was ongoing engagement in the field. The sum of all of these factors led to 

positive music achievement and the realisation of many personal goals and aspirations, 

and high achievement in music was frequently matched by considerable levels of 

academic success. 

From this it is clear that adolescents who continue their music interests, and are able to 

balance the demands of school work and other commitments, are those who possess 

high levels of self-motivation, demonstrate well-developed learning styles, and value 

the intrinsic and extrinsic rewards of music sufficiently to devote the considerable 

amounts of time and effort required for the attainment of advanced music skills.           
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Though clearly showing the support of parents and teachers (especially in the early 

years), the individual’s intellect, and exposure and opportunities to be paramount in the 

acquisition of above-average music skills, the study findings demonstrate that without 

the personality and temperament traits described above, realisation of an individual’s 

potential may not be possible. Ultimately, it appears just as much the individual’s 

learning style (nurtured through ‘others’ and the environment) that assists the hard 

work, endurance, and application required over many years, and that it is the 

individual’s motivation and personal qualities on which the attainment of expertise 

equally depends. In particular, critical may be what researchers including Howe (1990, 

p. 17) have described as the ‘relatively enduring traits of character’: specifically, single-

mindedness, strength of commitment and determination, dedication, ability to persevere 

despite obstacles, and maintenance of concentration in order to achieve goals without 

succumbing to distractions. This study has not been able to investigate directly the role 

the YCP has played in developing these characteristics or whether they were all present 

and an added incentive for the students to enrol in the program. 

The findings of the present study endorse the same conditions espoused by Sloboda 

(1990, p. 176) for musical growth: casual and frequent music exposure from an early 

age, opportunities for uninhibited musical exploration, early opportunities for positive 

musical experiences, avoidance of threatening situations that promote states of anxiety, 

provision of resources, and intrinsic motivation.  

Though the study findings suggest that learning within a pre-tertiary specialised music 

environment clearly enhances music development, the attainment of successful music 

outcomes involves many factors: interpersonal support, and the individual’s own 

intrapersonal attributes, personal learning style, and affective response. Finally, it is 

high levels of personal satisfaction that usually characterise and accompany students’ 

attainment of advanced music skills and most frequently produce long-term 

commitments, whether these be career-driven or essentially enjoyment-based pursuits. 

In this particular study, neither gender, ethnographic status, nor school type was related 

to music development and achievement. Financial issues were, however, a factor, and 

these, as explained, were due partly to government funding changes, and reflected a 

period of economic rationalism in which considerable hardship and volatility were 

experienced by higher education institutions across Australia.  

As previously noted, the study reflects a number of strengths. The fact that it involves a 

large group, a two year time-frame, and uses a range of carefully-chosen measures 
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means that it has yielded considerable amounts of data, with caution taken in 

interpretation of such data. Moreover, it involves careful consideration of concepts 

related to music development and ability. Hopefully it represents an important 

contribution to the understanding of factors related to adolescent music development by 

its involvement of individuals not regarded to be ‘genius’ or gifted, yielding data that 

matches and adds to previous research that has focused outstanding achievers.  

The study also has a number of limitations, and these are described in the next section. 

12.2 Limitations of the Study  

Limitations of the study relate to the generalisability of findings, the nature and methods 

of data collection, and some instrumentation.1 A brief discussion of these issues, as 

raised in the study, is appropriate, and serves to identify areas that warrant consideration 

in future investigations. 

Certain features of the study highlight a uniqueness of the research that inevitably limits 

the generalisations of its findings. One limitation of the study, for example, is that its 

participants were all actively engaged in music learning at the time of the study. The 

distortion of findings that are associated with research considering only individuals who 

have sustained engagement in their field are documented in the literature, as is the 

inclusion of individuals who, through this sustained engagement, demonstrate 

proficiency in their field. Both are issues of sampling that have relevance for this study: 

all study participants had acquired sufficient musical proficiency for acceptance to the 

program prior to the study, and all were learning in a music training environment in 

which mediocre musical standards were uncharacteristic.  

It has been observed that many studies of music development have either occurred in 

conventional, non-specialised contexts, and with participants demonstrating average 

music abilities and achievements, or, alternatively, in highly select contexts with 

individuals displaying outstanding music abilities. The present study, though framed in 

a pre-tertiary specialised music learning environment, and, with the special cases of 

Linda and Melissa noted, generally involved students of above-average, not 

outstanding, music abilities. Though not ‘musically-gifted’ themselves, however, the 

fact that all students had received considerable opportunities and exposure to music not 

typical of the upbringing of all children, and had successfully accessed a specialised 

music learning environment, does show the nature of the study to be special.  

                                                           
1 These and associated problems often encountered in educational research are well-cited in the literature.   
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The study’s contextualisation of these students’ training in a pre-tertiary specialised 

music program in fact raises a number of broader issues relating to the characteristics of 

specialised domains of learning such as music: firstly, the normal need for additional 

training to take place outside school contexts, and hence the continuing difficulty of 

studying an area where students self-select and are engaged in extra-curricular 

development; secondly, financial limitations were made worse by withdrawal of 

government funding for the program; thirdly, students’ ‘part-time’ engagement 

(normally once, or possibly twice, per week) in the program, a feature of the program 

that restricted the data collection. 

A further caution that findings are not automatically generalisable relates to the fact that 

as the study involved a specific cohort in a specific program, comparison with students 

who did not participate in such a program did not occur. The study cannot draw 

conclusions about the impact or benefit of such a program on other students who have 

chosen not to participate but who also have well-developed musical talent.  

The study participants were therefore an intact group with specific backgrounds and 

expertise, undertaking a specialised and focused music program. The findings cannot be 

generalised to all secondary students, to students of other types of programs, or even 

necessarily beyond the catchment pool for the program. However, the study sample 

does allow confidence in the findings and the belief that the results will generalise to 

other students of similar attributes and purpose. A notable strength is that the sample 

was of 284 male and female participants of differing ethnicities representing all 

secondary-school years across a broad cross-section of schools spread over a 160 km 

radius, plus 44 teachers of the program.   

As with other studies of its type, a limitation relates to the nature and methods of data 

collection, specifically the use of self-developed instruments (questionnaires, tasks, logs 

and interviews) and self-reporting, both of which require brief consideration.  

The problems of missing data in a study of this nature have already been discussed. It 

would have been more methodologically satisfying to have had full data sets over the 

two year periods, and to undertake sophisticated quantitative analyses of students’ 

pathways and progress. However, the reality of the conduct of the study, and the need to 

collect data when students were available, and using the range of appropriate 

instruments have provided opportunity only for more simplistic analyses and 

comparisons. Nevertheless, the study does provide a large quantity of data over a 

considerable period of time, and does enable response to the research questions posed. 

 327



A strength of the data is the supplementation of the quantitative study with the case 

studies, which did confirm the overall findings presented for Substudy 1. 

The study utilised existing measures where possible, adapted other measures where 

appropriate, and developed new instruments where no comparable instruments were 

available. All self-developed instruments were informed by the literature and 

specialised knowledge of the training and development of young musicians, and the 

rationale for their element selection has been explained.  

The accuracy of self-report data of course is vulnerable and open to distortion. A 

strength of the study was that it utilised a number of quantitative and qualitative data-

gathering instruments to obtain a large amount of information from participants, some 

of which was checked for consistency using a teacher questionnaire and additionally, 

for case studies, input from parents to reduce inconsistency and errors. Logs were 

important sources of qualitative data, however these, like any other self-reporting 

measure, are also subject to distortion. The difficulties cited by Hallam (1997b, p. 197), 

for example, and whose internationally-recognised research in the area of music practice 

has also utilised practice logs, include the possibilities of inaccurately-recorded practice 

times (whether intentional or otherwise), especially in instances where individuals wish 

to create a favourable impression of either their levels of effort or ability. The likelihood 

that this happened with the reporting of music practice by case studies in the present 

study (Substudy 3) is, however, small, due to the researchers’ personal knowledge of 

these students, and contact with their parents and instrumental teachers.      

Another issue of the study that may have been open to distortion relates to the 

retrospective elements of the data collection of Substudies 1 and 3. In Substudy 1 (117 

students), however, retrospective information formed a small part of the data collection, 

and the information required of participants was general in nature. The retrospective 

element of Substudy 3 (15 case-study students), by contrast, was greater, and did probe 

deeper into students’ prior music experiences and achievements. The likelihood that the 

information provided by participants contained inaccurate recollections, however, is 

minimal, given that this information was gathered through personal interview, and in 

the presence of a parent.     

A further limitation of the study relates to the use of some achievement, attitude, 

preference, and perception measures. The use of AMEB standards as an indication of 

music achievement, for example, has been discussed and justified in terms of their  

widespread use in other Australian research, and their relevance to students in the study. 
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The measurement of attitudes using rating scales has also attracted some criticism in the 

literature, but remains a well-established practice in research circles. Moreover, 

preference and perception are problematic for measurement, with such difficulties 

already noted in reference to the development of the tasks in the study.   

An unusual element of the study was that its data collection was not paralleled in both 

years of the research, due to program restructuring in its second year resulting in 

flexible engagement across program activities, and not all students taking the ‘core’ 

Musicianship/Secondary Music Studies classes that functioned as the primary means of 

researcher access. The outcome of these changed circumstances, and one that could add 

value to the study, was that it allowed the researcher the opportunity of tracking a period 

of expansion and restructuring that in fact produced the most significant developments 

in the program since its inception. This provided a uniqueness to the study otherwise not 

possible, had the existing structure and direction been maintained. The study, 

accommodating such changes, included some new data-gathering instruments in the 

second year that enhanced the scope of the research.  

A final aspect of the study open to criticism may relate to its participant observation 

research approach. However, any perceived disadvantages associated with a ‘closeness 

to the study site’ are in fact viewed in this study as highly advantageous, with depth of 

insight and understanding possible only by access to, and familiarity with, the learning 

environment and its participants. 

The study does provide a number of dimensions that offer potential for future 

investigations, and these are highlighted in the next section. 

12.3 Implications and Recommendations for Future Research 

The investigation’s main contributions to the literature relate, firstly, to adolescent 

music development, and secondly, the nature and outcomes of learning in pre-tertiary 

specialised music programs, and provides an extensive database for related and 

continuing investigations. 

It has been explained that many previous studies have occurred with musically-

outstanding (‘gifted’) individuals. The data of the present study in fact extend music 

findings across the gifted education literature to a broader group of students, and future 

investigations could continue to explore to what extent signs and attributes traditionally 

regarded to manifest themselves in ‘special’ individuals only are demonstrable across a 

wider population.  
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The study tracked students’ music development for a time they were engaged in a pre-

tertiary music learning environment, and though follow-up of many students beyond 

their program involvement did occur, this was normally only one year later. There is the 

need for a study that examines, a few years on, students who have graduated from 

tertiary music training to analyse their experiences in the program prior to their 

enrolment, in order to determine the effect of the program. Also needed is a study that 

follows up students who withdrew from the program to examine their directions, what 

proportion were sustaining their music interests years later, and what role the program 

many have played in their sustaining of these interests. 

The study has shown intrapersonal attributes and personal learning style to play a 

particularly important role in music development during adolescence. There is a need 

for research that probes more deeply into the link between these, their development, and 

the focus of these students to examine if the paths of others not initially displaying the 

same qualities would have also produced positive outcomes. Future research could 

undertake a focus on interpersonal support though the interactions between students, 

teachers and parents to describe and analyse the nature of relationships, teaching and 

support strategies that may help to motivate students and to assist them in enhancing 

and maintaining these attributes. Motivation (intrinsic and extrinsic) as a factor in music 

learning has been explored in the study, and was found to be a significant determinant 

for sustained music engagement in adolescence. Future research should focus on this, 

and the impact of interpersonal and ethnographic factors on the attainment of intrinsic 

motivation.  

Though utilising a number of quantitative measures, the study was, as noted, restricted 

in quantitative forms of data interpretation on account of missing data, hence, the need 

for a future study that yields statistically-based findings with large groups of students. 

Data-gathering instruments used in the study were all traditional in type, and a future 

investigation could utilise more innovative and technology-based tests. In this particular 

study, gender, ethnographic status and school type were not related to music 

development and achievement, but financial issues were a factor. These areas, however, 

formed a minor part of the study, and require further exploration in future 

investigations. 

Finally, given the fact that no comparison group was available for the present study, 

there is the need for research that involves students whose backgrounds are 

characterised by early music training and experiences, but includes individuals not 
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enrolled in the program, to examine more precisely the effects of pre-tertiary specialised 

music training. 

In the absence of such information, however, the study findings do nonetheless strongly 

suggest that such a program, and the role that it played in students’ music experiences, 

training and development, to have been valuable. Learning in any domain depends on 

exposure and opportunity, and at the beginning of this thesis the importance of 

opportunities for learning for the achievement of high levels of musical competence was 

noted by Sloboda and Howe (1991), who alluded to the tendency of many families to 

seek such opportunities for their children. The YCP was, surely, one such opportunity 

for learning, and an experience that did involve family sacrifice of time and finances. 

Though the music learning of students was accessed through multiple avenues, and not 

just the program, the data strongly indicate the YCP to have played a key role in 

enhancing students’ music development in general, and show it to have been an 

important influence in students’ lives.  

In conclusion, pre-tertiary specialised music programs appear to provide an appropriate 

and enriching venue through which students’ music development can be enhanced and 

advanced. For the YCP, the success of many of its current and former students provides 

strong evidence of its value as a music learning environment, one without which the 

music training and experiences of such students would have been lessened. Indeed, 

through the words of the students as they reflected on their learning experiences, it is 

clear that the opportunity to develop through programs such as the YCP has been vital.  

 (18M) The challenging level of music was excellent because school music was boringly easy.  
The experience of playing in an excellent ensemble with high-quality musicians and conductors, 
and playing substantial, challenging repertoire was of real value. I also really liked the way we 
were expected to act and perform like professional musicians - it was a good experience. 
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