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ABSTRACT 
 
 

The number of students electing to study music at the Senior Level in Queensland State 

High Schools has declined over recent years.  Year 8 is the last time that students 

experience music lessons before being faced with subject choices.  This study 

investigates the year 8 music program – its content and delivery. 

 

 

What can be done to improve music teaching in year 8?  How can we present 

experiences at this level that will stimulate students’ interest; improve their knowledge 

and skills; and develop students’ aesthetic sensitivity to the art of music? 

 

 

This study involved conducting an action research project in a year 8 music class.  This 

was done in collaboration with the classroom music teacher and her class of 25 students.  

The cyclical process as described by Zuber-Skerritt – acting, observing, reflecting, 

planning – was adopted. The study aimed: 

 

(a) to document positive experiences that could be used in the year 8 music 

classroom; 

(b) to stimulate new interest in the studying of senior music; 

(c) to discover ways to encourage music teachers to become reflective practitioners 

with a view to improving their practice; 
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(d) to offer an action research model that other music teachers could implement in 

their classroom.  

 

The data collection involved the keeping of journals by the teacher and researcher; 

recorded interviews with the teacher and students; videos and photographs of the class; 

as well as interviews with other year 8 music teachers.   

 

 

The study identified a negative attitude by music teachers to the teaching of year 8 

music.  The dominant theme being taught at this level is Pop Music with a foundation 

unit being the starting point.  Year 8 students also revealed a negative attitude to music 

lessons. 

 

 

This research project has demonstrated that it is possible to set up a program which 

engages year 8 students in music making and provides them with worthwhile learning 

experiences.  However, at the end of the project, there was not a significant increase in 

the number of students electing to study music at the senior level. 

 

 

The study also set up a model for action research that could be adopted by other music 

teachers in their classrooms.  The results of reflective practice employed by the 

researcher and the music teacher provided positive attitudes for other music teachers 

and encouragement for others to implement this practice in their classroom. 
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Further studies are needed to involve other music teachers in reflective practice; 

collaboration in action research (especially in the year 8 classroom); and also the 

implementation of the new syllabus that will have a positive effect on the future of the 

subject of music and a positive effect on students’ attitudes to the music subject. 
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PRELUDE 

 

 Children make beautiful music but music can make beautiful 

children (Jean Ashworth-Bartle 2001 – World of Children’s  

Choirs Conference, Vancouver). 

 

Is music education a frill or a real subject?  There has been extensive research into the 

benefits of arts education and in particular music education.  Despite this research, 

music educators in schools today still struggle to get their subject accepted and valued 

on an equal level to other subjects.  My passion for music education for all students 

makes this statement difficult to accept.  I fervently believe that all children, given the 

opportunity, can make beautiful music and then in turn reap the benefits of being 

involved in music experiences that can make beautiful children. 

 

My life has been surrounded by music.  I had my first piano lesson at six years of age 

and from this time the passion has grown and continues to grow. My musical 

experiences have been eclectic, and thus I am able to move between different styles of 

music quite comfortably.  This can involve conducting and/or singing in choirs to 

teaching private piano students or accompanying at a dance school.  I can appreciate 

and enjoy the music in a concert from opera to folk or pop.  I play a number of 

instruments and have taught music from pre-school to university level. What then is my 

goal in music education?  What do I set out to achieve? 

 

I want my students to develop a love for my subject.  I do not want to turn them into 

professional musicians, but consumers of music for the future.  I want them to develop a 
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love for music that will remain with them always.  In terms of outcomes, I want 

students to take away from my lessons positive attitudes about music and an enjoyment 

of the experiences presented in the class.  Music is something that everyone can be 

involved in and enjoy for their entire life.  It is one of the tools that can be used for self-

expression. 

 

Music lessons should be a time of enjoyment and enrichment; a time for exploration 

into the wonderful world of sound and silence – the world of music.  And yet, the 

research indicates that today’s students [especially teenagers] express their dislike of 

‘school’ music education when surveyed.  However, this age group is rarely seen 

without a Walkman or a CD player plugged in their ears! 

 

Also of concern to me is the fact that there has been a significant decline in the number 

of students electing to continue the study of music to a senior level at school.  Is this the 

beginning of the demise of classroom music as an elective subject at the high school 

level? 

 

This research data concerning attitudes and participation, together with my commitment 

to music education for all students, guided my research.  My research set out to discover 

how to make junior secondary music more stimulating and enjoyable for students.  I 

hoped that if this could be achieved, future classes of students would develop life-long 

positive attitudes towards music and that some of these students could elect to continue 

to study music as a subject while still at school. 
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In my research I wanted to talk to both students and high school music teachers in an 

endeavour to investigate some of the issues that may be causing the above concerns.  I 

also wanted to get ‘inside’ a year 8 class [the last year of compulsory music education] 

and work with the students in an attempt to highlight areas that may be able to be 

improved so that the profile of music could be raised in schools and the attitudes of 

students to ‘school music’ may be more positive.  Through this research I hoped to 

discover some evidence of what was currently happening in music education that would 

reveal some useful information that could be taken back into the music education 

classroom.  I believe the outcomes of this research have implications for music teachers 

planning their future curriculum. 

 

Music teachers can be isolated in their school and the opportunity to network is often 

limited – due to lack of both available opportunities and time.  I firmly believe that 

music teachers need to become more proactive as a group.  Music teachers need to share 

their experiences, concerns and troubles with an attempt to improve the situation in 

schools.  Conducting research in their classes and then documenting [or at least sharing] 

the findings is very much needed in music education.   
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CHAPTER 1 

 

INTRODUCTION 

 

The context 

There has been a steady decrease in the number of students choosing to study music as 

an elective subject after year 8 (see Table 1 below).  If this current decrease continues 

will there be a need for music specialist teachers in the future?  Could we end up with 

high schools that do not offer music as a subject?  The answers to these questions raise 

grave concerns that may affect the total education of future generations. Education 

without music shortchanges our children and their futures (National Commission on 

Music Education, 1991, p. 18).  

  

 Table 1        Year 11 and 12 elective music students 

            (1996 taken as the starting year as this is the  

            commencement of the current syllabus) 

Year Year 12 students Year 11 students 

1996 2232 1987 

1998 1998 1960 

2001 1940 1934 

2002 1907 1676 

  

 Board of Secondary School Studies, 2002. 
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The research focus 

This study investigates year 8 programs in Queensland schools. Year 8 in the 

Queensland secondary school system is the last time students are exposed to music 

education before elective subjects are chosen. Generally students in year 8 experience a 

wide variety of subjects throughout their year of study.  For years 9 and 10, students 

choose a set of subjects from an increasingly large range offered at the school.  New 

choices are made for years 11 and 12.  Students wishing to continue into tertiary study 

after year 12 need to select ‘board’ subjects as approved by the Board of Secondary 

School Studies.  Many schools offer ‘school based’ subjects.  These include music 

appreciation and contemporary music subjects.  They have a vocational and/or life skills 

focus and will not assist in gaining entry into a tertiary institution.  It is of concern that 

in recent years the number of high school students electing to study the board music 

subject throughout high school years has declined. 

 

Until 2002, there was no set syllabus for year 8 music.  [A new Arts Syllabus has been 

written. This syllabus is available on the Queensland Studies Authority website and was 

sent to all state schools at the beginning of 2003.  The government requires that 

principals in state schools report on the outcomes of the Arts Syllabus in 2006. The 

implementation of the syllabus is mandatory for all state schools and optional for 

private schools.   The implications of this new syllabus will be discussed in detail in 

Chapter 4.]  For many teachers and students the absence of a syllabus has been a 

negative issue.  Without a set syllabus there is nothing to give teachers the philosophical 

underpinning to develop their programs.  This lack of guidance can mean that many 

teachers falter as they attempt to design and deliver their program.  They can struggle 

with the issues of what should be in the program, how the program can be implemented 
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with the resources available and what are the needs of the student community.  It does 

mean that all students across the state do not have access to a core set of experiences.  It 

also means that teachers do not have a guide for planning.  Rankine (2001, p. 66) 

believes there are risks associated with the absence of a year 8-10 curriculum.  He 

states: 

 The resultant program may be poorly structured and marginally developmental, 

with no effective sequencing of learning.  Teachers in the junior high school are 

not encouraged to recognise prior knowledge.  The absence of a curriculum 

highlights the lack of formal recognition of the value of music education in years 

8-10. 

However, to have no set syllabus can be a positive point for some teachers.  It can free 

creative teachers to develop and implement an engaging and exciting program.  No 

boundaries can mean that a music program can be planned that will be of interest to the 

student population and the local community.   

 

With no guidance in the junior high school years, some teachers teach an ‘adapted’ 

version of the senior syllabus.  This has not proved to be very successful as the senior 

syllabus is a very prescriptive, westcentric, theoretically based course, which does little 

to inspire creativity in the senior students, let alone in the junior students.  [It is noted 

that westcentric refers to the classical art music tradition.  However, some refer to this 

tradition as eurocentric given the depth of classical art music that originated in Europe.]  

It relies heavily on traditional methods and techniques of musicianship and notation.  

The problem, therefore, is how do music teachers plan a music program that is suitable 

to the lower secondary area?  This research study was therefore planned and conducted 

without the guidance of a syllabus for grade 8 music. 

Chapter 1 - Introduction 6



 

Background 

In my role as a District Music Coordinator for Education Queensland, one of my duties 

is to provide music staff for 25 high schools.  Over the last five years I have been 

concerned about the following issues:  some principals have requested a decrease in the 

number/time allocation of their classroom music staff; in one high school there is no 

classroom music teacher; in five schools there are no year 11 & 12 music students; and 

in only two high schools are there separate classes in each year level for music, (in the 

other schools elective music classes are combined in composite classes – years 9 & 10 

and years 11 & 12).  These statistics were current as of January 2000.  Why has there 

been a decline in the number of elective music students and thus a decline in the need 

for music teachers in state high schools?   

In 1998 I conducted a survey in five metropolitan schools in an attempt to ascertain if 

there were specific reasons why year 9 students were not electing to study music.  This 

survey revealed that there were many reasons for their subject choices and no one 

reason dominated.  The reasons given included:  parental decisions, peer pressure, 

limitations in subject choices, OP (overall position) implications, dislike of year 8 music 

and/or dislike of music teachers, studying music privately, and participation in school 

instrumental programs.  [Overall position is the ranking system used in Queensland 

after year 12 for entry to tertiary institutions.] 

 

An ethnographic study (Hartwig, 1999) I conducted in two state high schools in 1999 

revealed that many teachers and students have a negative attitude to year 8 music.  One 

class – The Silent Music Room - consisted of 25 students sitting in neat rows of desks in 

a room that gave no indication that it was a music room except for the piano (that was 
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never touched) in one corner of the room.  For six weeks these students sat in their 

desks and copied down notes and rhythms from the board.   They did not sing, play 

instruments or make any sound.  These students could write a major 3rd or a perfect 4th, 

but they had no idea what it sounded like or how or why to use the interval in a 

composition.  The teacher felt safe and secure in the knowledge that the students were 

quiet and well behaved!  Discussions with the students revealed they would have liked 

to play some music – as they did in primary school.   

 

The next music room  - The Fortissimo Music Room - was the high-tech dream of every 

music teacher – keyboards; synthesisers; computers; pianos; sound system. What 

happened in this room?  Each week the teacher would write 8 bars of melody from a 

pop tune on the board.   She would demonstrate the melody on the synthesiser and then 

invite the students to play with her.  Only two students were able to play this melody on 

the keyboard.  The other 29 students would make noise by thumping on the keyboards 

with their hands and/or fists; playing the demo tunes; experimenting with the rhythm 

section, and when bored with this, just talk to one another.  This cacophony of noise 

continued for 40 minutes each week for 6 weeks. 

 

These two studies revealed a very negative picture of what was happening in these year 

8 music classrooms.  The data on declining elective music numbers suggested the 

problem was widespread.  What could I do about this?  I wanted to do something 

practical in the classroom.  From this intention the current action research project was 

born.  This action research project was conducted in collaboration with a year 8 music 

teacher.  I felt that this type of project would allow me to get an ‘inside’  view of the 

situation.  It would also enable me to engage directly in the field with a year 8 class and 
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give me the opportunity to work collaboratively with another music teacher. By 

carrying out the project in this manner, I believed that the findings would have 

credibility amongst other music teachers – the theory being worked out in practice.  

 

The Zuber-Skerritt (1992) model of action research was implemented because I 

believed this would enable a collaborative approach to be undertaken in the research. 

This process enabled two music teachers to work on real issues in a real classroom 

setting.  The cyclic nature of action research meant that the research was ongoing with 

recurring formative evaluations of the process after each cycle.  This meant that plans 

could be constantly reassessed depending upon student interests, needs and responses.  

This constant modifying of the research plan after the evaluation of the previous cycle is 

the formal structure of what concerned teachers do as they strive to improve their 

teaching and the programs presented to their students.  Many teachers carry out action 

research without being aware of the formal structure and without documenting the 

information.  The formal structure of action research can therefore be implemented in 

the educational setting. 

 

Definition of the research questions 

The primary research question for me is: 

How can music experiences be presented at year 8 that will:  stimulate students’ 

interest; improve their knowledge; develop students’ aesthetic sensitivity to the art of 

music and produce students with positive attitudes towards school music classes?  The 

short-term aim was to document positive experiences and encourage other music 

teachers to utilise them in their music classrooms.  The long-term aim was to stimulate 
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new interest in the studying of music so that elective music student numbers would 

increase.   

 

In addition to this central research question I wanted to look at the issues that arise as 

music teachers work collaboratively to improve their practice, and through this be able 

to encourage more music teachers to work collaboratively to contribute to the body of 

knowledge in music education.  At the very least I wanted to discover ways to 

encourage music teachers to become reflective practitioners – that is, teachers who 

reflect upon their own practice with a desire to improve the quality of their work.  I also 

wished to examine the idea that if music teachers could become more reflective in their 

practice, improved practice would take place in the music room and thus better 

experiences for students would be delivered. 

 

Significance of the study 

Music has a unique nature – a special function to strengthen, to extend, to illuminate, to 

transform, and ultimately, to make life worth living (Swanwick, 1991, p. 50) and can 

thus provide many benefits for the child.  The Gulbenkian Report (1982) argues that not 

to involve children in the arts is to fail to educate them as fully developed and feeling 

human beings.  Music educators are failing if we do not find better ways of engaging 

our students in music and the arts.  Fiske (2000, p. XII) suggests: 

With the 21st century upon us, we, too, must be champions of change; we must 

meet and exceed the challenge of giving our young people the best possible 

preparation we can offer them.  To do so, we must make involvement with the 

arts a basic part of their learning experiences.  In doing so, we will become 

champions of change for our children and their children. 
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Little research in music education has been specifically targeted at this year 8 level. 

Whilst very small percentages of students will use their music skills professionally, 

worthwhile music experiences can be a stepping-stone to producing students equipped 

with music-for-life skills.  These students will become the music makers of the future as 

parents and in the community musical life.  They will also become the consumers of 

music and the future concert audiences.  Beck has written that: 

All school subjects, experiences, aims and attainments ought to be conceived in 

terms of their relationships to life goals.  Schooling should enable learners to 

achieve life goals both in school and beyond school – in working life, family life  

and social life (cited in Elliott 1995, p. 308). 

 

The study proposes that young teenage students are keen to express themselves in music 

especially as individuals and as adolescents, and that the majority of students in the age 

bracket want to be engaged in music making and are excited about making progress. It 

also proposes that it is possible to construct and deliver stimulating and enjoyable 

experiences that will capture the interest of year 8 students as well as helping to develop 

positive attitudes towards music by these adolescent students.  Finally, the study seeks 

to offer an action research model that other music teachers may use as a framework to 

become reflective practitioners and researchers in their classroom in an attempt to 

improve their practice. 

 

Structure of the thesis 

This thesis is divided into six chapters.  Chapter 1 provides a brief introduction to the 

study, and the background and significance of the study.  The research question is also 

defined. Chapter 2 examines issues raised in music education literature that are 
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concerned with or inform the research question.  It examines numerous viewpoints in 

regard to aesthetic education, music education, qualitative research in music education 

and reflective practice.  Chapter 3 provides a basis for the approach and methodology 

utilised in the study. Action research design is discussed as well as issues of 

triangulation.  The action research plan implemented and the designed music project 

cycles are presented. The data collection tools are described and the method of analysis 

of the data is discussed.  Chapter 4 describes the context of the project.  This includes 

the school site, the music teacher and the students. The new Arts Syllabus – Years 1 to 

10 (2001) is presented and the implications it will have on future planning is discussed. 

Chapter 5 is a report and analysis of the data.  The preliminary research data is drawn 

from the music teacher interviews and student questionnaires.  It contains an analysis 

from the four cycles of the action research project which includes data from the 

researcher, the music teacher and the students.  Further outcomes of the research are 

presented from data gathered from the students.  Systemic constraints, timetabling, 

value of music in schools and budgeting are issues identified at the school level.  These 

are also presented.  The key issues gleaned from all these sources are then used to 

illustrate concepts relevant to music education at the junior secondary level.  Chapter 6 

presents a summary of the literature, methodology and results.  It then provides 

recommendations and implications for the future.  It seeks to draw together the theory 

and practice and provide music teachers with a research model that can be transferred 

into music classrooms.  Directions for future research and development are discussed.  

The coda provides an insight into the music program at the school since the research 

was completed. 
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CHAPTER 2 

 

LITERAT URE REVI EW 

 

Introductio n 

This review of literature identifies the specif ic features of aesthetic education and music 

education directly relevant to this thesis.  The work of Csikszentmihalyi (1990) and his 

notion of flow, as part of the aesthetic experience, is also explored.  Qualitative research 

and its place in music education is discussed.  Finally, the role of reflective practice in 

assisting teachers to improve their practice is presented. 

 

Theorists such as Eisner (1985), Langer (1953) and Reimer (1989) have focused upon 

music as a symbolic form and as an aesthetic and artistic way of knowing.  These 

perspectives have provided philosophical bases for the music curriculum in Australia 

for many years.  There has been, however, in recent times criticism of these ‘aesthetic’  

theories (Elliott, 1995, Walker, 1990, 1996).  This criticism questions whether the 19th  

century Western European notion of what constitutes ‘aesthetic product’ is appropriate 

for students today.  Small (1977) for example, examines the cultural construction of 

what is meaningful in music, while Elliott (1995) highlights the importance of music as 

an experience, a process of ‘music making’, a praxial approach.  Swanwick (1994), has 

developed a theory of music education practice in which music education is considered 

a discourse that allows the growth of knowledge about music.  This review of the 

literature on aesthetic education will discuss the significant ideas drawn for each of 

these perspectives.  
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Aesthetic Education 

In 1982 The Arts in Schools was published by the Calouste Gulbenkian Foundation.  

This report investigated the principles, practice and provision for the arts in educational 

institutions within the United Kingdom.  Following this report, aesthetic education 

became an educational priority (Aspin, 1990).  The Arts in Schools was an effective 

attempt to justify the value of arts education and identif ied aesthetics as a distinct 

category of understanding: 

One of these distinct categories of understanding and achievement - the aesthetic 

and creative - is exemplif ied by the arts:  music, literature, poetry, dance, 

sculpture and the graphic arts. 

     (Calouste Gulbenkian Foundation, 1982, p. 20) 

 

Abeles, Hoffer and Klotman (1994, p. 78) believe that the development of aesthetic 

sensitivity is important to the development of our knowledge of life, stating that: 

Aesthetic sensitivity contributes to that area of human growth and development 

that assists in achieving perception of and insight into human feeling and human 

emotion.  Furthermore, it is aesthetic judgement that contributes to one’s sense 

of values in arriving at conclusions that affect a personal lifestyle and mode of 

existence. 

 

If aesthetic education is indeed so closely related to the values by which we live, then a 

primary function of music education must surely be to develop aesthetic values and 

judgement.  Lundin (1967) believes that aesthetic response is an acquired reaction and a 

product of learning.  Whilst music education may have many important non-artistic 

functions, the aesthetic in music education is devoted to explaining the intricate nature 
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of music.  The emphasis in this case is on the “development of sensitive people who 

have the depth of insight and skill proficiency to use music for the intrinsic meaning and 

value it holds for them” (Gifford, 1988, p. 133). 

 

Reimer’s (1989, p. 53) philosophy of music education is based around the idea that 

“music is a way to know the world – to create and share meaning in the world – and to 

function effectively in this mode of cognition, one’s musical intelligence, must be 

developed”.  Reimer believes the deepest value of music education is the enrichment of 

the quality of peoples’ lives through enriching their experiences of human feeling.  How 

would one teach music in order to realise its deepest value?  Reimer suggests several 

principles: 

1. the music used in music education at all levels and in all activities should be 

good music, which means genuinely expressive music; 

2. opportunities must constantly be provided for the expressive power of music to 

be felt; 

3. students must be helped to become progressively more sensitive to the elements 

of music which contain the conditions which can yield experiences of feeling.  

(These elements – the musical qualities of melody, harmony, rhythm, tone 

colour, texture, form – are objective; they are identif iable, nameable, capable of 

being manipulated, created, discussed, isolated, reinserted into context.); 

4. the language used by teachers should be appropriate for their purpose, which is 

to illuminate the expressive content of music. 

Reimer further advocates that the experience of music is the ‘be-all’ and ‘end-all’ of 

music education.  He argues that music study should concentrate on those qualities of 

sound which make them expressive.  The music educator in this process needs to 
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employ language and techniques that are true to the nature of music as an expressive 

form.  Reimer focuses on both the inherent qualities of the music object and the intrinsic 

nature of the experience.  Reimer (1992) proposes that the principle of aesthetic 

meaning requires going beyond content and function.  He argues that it is not that the 

context and content are not influential in the forming of and knowing the work and 

experience, but that the expressive qualities should be the focus.   

 

Elliott (1995) has two major criticisms of Reimer’s interpretation of meaning in music.  

He claims that Reimer’s focus is upon the art object (the musical work) and that he 

places undue emphasis upon the listening experience rather than the producing and 

creative experience.  Elliott’s focus is upon the ‘praxial’ or the practice of music 

making.  He emphasises this point when he uses the terms ‘musicing’ as a description of 

the act of making music and ‘musicer’ as a term that defines the maker of music.  Elliott 

also employ’s Schön’s theory (1987, 1984) of reflection on and in action to develop an 

approach to critical listening and reflective practice in music learning.  He proposes that 

the meaning of music is bound within the idea that music experience is a resource for 

self-growth, a way of engaging with self-knowledge and an intrinsically enjoyable 

activity.  In this way, Elliott draws upon Csikszentmihalyi’s (1996) notion of flow and 

the idea that the challenge of experience contributes to optimal experience and greater 

complexity of consciousness.  Elliott’s theory places an emphasis upon practice and in 

particular performance.  Listening is viewed as an activity that is integral to the making 

of music during and after the experience whilst also being considered part of the 

reflective analytical experience of music. 
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Reimer’s philosophy points out the special experience that underlies all music activity 

while Elliott offers a praxial dimension of that activity. A combination of the 

perspectives of Reimer’s aesthetic approach, his emphasis on listening, and his view of 

music as an autonomous object and Elliott’s attention to practice – the praxis of 

performance and reflection - would be a firm basis to construct an approach to music 

education. 

 
Flow as part of aesthetic experience 

When we listen to music, create it and perform it we are drawn into the process.  

Csikszentmihalyi (1990) says we get flow from it – an optimal experience or happiness.  

He says that optimal experiences add up to a sense of mastery, a sense of participation 

in determining the content of life.  He further states that access to good music is 

supposed to make our lives much richer and when seriously attended to music can 

induce flow experiences.  For Csikszentmihalyi (1994, p. 74) these flow experiences, of 

which music making is one,  

provide a sense of discovery, a creative feeling of transporting the person into a 

new reality.  It pushes the person to higher levels of performance, and leads to 

previously undreamed of states of consciousness.  In short, it transforms the self 

by making it more complex.   

 

Figure 1 below represents what Csikszentmihalyi (1994) calls flow.  It can be seen that 

if  a task is too challenging then the result is anxiety whilst if it is not challenging 

enough then the result is boredom.  The flow channel represents the point where the 

challenge and one’s ability to meet the challenge (skills) intersect.  Csikszentmihalyi 

believes that flow forces people to stretch themselves, to always take on another 

challenge and to improve their abilities. 
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 Figure 1 Flow Chart Csikszentmihalyi (1994) 
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The result of flow is a state of consciousness where there is actually less brain activity 

because of the high degree of focus upon the task.  The result is a feeling of the task 

flowing from our bodies and minds effortlessly – hence the term flow to describe the 

feeling.  In arts activity many artists report this sensation as do people involved in sports 

and many other human activities.  Arts making has the potential to deliver flow to 

participants if the task enables the students access to achievement without boredom or 

anxiety.  Arts making is considered intrinsically motivating and this is flow – where we 

lose ourselves in the intrinsic pleasure of the task.  In education we face the difficulty  

that skill based activities such as reading notation or practising scales are not 

particularly flow producing activities but they can enable access to increased challenge 
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and expressiveness in arts making.  On the one hand making art is pleasurable, while on 

the other, skill acquisition tends to be competitive and more likely to cause anxiety and 

boredom.  The technical and theoretical knowledge is more difficult to teach but more 

easily assessed and structured into the curriculum. 

 

As the Arts in Schools document argues, all students deserve access to an education that 

includes music experiences that are a unique source of enjoyment and delight.  The role 

of teachers then is to provide challenging and engaging musical activities that give 

students access to flow and an understanding of music based upon active engagement 

with music making and thinking.  If students in year 8 music classes could get flow from 

their experiences, these classes would be enjoyable times for all – teachers and students 

-  and interest in studying music could be stimulated. 

 

Music Education 

The literature argues that all students deserve and are entitled to a basic education in 

music.  Abeles, Hoffer and Klotman (1994) believe that it is important that music be a 

part of one’s education as it not only serves to unify the individual with contemporary 

culture, but it also gives insight into the cultural practices of the past; it enriches life and 

helps bring beauty into the daily existence of the individual.   

 

Much research has been done investigating the integral role that music education plays 

in the education of children.  It can play an important role in a child’s individual and 

social development.  Music, as described by Higgins (1969), aids in developing a 

child’s self-respect through a sense of achievement and social recognition through 
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participation.  At the same time, while deriving pleasure from the experience, the 

foundations of enjoyment and self-satisfaction for later life are prepared.  

 

Music has the capability to change the learning experience for all children.  Music 

enhances children’s confidence, self-esteem and their personal development and can 

have a great impact on their creative imagination.  Edward Fiske (2000) studied the 

impact arts have on a child’s learning experience in his book Champions of Change.  

His research found that students who are involved in the arts attain higher levels of 

achievement and that such involvement can actually help ‘level the playing field’ for 

youngsters from disadvantaged circumstances.  His findings detail how students 

learning the arts use multiple skills and abilities that nurture the development of 

cognitive, social, and personal competencies as opposed to focusing on the development 

of a single skill in other disciplines. 

 

Swanwick (1988) sees musical encounters as always the ultimate and general aim of 

music educators, but within classrooms it is essential to be able to recognise and 

respond to the specific details of musical experience, sensitively and positively. Music 

teaching, according to Swanwick, can be effective only when the nature of music itself 

is understood and the development of students respected.  Programs need to aim to 

musically educate all students – not just the talented ones.  This focus of providing 

music education for all should be the goal of music education, with performing groups 

such as choirs, bands and orchestras being a specialised component or extension of the 

program.  To achieve this aim all students should be involved in music making – 

composing, listening and playing - in a program that draws on music of all styles.  

There needs to be a balance between skills development and the acquisition of 
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knowledge.  All students need to be given opportunities to express themselves through 

music and develop their aesthetic sensitivity.  Durrant and Welch (1995, p.8) further 

support this: 

 Music in the classroom should involve all children, especially those not captured 

by the formalised performing groups in the school.  Music is not just for the 

‘able performers’; it plays a part in all our lives, not only at important times and 

occasions, but also as an everyday experience, which enriches our thinking and 

feeling. 

 

The importance of technology should also not be overlooked as its use becomes 

mandatory in all classrooms of the 21st century.  Walker (1990) suggests that the use of 

digital technology places us in a position to make leaps over several generations of 

music curriculum stagnation.    In a further description of curriculum, Walker argues 

that music education needs to make music relevant to what musicians are actually doing 

– representative of music practice now to be meaningful to children today. 

A new music pedagogy for all students rooted in the 20th century and leading to 

other times, places and cultures, utilising digital technology in the forms of 

acoustic synthesis, sequencing CD Rom and on line access to the vast store of 

examples and information available world wide, is I suggest the only way 

forward (Walker, 1990, p. 120). 

Choksy et al. (1986) report that the computer society of the 1980s has presented new 

challenges and opportunities for music educators at all levels of instruction.  A new 

literacy is now required of both teachers and students in all subject areas, including 

music.  They believe the field of music education will be changed and modified by the 

computer society. 
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McMurray (1991, p. 37) sums up the aims of music education in a translation from the 

universal aim of general education: 

It (music education) is to help everyone to further awareness of patterns of 

sound as an aesthetic component in the world of experience; to increase each 

person’s capacity to control the availability of aesthetic richness through music; 

and to transform the public musical culture into a recognised part of each 

person’s environment.   

 

Contemporary music education 

The music education methodology implemented in schools varies from country to 

country and from school to school within countries.  The predominant methodology 

used in primary music, in some states in Australia and the United States, is a highly 

skills- based program using the Kodaly philosophy (Choksy, 1974).  This methodology 

was introduced in Hungary by Zoltan Kodaly in the 1950s and 1960s.  For those 

students whose skills reach a high standard, this approach can be very successful.  

Unfortunately many students who struggle to reach these high standards can see 

themselves as a ‘failure’ in music and develop a limited view of what music education 

at school is all about.  DeVries in his study of music teaching in Queensland (1999, p. 

84) reported: “…solfa just didn’t work…the children didn’t want to do it.  And those 

that did were confused by the hand signs, even quit, sometimes throwing a tantrum and 

giving up on singing for the lesson”.   While he questioned a total Kodaly approach he 

noted that the sequential development was good and there were plenty of great ideas, 

but he used this method in conjunction with other ideas and methodologies.  A Kodaly 

approach is not always inclusive of all musical experiences.  To a large degree it 
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excludes the use of instruments other than the voice.  Listening and creativity although 

included in Kodaly’s philosophy are sometimes neglected by school music teachers in 

their attempt to teach the skills of rhythm and melody. 

 

I agree with DeVries (1999) that the Kodaly method has a lot to offer with its sequence 

of development of musical elements, but question how relevant this specif ic 

methodology is for students in schools in the 21st century.  Reimer (1989, p. 168) for 

example believes that: 

the primary objective of general music should be to improve every student’s 

capacity for musical listening, that is, their capacity to perceive all the ways 

sounds become expressive, in contexts that encourage feelingful reactions to 

what is being perceived. 

 

Music programs and curriculum 

The approach to date, of music programs in high schools or junior secondary schools 

does not appear to have followed an identifiable plan. There are many diverse 

approaches evident in schools.  Both in the United States and Australia, there are 

schools that offer specialised instruction to selected students in music; some schools 

offer a band or choral class that is part of the everyday curriculum, while in other 

schools arts educators battle to have their subject recognised as an important part of the 

education of the students.  Some schools adopt what is referred to by arts teachers as the 

‘shopping trolley’ approach.  In this approach, in a year of four terms, students in year 8 

(or their first year of high school) are exposed to a term (10 weeks) of different 

disciplines in arts education e.g. music, art, drama, dance.   The concern with this 

approach is that the time is too brief to give students much more than a ‘taste’ for the 

Chapter 2 – Literature Review 23



different disciplines of the arts.  Some schools, with vertical timetables, allow students 

(before they enter high school) to choose which arts strand they may study.   If students 

have had unpleasant experiences in primary school, their choice may be made on 

uninformed prejudice.  There are some schools that offer an arts subject for a semester 

(20 weeks).  Very few high schools offer the same strand of the arts for study for the 

whole year except in the schools where a particular strand of the arts is a focus.  There 

are school for example that offer music as a special strand of study through the five 

years of high school.   

 

Schools have a duty to present all students with equity of access to all subjects.  A 

student needs a base on which to make his or her future choices.  As Abeles et al. (1994, 

p. 278) state: 

Every child should have a general, broad musical experience before embarking 

on his or her choice of specialised activities. Without it, most students would not 

be able to make intelligent choices.  It is for this reason that the foundation of a 

successful school music program resides in the general music program in the 

junior high schools. 

 

What should be the aim of music education for students who are 12-14 years old, in 

their first year of high school and about to make subject choices for their future study?  

Reimer (1989) believes that the overall goal or aim of the general music curriculum is to 

develop, to the fullest extent possible, every student’s capacity to experience and create 

intrinsically expressive qualities of sounds.  He believes that this aesthetic sensitiv ity is 

present in every student to some degree.  Elliott (1995) believes that using a praxial 
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philosophy to teach children through authentic music making that music is a diverse, 

human, participatory, social and performing art should be at the heart of the curriculum. 

 

How can year 8 classroom programs be structured so that they build on the skills and 

knowledge that have been acquired in the seven years of primary school music 

education?  What needs to be done in year 8 to ensure music education flourishes?  

Abeles, Hoffer and Klotman (1994) see the purpose of music instruction in schools is to 

educate all students in music, not to separate the more talented from the less talented.  

They state that worthwhile education experiences in music should be provided for 

students so that they gain a basic education in the subject.  

 

Unfortunately for many primary schools students about to enter high school, their view 

of classroom music is based on the idea that the ultimate goal in music education is 

being able to sing in solfa and play the recorder, rather than enjoying the experiences of 

listening, composing and performing music.  This view by the students means that many 

come into high school with negative attitudes towards music – thus making the task of 

the high school music teacher more demanding.  (This was revealed in responses 

collected from interviews with year 8 students when asked about their attitude to 

primary school music.) 

 

How can music teachers cope with this negative attitude to their subject?  Does this 

negativity influence some teachers to do what they need to do to ‘survive’ classes as 

they do not know how to cope with this pervading negative attitude to school music? 
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Swanwick (1999) proposes an approach to music learning that is inclusive of people, 

place and process.  In his book A Basis for Music Education (Swanwick, 1981), he 

introduced the CLASP method. Swanwick describes the activities of music making and 

defines what educational qualities are unique to music and those that are shared with 

other disciplines. This acronym stands for composing, literature, audition (listening), 

skills and performance.   

Composition:  formulating a musical idea, making a musical object. 

L iterature studies:  the literature of and about music. 

Audition:  responsive listening as (though not necessarily in) an audience. 

Skill acquisition:  aural, instrumental and notational. 

Performance:  communicating music as presence. 

Composing, audition and performance are directly related to music experience and the 

skills and understanding gained in these activities are unique to music.  Literature and 

skill acquisition have supporting and enabling roles, which means that whilst skill 

development and literature support and enable our development in music, these skills 

might also be gained from other disciplines or indeed transfer to other disciplines.  

Swanwick suggests that composing, audition and performance are distinctly music 

activities.  While literature and skill acquisition support and enable the understanding 

and making of music they are not necessarily music activities.  They can be gained 

through other discipline study.  Also composing, audition and performing are fun, 

active, practical and intrinsically  motivated activities that most students naturally 

respond to, being creative and expressive with sound, whilst literature and skill 

acquisition are more extrinsically motivated.  An undue focus on extrinsically motivated 

activities can tend to turn students off music and limit their understanding – as seen in 

the Silent Music Room.  These skills (literature and skill acquisition) can easily arise 
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from composing, audition and performing activities or be imbedded within meaningful 

music making.  Swanwick is advocating that teaching music should involve attention to 

the intrinsic aspects of music such as composing, audition and performing.  He 

articulates that the focus of music education should be upon the “making” activities.  

This is the approach adopted for the action research project. 

 

Qualitative research in music education 

The first decades of research in music education were characterised by adherence to 

quantitative models (the scientif ic empirical tradition), rather than employing qualitative 

models (the naturalistic phenomenological mode).  A typical example of the research 

conducted is the study by Abeles and Porter (1978) of preferences for musical 

instruments according to gender.  It was found that girls tended to choose flute while 

boys selected trombone.  Many other studies have concentrated on the preferences for 

styles of music by different aged students and the development of musical skills.  

Gordon developed Musical Aptitude Profiles (1965) and Primary Measures of Music 

Audiation (1979) all along quantitative lines.   

 

Even in the Handbook of Research on Music Teaching and Learning (regarded in the 

music world as essential to systematic teaching and research) the editor, Richard 

Colwell (1992, p. xii) makes an apology that even though he is a “music educator who 

thinks about curriculum, program and student evaluation…there is no chapter on 

qualitative evaluation”.  Little attention is paid in the book to the roles that music 

teachers might play in generating and contributing to the knowledge base of music 

teaching.   
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Missing are the voices of the classroom teachers, their questions and concerns, 

and the interpretive frames teachers use to understand and improve their own 

classroom practices (Bresler, 1994, p. 4).   

There is a chapter on qualitative research methodology in music education by Bresler 

and Stake (1992).  In this chapter they review the basic theory and method of qualitative 

research in music education and mention that the first decades of research in music 

education have been characterised by adherence to quantitative models. 

 

In the second edition of The New Handbook of Research on Music Teaching and 

Learning (2002) a range of music education research studies that used a wide variety of 

qualitative methodologies is presented.  Although the number of studies in music 

education has grown, music education researchers may take another ten years to become 

accustomed to the fact that qualitative studies often yield insights that have parallels 

with the insights gained from musical experiences, for both can be powerful, emotion-

laden, and difficult to put into words (Flinders & Richardson, 2002, p. 1169). 

 

Roberts (1994) identifies two specif ic problems that hinder music education research in 

effecting much meaningful change in music education instructional patterns.  First is the 

lack of involvement of the teacher of music in the research of the discipline and the 

second is the fact that the research paradigm that currently dominates our professional 

enterprise, which is the psycho-statistical one, is a mode of research which is typically 

at odds with the way teachers view the social world in which they work.  Hence this 

paradigm fails to offer new knowledge which is meaningful for teachers in the context 

of this professional social world.  Roberts suggests that unless there is a shift in research 

paradigm to one that involves teachers in the research, little meaningful change in music 
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education will take place.  Swanwick (1984) wrote that qualitative research in music 

education was so difficult it was almost impossible. Edwards (1992, p. 5) states that 

“research in music simply hasn’t produced enough useful information to merit the 

attention of practitioners”.   

  

Increasingly qualitative research studies in music education have been conducted in the 

past decade.  In fact, two issues of the Bulletin of the Council for Research in Music 

Education (1994, 1996) were devoted to qualitative research in music education.  As 

reported by Bresler and Stake (1992) the Pillsbury Foundation Study (Moorhead & 

Pond, 1941) set a new direction for investigation for music education.  The study was 

conducted with three to six year old children attending a kindergarten designed 

specifically for research into musical creativity.  The methods of study involved in-

depth observation and analysis, with the final report being a set of three short case 

studies of individual children.  Another study conducted by Stake, Bresler and Mabry 

(1991) comprised a set of case studies that included teachers’ experiences of the 

curriculum and their perceptions of hindrances to better music education programs.  

There were eight case studies conducted by four researchers.  Teachers’ knowledge of 

music and expertise in attitudes towards music in relation to their practice provided a set 

of issues that emerged out of the juxtaposition of emic (those of the participants) and 

etic (those of the writer) perspectives (Bresler, 1994).  The study involved elementary 

school teachers and investigated arts programs (visual arts, drama, dance and music). 

 

Qualitative research is multimethod in focus, involving an interpretive, naturalistic 

approach to its subject matter and it involves the studied use and collection of a variety 

of empirical materials that describe routine and problematic moments and meanings in 
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individuals’ lives (Denzin & Lincoln, 1994).  Qualitative inquiry is therefore 

particularly relevant in music education.  In particular, action research is valuable 

because its aim is to improve what is being researched. 

 

Reflective practice 

Eisner (1985) asks the question “can educational research inform educational practice?”  

Roberts (1994, p. 24) also draws attention to what he sees as a “substantial gap between 

the results of research in music education and a reasonably expected degree of 

classroom implementation”.  His recommendation is that “teachers ought to be involved 

in research processes with their own agenda” and this requires a fundamental shift of 

paradigm to qualitative rather than quantitative methods in music education research.  A 

method of addressing this is for the music teacher to become a reflective practitioner as 

described by Donald Schön (1994) in his book The Reflective Practitioner. He believed 

that through engaging in reflective practice teachers could improve the quality of their 

practice.  The reflective practitioner stance “demands a discovery of self, a recognition 

of how one interacts with others, and how others read and are read by this interaction” 

(Taylor, 1996, p.27).  Music teachers are able to reflect on their work and the work of 

their students.  They are able to ask questions that outside researchers may not ask and 

they may see patterns emerging that others may not see.  Teachers, along with their 

students, create a very important social reality that needs to be investigated.  The 

teaching of music should become much more than the transmission of knowledge – it 

should become a journey of discovery.  Roberts (1994) believes that with some 

guidance from experienced researchers, music teachers can offer an agenda for enquiry 

based on first-hand lived experience in the contextualised situation found in the school 

classroom.  He further reports that qualitative models provide opportunities not only to 

Chapter 2 – Literature Review 30



pursue research in a contextualised format but also to take advantage of the rather 

extensive lived experience that the teacher-researcher can bring to bear on the analysis 

of the situation. 

 

Teachers are knowers and they use this knowledge base in their practice.  However, 

especially in the field of music, teachers have not participated in the generation of 

information that informs the practice of teaching.  This has generally been carried out 

by researchers from universities.  Cochran-Smith and Lytle (1993) argue that we need to 

develop a different theory of knowledge for teaching - one that regards inquiry by 

teachers themselves as a distinctive and important way of knowing about teaching.  

When teachers do research, the research is embedded in practice.  It provides an 

insider’s perspective and is a lived experience.  As a result of being engaged in 

reflective practitioner research, teachers are empowered to generate their own theories 

on teaching and are enabled to constantly revise teaching procedures.  Teacher research 

is concerned with the questions that arise from the lived experiences of teachers and the 

everyday life of teaching expressed in a language that emanates from practice.  Teachers 

are concerned about the consequences of their actions, and teacher research is often 

prompted by teachers’ desires to know more about the dynamic interplay of classroom 

events.  Hence teacher research is well positioned to produce precisely the kind of 

knowledge that is currently needed in the field (Cochran-Smith & Lytle, 1993). 

 

If  music teachers were to become reflective practitioners and deliberately set out to 

document their thoughts and ideas they could then collaborate with other music teachers 

on how issues arise and develop in the different contexts of their classrooms and 

schools. Through this collaboration music teachers could then develop multiple 
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representations of these issues.  Collaboration on common issues would also provide the 

possibility of comparison and the opportunity to extend the validity of the research.  For 

a group of teachers who have not been involved in research, the collaborative approach 

could prove exciting and worthwhile, especially for music teachers who work in 

isolation on a day to day basis in their school or their circuit of schools. Musicians are 

highly trained in performing together so working collaboratively could be an extension 

of that training.  “Without collaboration, there would be no music making apart from 

isolated soloists hermetically sealed”  (Adelman 1994, p. 70).  It could also engage the 

imaginative powers of the group in an effort to make and reinterpret the sources of any 

understandings and knowledge.  Adelman has stated that: 

The time and effort of identifying issues and of reflective research on what 

would otherwise be taken for granted practices has been found worthwhile by 

the participants.  Participants become remarkably aware of the freedoms and 

especially the constraints on their productive imagination (1994, p. 80).  

 

Of course collaboration in research or in any other endeavour will not be totally 

straightforward or without its problems even if the participants are eager to participate.  

The interactions and relationships between all participants will affect the data collection 

and analysis of the data.  However, a collaborative approach can be very meaningful 

and enlightening for music teachers and this can be a distinctive and important way of 

knowing about music teaching.  When teachers collaborate there will not be just a series 

of discrete findings but the “multiple perspectives that teachers bring to their work, 

which together generate unique interpretive universes”  (Cochran-Smith & Lytle, 1993, 

p. 60).  Cochran-Smith and Lytle also acknowledge that inquiry conducted by teachers 

is a way to build knowledge both locally and more publicly - for the individual teacher, 
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for communities of teachers, and for the larger field of university-based researchers and 

teacher educators, policy makers and school administrators. 

 

The teaching of music and the knowledge of music teachers have undergone some 

fundamental changes in the last ten years.  New questions and new research issues often 

require methodologies different from the traditional ones or those that have been 

employed for a number of years.  Music researchers need to be mindful of this and 

explore and conduct research into music education in a different light.  I argue that the 

glaring omission from the general body of research in music education has been the 

voice of music teachers. This is supported by both Roberts (1994) and Bresler (1994). 

The use of qualitative research methodologies and in particular reflective practitioner 

research would help to overcome this omission and could in the long run serve to 

improve the teaching and quality of music education.  Taylor has written that: 

Reflective practitioner researchers are never certain of what the future will bring, 

what discoveries we will make, what troubling questions will occur for us as we 

listen, watch, interact and hear…there is comfort that our journey is a human 

and humane one, for while we search for meaning within our own field settings, 

while we reach out in the hope of connecting with our kids, we participate in the 

struggle of inquiry, a struggle which has been shared by many teachers and 

artists over time (1996, p. 55). 

 

Conclusion 

This review of literature on aesthetic education, music education, qualitative research 

and reflective practice has discussed the various views and perspectives of theorists 

including Reimer, Elliott, Swanwick and Csikszentmihalyi.  Each theorist contributes 
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important insights for the development of music curriculum and its implementation in 

the classroom as described in this chapter.  In planning the action research project, the 

strengths of each theory have been drawn upon to construct and develop, and then 

analyse a program of music learning that is engaging and relevant for year 8 students.  

The context of the school, the music teacher and the students were also taken into 

account for this planning. 
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CHAPTER 3 

 

METHODOLOGY 

 

Introductio n 

This study is an action research project conducted in collaboration with a classroom 

music teacher in a year 8 music classroom.  The chapter opens with a description of the 

methodology that was employed – action research.  It discusses two Zuber-Skerritt 

models.  The action research spiral (Zuber-Skerritt, 1995) was adopted as the model for 

the project and the CRASP model (Zuber-Skerritt, 1992) defines action research. The 

CRASP model (critical, reflective, accountable, self-evaluating, participatory) is 

discussed and related to music education.  [The CRASP model of action research is not 

to be confused with Swanwick’s CLASP model for describing the activities of music 

making.  The CLASP model was discussed in the previous chapter.]  Issues of 

triangulation are examined in relation to the study, and the data collection tools are 

described in detail.  The musical concepts used in the project are detailed in their 

relevant cycles.  Finally the analysis processes and procedures of the action research 

project and the music teacher interviews are specified. 

 

Action research 

The term action research was coined by the social psychologist Kurt Lewin in the 1940s 

to describe a particular kind of research that united the experimental approach of social 

science with programs of social action to address social problems.  Lewin’s research 

aimed to promote social action through democratic decision-making and active 

participation of practitioners in the research process (Kember & Kelly, 1994, p. 2). 
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Kemmis and McTaggart define actions research as: 

a form of collective self-reflective enquiry undertaken by participants in social 

situations in order to improve the rationality and justice of their own social or 

educational practices, as well as their understanding of these practices and the 

situations in which these practices are carried out…In education, action research 

has been employed in school based curriculum development, professional 

development, school improvements programs and systems planning and policy 

development (1998, p. 5).   

 

An action research model was chosen for this project because it enabled me to work 

directly in the classroom with the teacher and the students – in the natural setting.  As 

Ira Shor describes, “it [research] happens everywhere else except every day in the 

classroom, where it is needed” (cited in Regelski, 1994/95, p. 65).  Also, I welcomed 

the opportunity to work collaboratively with another music teacher.  So often music 

teachers work in isolation in their school – isolation from general teachers and also 

other music teachers.  Kemmis and DiChiro feel that collaboration defines action 

research (cited in Miller, 1996) and Kemmis and McTaggart (1988) state that the 

approach is only action research when it is collaborative.   

 

I was also concerned with the gap between the theory and the curriculum presented for 

year 8 music and the daily practice of music education that I have observed over the 

years.  According to Kuzmich (1987) there is a gap between research studies and their 

practical application in music education. Action researchers try to close this gap 

between research and practice by creating a situation in which practitioners define 

research problems and conduct research in such a way that the outcomes are directly 
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useful to classroom or other educational situations (Kember & Kelly, 1994).  Grundy 

and Kemmis (1982, p. 87) describe action research as follows: 

Action research is research into practice by practitioners, for practitioners…In 

action research, all actors involved in the research process are equal participants, 

and must be involved in every stage of the research…Action research of any 

developed kind requires that the practitioners themselves control all the aspects 

of the research process…The kind of involvement required is collaborative 

involvement.  It requires a special kind of communication…which has been 

described as ‘symmetrical communication’…which allows all participants to be 

partners of communication on equal terms…Collaborative participation in 

theoretical, practical and political discourse is thus a hallmark of action research 

and the action research process. 

This quote defines the approach taken in this study.  The study consisted of research 

conducted by two music teachers for music teachers.  All participants involved were 

equal participants.  The study was conducted with collaborative involvement. 

   

Action research has been used in many settings including business, industry and 

education.  Carr and Kemmis (1986) define educational action research as a term used 

to describe a family of activities in curriculum development, professional development, 

school improvement programs and systems planning and policy development.  These 

activities have in common the identification of strategies of planned action, which are 

implemented and then systematically submitted to observation, reflection and change.   

Participants in the action being considered are integrally involved in all of these 

activities. 
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Action research in music education 

Is action research then a valuable methodology to be used in music education research?  

Regelski (1994/95) believes it is.  He identifies the central problem of research 

application and educational change in music as arising from a basic failure to take into 

consideration the situatedness of the teacher’s unique world of experience.  He believes 

that music education is carried on as a craft, having no basis for practice other than the 

tacit theorising of teachers who are apprenticed to teach as they were taught.  While a 

craft merely involves a standard repertoire of skills, a profession demands an 

understanding of the concepts of that field of practice, the theory that underlies it.  And 

he states that if music teachers are to be professionalised, teaching praxis must be 

predicated on valid and reliable educational theory and in light of a generally accepted 

knowledge base concerning music, teaching and education.   

 

Regelski believes that action research is concerned with asking questions or stating 

problems in terms that the actors involved recognise as problems, can relate to by 

critiquing their own praxis and can apply to improving future praxis.  He also believes 

that a turning toward action research in music education will promote a democratic form 

of public discussion that will allow for an uncoerced flow of ideas and arguments. 

 

Have there been many action research projects conducted in music classrooms?  An 

abundance of published papers was not found.  Three were located.  One such published 

paper included an action research project conducted by Beth-Anne Miller (1996, p.100-

115), a music specialist: Integrating Elementary Music Instruction with a Whole 

Language First-Grade Classroom.  She chose to use action research because she 

wanted this study to inform her teaching; and she believed that the collaborative and 
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cyclical nature of the action research model best described her life as an elementary 

general music teacher and best served her in her role as teacher-researcher.  She 

believed that the collaborative nature of action research might be particularly appealing 

to specialists, such as music teachers, who traditionally have found themselves set apart 

from the mainstream of general classroom teachers.  She reported that an unexpected 

positive result of the study was a marked increase in collegiality between classroom 

teachers and herself.  In her action research project, she explored ways to integrate her 

music instruction with the core curriculum without sacrificing the integrity of the 

musical agenda.  She was curious whether integration would enhance learning and 

student motivation.  She collaborated with a first grade classroom teacher in planning 

and implementing integrated units based on the whole language approach, but still 

focusing on basic music concepts of rhythm, melody, harmony, articulation, dynamics 

and timbre.  The study changed Miller’s view of integration from one entity to varied 

manifestations with different purposes, contexts, and educational functions.  This 

informed her teaching and clarified rationales and functions for curricular activities.  It 

also helped her move from a relatively authoritarian teaching role to a more facilitative 

one.  The study informed her teaching in both context and style, as well as changing the 

whole context of her teaching. 

 

Another music action research study is reported in The New Handbook of Research on 

Music Teaching and Learning (2002).  This study was conducted by P. O’Toole in 

1994.  It is a study of power dynamics in the choral rehearsal class addressed the 

question of why anyone would be willing to participate in the typical performance 

ensemble, in which the individual’s opinions, thoughts and feelings are subordinated in 

favour of the director’s opinions, thoughts and feelings.  The research questions focused 
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on replacing the traditional power relations of the choral music classroom with a series 

of three 8-week projects that implemented feminist pedagogy in three choral ensemble 

settings.  Working in collaboration with two high school choral directors and her own 

choir, O’Toole used their classroom concerns to design projects that would give more 

voice to individual students’ responses, musical decision-making and input.  O’Toole 

attempted to involve the students’ feelings, needs and reactions in the rehearsal setting 

through activities ranging from large group discussion of the poetic text, journal entries 

about the rehearsals and student interviews about their experiences.  The data included 

field notes, teacher interviews, student interviews, student-conducted interviews and 

researcher journals.  The narrative is juxtaposed with tales from classroom events and 

with critical commentary, verbal snapshots of interesting moments from the classroom 

projects and ‘montages’ (a series of images that play with the points of view established 

in the snapshots). 

 

A third music action research project was one conducted by Costley (1993).  This 

project involved a group of secondary music teachers, schools and the local professional 

development centre in the development and monitoring of anti-sexist classroom 

strategies and teaching materials.  This action research was based on a spiral whereby, 

after close monitoring of a classroom situation, teachers accumulated evidence about a 

specific issue.  This led to the planning of action steps and then positive practical action 

for change in the school situation.  The spiral was repeated as many times as it was felt 

of value to refine the process and focus on the specific issue.  A number of strategies 

arising from the project were proposed to suggest possible practical ways for change.  

Some of these included: 

�x�� teach ‘music’ rather than composers 
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�x�� gender issues which only entreat a better deal for boys in music education 

should be carefully considered 

�x�� adopt girl and women centred ways of thinking 

�x�� create our own music in the new context so that a different voice can now be 

heard. 

 

As I wanted to generate public discussion re the teaching of year 8 music (the 

curriculum content and its delivery), develop collegiality between music teachers and 

collect stories of classroom events and students’ comments, these studies confirmed for 

me that action research was the model to follow.  I believed that in order for the 

published report to obtain credibility amongst practising music teachers, the research 

had to be practical and I had to be involved in the ‘action’.  I would not just be an 

observer, I would be an equal active participant in the study.  I believed by being 

involved and engaged in the classroom I would become an accepted part of the class to 

a certain extent.  It should be realised that having a second teacher in the classroom on a 

regular basis is not the norm.  The task for me was to be able to be both a teacher and a 

researcher in the classroom at the same time.  As Paton (1987, p. 75) explains: 

Experiencing an environment as an insider is what necessitates the participant 

part of participant observation.  At the same time, however, there is clearly an 

observer side to the process.  The challenge is to combine participation and 

observation so as to become capable of understanding the experience as an 

insider while describing the experience for outsiders. 

Paton, however, goes on to state “the ideal is to negotiate and adopt that degree of 

participation which will yield the most meaningful data given the characteristics of the 

participants”. 
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I also support Atkin’s view (1989, p. 204) that “not much progress in education is likely 

to take place unless teachers become agents in the improvement of their own practice”.  

I needed to reflect on my own practice in order to set an example to other music 

teachers.  I hoped to learn about my own practice and instead of playing the role of 

expert or interventionist, “to model the process of engaging in dialogue about the 

‘concrete particularities’ of our own practice” (Crites cited in Clandinin & Connolly, 

1991, p. 268).  I would not be just an observer but an equal participant in the project in 

an attempt to capture the essence of action research.  McNiff et al state that: 

Action researchers are intent on describing, interpreting and explaining events 

(enquiry) while they seek to change them (action) for the better (purpose) (1996, 

p. 13). 

 

Research design 

The model adopted was devised by Zuber-Skerritt (1995, p. 13), as shown in Figure 2 

below.  She describes action research as “collaborative, critical and self -critical enquiry 

by reflective practitioners who are accountable and make the results of their enquiry 

public”.  Action research is a cyclical process of planning, acting, observing and 

reflecting.  Planning includes problem analysis and strategic planning.  It involves 

constructing a plan, a plan that is flexible so that it may cope with unforseen issues.  

Acting means implementing the strategic plan. This action is deliberate and controlled.  

This practice means putting the ideas into action.  Observing includes monitoring and 

evaluating the action and its impact on the participants and the stakeholders.  The 

effects of the intended and unintended action are documented.  Reflecting on the 

evaluation results means drawing practical and theoretical conclusions and planning the 
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next cycle of improvement or change in the action research spiral in light of the 

findings. 

 

 

Figure 2.  Action research spiral (Zuber-Skerritt, 1995) 

 

 

 

Originally Zuber-Skerritt had the arrows pointing downwards and then sideways. She 

then changed the arrows to pointing upwards.  This upward spiral indicates continuous 

improvement of practice and extension of knowledge – personal knowledge and 

knowledge in the field.  The four sections of planning, acting, observing and reflecting 

are not static steps but as Zuber-Skerritt (1992, p. 112) describes, “dynamic moments in 

the action research spiral”. 

 

Zuber-Skerritt (1992) developed the CRASP model (see Figure 3 below) as a way of 

describing the use of action research for professional development in higher education.  
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Although it was developed for the university level, the model can be used in secondary 

schools as it has at its heart that action research might lead to a better understanding and 

improvement of learning, teaching and staff development.  This model defines the 

research model that guided the study. 

 

 

Figure 3. CRASP model (Zuber-Skerritt, 1992) 
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I have used the above model as a basis to shape my music education project at the state 

high school involved in the action research project.  Chan’s (1993) paraphrasing of the 

model [as cited in Zuber-Skerritt (1995)] has guided and influenced the issues being 

addressed.  Each of the headings from the model has been used and put into the music 

education and music teacher context.  These issues have been related to music 

education. 

 

Issues of the CRASP model 

Accountability 

As music teachers we need to become accountable for what is happening in our music 

classrooms.  Action research helps to ensure continuous quality improvement.  As the 

research is carried out by teachers in the classroom this model is likely to bring about 

more accountability to students and teachers.  The published report of the project could 

form part of the on-going responsibility we have as music teachers to provide 

accountability for the effectiveness of the teaching programs in music.  Music in some 

schools has been considered a non-essential part of the curriculum or a ‘frill’ subject.  If 

music teachers want to be seen as professional, and music a valued part of students’ 

education, we must become accountable for our subject and make this accountability 

public.  

Critica l attitude 

Action research helps encourage the development of critical attitudes to personal 

contacts, attributes, values and aims and its probable relationship with students in 

learning.  The project endeavours to encourage this development in music teachers.  It 

encourages music teachers to become reflective practitioners and then act on that 
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reflection as well as working in collaboration with other music teachers.  It allows 

students to become a critical and vital part of the learning.  

Research into practice 

Action research provides a platform for music teachers to take ownership and control of 

their teaching practice.  Action research conducted by music teachers can be more 

appropriate and meaningful than educational research carried out by theorists and 

applied to practitioners.  As stated previously there is not a large body of research that 

has been conducted in music education in the past that contains the voices of the music 

teachers and their students.  Action research can help to build this body of knowledge.  

Self-evaluation 

Action research encourages self-evaluation of teaching performance, of individual 

courses and of whole programs by music teachers themselves.  This can be done  

individually and collaboratively.  This evaluation process brings about improvement of 

teaching practice.  Teaching and research activities need not be isolated.  Action 

research can be an ideal way of linking theory and practice together in music education.  

It can be a way of making music education relevant to today’s student in today’s 

classroom. 

Professionalism 

As previously described in this chapter, Regelski suggests that music teachers need to 

be ‘professionalised’.  Action research can contribute to this professionalism by 

encouraging music teachers to critically look at their own practice and aim for 

improvement and then document this discovery.  Music teachers, by their own 

professional actions, can improve the attitudes towards music education at their own 

school level, community level and then as a combined group to state and national levels. 
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Triangulation 

Triangulation is the process of cross-checking the integrity of the information 

accumulated by the researcher.  It involves using multiple data gathering techniques, 

strategies and sources to verify information about an item of interest.  Triangulation is  

“the process of comparing and justifying data from one source against that from 

another…the message is simple – use more than one observation technique in order to 

see whether your results are consistent” (Kember & Kelly 1994, p. 18).  Multiple 

methods and multiple sources of data collection were used to authenticate the data in 

this study.  In relation to this research, the methods included:  personal journals from 

myself and the music teacher, observation notes, meeting notes, recorded interviews – 

class music teachers and students - videotapes of classes and student performances, 

student questionnaires and photographs.  The method of checking the validity of my 

observations and inferences was confirmed by giving these to the music teacher for her 

reflective consideration – “respondent validation” (Zuber-Skerritt, 1992, p. 138). 

 

Another definition of triangulation is given by Cohen and Manion, cited in Zuber-

Skerritt (1992, p.139): 

Triangulation may be defined as the use of two or more methods of data 

collection in the study of some human behaviour…triangulation techniques in 

the social sciences attempt to map out, or explain more fully, the richness and 

complexity of human behaviour by studying it from more than one standpoint 

and, in so doing, by making use of both quantitative and qualitative data. 

Zuber-Skerritt recommends the use of this multiple method triangulation as appropriate 

for a more holistic view of educational outcomes. The above-mentioned methods of 

data collection as well as obtaining data from various sources including my own 
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reflections; the music teacher’s reflections; data obtained from the students; and also 

input from other music teachers meets the criteria of multiple method triangulation.    

The use of these multiple methods and sources reflects an attempt to secure an in-depth 

understanding and adds richness to this inquiry.   

In educational research, there is also justification for the use of at least three 

different viewpoints in analysis.  Each point of the triangle stands in a unique 

position with respect to access to relevant data about a teaching situation (Burns, 

1998, p. 323).   

In this study, the music teacher and I, through reflection, were able to access our own 

intentions and the aims in the study.  The students were able to explain how the actions 

of the teachers (the music teacher and myself) and the curriculum presented influenced 

the way they responded.  In my position as participant-observer and researcher I was 

able to collect data about the observable features of the interactions in the classroom.   

 

The action research plan 

My action research project was conducted over one term at the school – ten weeks.  

There were four cycles.  The cycles were planned collaboratively with content and 

activities as the driving force.  At the end of each cycle, students were expected to 

complete a task – sometimes individually and sometimes within a group.  The plan was 

then implemented.  Monitoring and evaluating the action took place next during the 

cycle and then a reflection on the results was carried out where practical and theoretical 

conclusions were drawn before the planning for the next cycle took place.  The action 

research cycles are presented in Figure 4 below. 
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Figure 4 – Music project cycles 
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The cycles involved different time frames depending on the thematic work to be 

covered.  Cycle one was two weeks; cycle two three weeks; cycle three two weeks and 

cycle four became two weeks after a change in the school timetable, but originally three 

weeks had been set aside for this cycle.  Various assessment tasks were set at the end of 
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each cycle. Both individual and group assessments were conducted.  The task for cycle 

one was the composing and performing of a group composition in rap style.  Cycle two 

involved individual performance on the keyboard of the pieces the students had been 

practising.  Individual performance of chords on the guitar as well as group composition 

and performance of a soundscape was required in cycle three.  For this soundscape, a 

graphic score had to be prepared and presented for the class to view.  Cycle four was the 

culmination of the term, and a group composition using voice, keyboard, guitar and 

drum kit was required.  Students once again had to prepare the score and perform their 

composition for the rest of the class. 

 

According to Oja and Smulyan (1989, p. 16), successful collaborative action research 

depends on a project structure that allows the characteristics of collaboration, focus on 

practice and professional development to emerge.  They believe that a project structure 

conducive to effective action research consists of at least four elements:  

(i) frequent and open communication among participants; 

(ii)  democratic project leadership; 

(iii) spiralling cycles of planning, acting, observing and reflecting; and 

(iv) positive relationships with the school context within which the project 

occurs. 

The action research project was designed with importance placed on the above 

elements.  

 

The music teacher from the high school involved in the study will be called Glenda. 

Glenda and I met frequently and had an effective line of communication.  This involved 

a brief discussion after each lesson, a planned meeting after each cycle and constant 
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contact through phone and email.  The specific goals of the project were articulated and 

mutually understood and accepted by all the stakeholders at the initial meetings.  As the 

instigator of the action research project I became the official ‘leader’ of the project.  

However, as Glenda was the only other person involved, we became a two-person team 

and assumed shared responsibility.  At all times the needs, perspectives and skills of 

both of us were considered.   

 

The project proceeded through four spiralling cycles of planning, acting, observing and 

reflecting.  The spiralling cycles are fundamental to any action research project “to 

provide participants with the opportunity to work through several cycles in order to be 

effective…This allows practitioners to use their own reflections, understandings and 

developing theories to inform both practice and research” (Oja & Smulyan, 1989, p. 

20). 

 

The administration at the project high school wholeheartedly supported the project 

being implemented.  The deputy principal was invited to become a participant but she 

preferred to be an outside support in providing assistance and consultation when needed 

or requested.  The initial contact, acceptance and organisation of the project were 

through this deputy principal. This was supported totally by the principal.  It certainly 

would have been an advantage to have her ideas and perspectives in our planned 

meetings, but on the other hand Glenda and I were provided with the freedom to express 

and share our ideas, experiment and develop the project our own way.  As the project 

was not school initiated Glenda was not given any time on her timetable for the extra 

load that the project involved.  I was always fully aware of the extra burden I had placed 
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on her already busy timetable and I am sincerely grateful that she gave so willingly of 

her time. 

 

Data collection tools 

Journals, observation and meeting notes 

Glenda and I both kept a journal through the action research project.  In these journals 

we recorded the plans we had made and the actions that were taken.  They contained our 

impressions and personal opinions about the actions taken and the reactions to them.  

These journals were very personal and contain a record of what we both did, what we 

thought and our critical reflections of the project.  Notes from the cycle meetings are 

included in my journal.  Also included in my journal are observation notes from the two 

lessons each week. These journals offered a way of collecting data that would help 

create ‘thick description’ (Guba & Lincoln: 1990) of the unique situational and 

transactional aspects of our experience.   

 

Glenda and I were both very comfortable with keeping a journal throughout the project.  

Whereas I wrote my entries into a large book specially designated for these recordings, 

Glenda would go home and immediately record her thoughts on the computer.  At the 

end of the project she was able to hand me a hard copy plus a disk!  Mine had to be 

typed.  I always admire other people’s great use of technology!  Supporting the journals 

are a number of complementary documents.  These include our plans for each week and 

cycle.  A copy of the cycles can be seen in Figure 4 above while a more detailed weekly 

plan is included in Appendix 1.   
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As there was no set syllabus for year 8 there was no reference document; however, 

Glenda’s overview of units of music to be presented in the music program at her school 

is included in Appendix 2.  Also included in Appendix 2 is a copy of the year 8 music 

unit outline that was developed after the action research project was completed.  A copy 

of the handouts given to students during the course of the project can be viewed in 

Appendix 3.  Academic tests in reading and maths for all the students in the five year 8 

classes are described in Chapter 5.  A copy of both journals is included.  Also included 

in Appendix 4 is a list of resources for the subject – Book and Multimedia. 

 

Video tapes 

Video recordings were made of some of the lessons.  However, the presence of the 

video recorder sometimes influenced the students’ behaviour in a negative way.  They 

reacted to the presence of the video and were unable to focus on the task at hand.  As 

this was not a desirable influence, the number of lessons videoed was minimal to keep 

the classroom ‘scene’ as  normal as possible.  All the students’ presentations of their 

compositions: the raps, soundscapes and final composition task were videoed.  These 

provide an accurate and detailed record of the presentations.  The students were always 

very keen to view the videos after their presentations.  

  

Photographs 

A few photographs were taken of the students at work.  All the graphic scores were 

photographed to provide a record of this task and for them to be available to be used   in 

future classes.  Samples of these are included in Chapter 5. 

 

Chapter 3 - Methodology 53



Recorded interviews 

All interviews were recorded and then transcribed.  A sample of these interviews is 

included.  Seven secondary music teachers as well as one university lecturer were 

interviewed in a formal way.  Each interview involved some open ended questions and 

always allowed the interviewees the opportunity to raise points of interest to them.  The 

issues included teachers’ attitudes to year 8 music classrooms, the timetabling of 

classes, planning for year 8 music programs, suggestions for running the class without 

restrictions and the support received in the school for music.  Interviewees were also 

asked what they considered were the reasons for the decline in senior elective music 

students. The transcripts were analysed by searching for responses and/or themes that 

commonly occurred.  They provided rich accounts of other teachers’ reflections on 

issues such as the year 8 music classes, how they should be taught and what should be 

taught.  Informal discussions also took place with the two deputy principals of the 

project state high school and three high school principals as well as another university 

lecturer.  Notes from these informal discussions were included in my journal entries.  

Discussions took place with the students throughout the project during their lesson 

times.  Once again notes from these discussions were recorded in my journal as they 

occurred.  Some formal interviews were conducted with students identified as key 

informants (Woods, 1986, p. 59) during the last week of term.  These interviews were a 

combination of individual and group settings to enable the informants to both speak 

confidentially by themselves and also feel secure and willing to participate in a group.  

The formal students’  interviews were recorded and transcribed.  A sample of these 

interviews is included. 
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Student questionnaires 

These questionnaires (as seen in Appendix 5) contained both closed and open questions.  

This was done to gather specific data from the targeted group and also give the students 

the opportunity to express their points of view.  The analysis involved searching for 

common responses.  The students from 8D (the action research project group) and 8C 

were given questionnaires to complete at their first music lesson at high school.  This 

was done to collect their thoughts, ideas and responses to primary school music as well 

as their aspirations and expectations for high school music.  All year 8 students – 8A, 

8B, 8C, 8D and 8E – were given a questionnaire to complete at the end of the semester.  

From this questionnaire I wanted to gain the students’ responses to their term of music, 

or in the case of 8E, their response to not having access to music lessons at year 8 in 

high school.   The questionnaire also gathered information as to whether students had 

elected to continue with music education or not and the reasons for their choice. 

 

Analysis 

“They [qualitative data] are a source of well-grounded, rich descriptions and 

explanations of processes in identifiable local contexts” (Miles & Huberman, 1994, p. 

1).  The data collected provided a rich description of the year 8 music classroom.  As an 

enormous amount of data was collected throughout the project, the analysis was 

ongoing and began at the outset of the study.   

 

The analysis can, however, be described in five sections. The first section of the 

analysis involved the reviewing of the transcripts from interviews of seven classroom 

music teachers and one university lecturer.  These interviews were conducted to gather 

data on other music teachers’  ideas for the teaching of year 8 music, their current 
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practices and school context, and their views of ‘best practice’ for the future.  These 

teachers came from a range of school settings both in the metropolitan and country 

areas.  The analysis involved identifying themes and issues that were both 

complementary and contrasting.  The questionnaires completed by the year 8 students in 

8D and 8C at the school were also analysed in this first stage of analysis – before the 

commencement of the action research project.  These two classes were the year 8 

classes about to have access to their term of music lessons.  Through reflection and 

analysis of the interview transcripts and the student questionnaires themes were  

located.  These were the themes that both the music teachers and the students identified 

as important. 

 

The second section involved an analysis after each of the four cycles of the project.  

Decisions and planning for each cycle were made after the analysis was completed for 

the previous cycle.  These decisions were directly related to what had occurred, 

discoveries made, and reflections both during and at the end of each cycle.   Reference 

was made to journal entries by Glenda and myself; students’ comments and 

achievements in their work; and the curriculum being delivered.  At the end of the four 

cycles, the data collected from the students were analysed to identify the issues that 

emerged as important and relevant to them.  The voices of the students were viewed as 

being an important and integral part of the study.  This second part of the analysis 

provided the primary focus of the study.  It is documented in the following chapter 

under the headings – plan, act, observe, reflect – from the four action research cycles.  

The themes that have emerged from the students’ voices throughout the project are also 

documented in this part of the analysis.  The analysis of data is represented by the 

reflective nature of the action research cycle.  The reflective phase at the end of each of 
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the action research cycles enabled me to identify key issues as they emerged.  When 

personal knowledge arises out of one’s own rational reflection upon one’s strategic 

action, it may be regarded as authentic (Carr & Kemmis, 1986).  Through deliberation 

on the data collected and by making authentic and professional interpretations, themes 

were identified.  These themes were then shared and discussed with the participants and 

colleagues. 

 

The third section of the analysis involved looking into the questionnaires that were 

completed by all the year 8 students at the school.  Comments were collated from the 

action research project class and all the other year 8 classes, including the class that did 

not have access to music lessons.  The fourth section identified systemic constraints that 

became apparent throughout the action research project and those that were identif ied 

by the music teachers during their interviews. 

 

The final part of the analysis (section five) consisted of a merging of the data from all of 

the above sources.  The identification of essential features (themes, concepts, assertions) 

that emerged from all sources of the data collection is discussed in Chapter 5.  From 

this, the implications for music teachers in the future, for their planning and delivery of 

year 8 music programs is presented in Chapter 6.  Chapter 6 also raises issues for future 

consideration and discussion as well as further research ideas. 

 

Conclusion 

This chapter has provided the frame of reference, which has determined the methods for 

acquiring the data for this study.  It has described in detail the methodology of action 

research.  This methodology was most appropriate for the study as it provided a tool 
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where the researcher and the music teacher could work collaboratively, and it allowed 

for improvements to be made throughout the delivery of the program of instruction.  It 

also allowed me to be an active participant in the research and not just an observer.  The 

following chapter provides a detailed description of the context to the study. 
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CHAPTER 4 

 

THE RESEARCH CONTEXT 

 

Introductio n 

Chapter 4 describes the historical and local context for the study.  Firstly a brief history 

of music education in both the primary and secondary school in the state of Queensland 

is explained.  Following this, the setting for the study is detailed:  the school, the class 

music teacher, and the year 8 music classes at the school.  Issues of collaboration for 

music teachers are raised, and then a discussion is presented on the implications and 

issues arising from the recent publication of The Arts Syllabus – Years 1 to 10. 

 

The Queensland scene 

Primary music education 

Music specialist teachers have not always been a part of the primary school staff and 

traditionally  music education was the responsibility of the classroom teacher.  This was 

evident in 1960 when The Department of Education published A Syllabus in Music, A 

Handbook of Music for Teachers and Tunes to Sing.  The books were specifically 

designed to assist the classroom teachers to teach music.  The stated aim was to: 

bring the teaching of music in schools within the scope of every practical 

teacher.  Every teacher, during his or her training and experience, should have 

acquired at least an elementary knowledge of the fundamentals of music and it is 

felt that such knowledge is sufficient to enable any teacher, imbued with 

enthusiasm, determination and keen desire, to attempt with a considerable 
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degree of success the requirements of the Departmental Syllabus in Music (1960 

p. 1). 

The syllabus covered musical elements from Grades 1 to 7.  No set methodology was 

endorsed.  The sections covered included: breathing practice, voice training, modulator 

practice (recommending Curwen’s solfa system), rhythm training (using French time 

names), ear training, creative work, songs and appreciation.   

 

In 1974 the Department of Education issued a new music curriculum The Departmental 

Curriculum Guide for Music in the Primary School.  The aim in this guide was “to 

nourish the artist that is present to some degree in every child”.  The guide suggested 

that this aim could be achieved through the development of the child’s “awareness of 

music; response to music, and capacity for self-expression in music” (p. 1).  Flexibility 

in interpretation and application of the guide was stressed.  Whilst some skills and 

concepts were presented in seven stages and developed sequentially throughout these 

stages, it was acknowledged that the program required interpretation by teachers prior to 

operationalisation.  In particular it was suggested in the guide that needs, interests and 

abilities of children could dictate changes in the content of the stages.   

 

This 1974 guide contained no explicit statements on pedagogy or methodology, no 

overviews or lessons plans.  However, it was recommended that Let’s Make Music, an 

activity kit, be used especially in the lower school.  This was consequently issued to all 

Class I and II schools in the state.  [That is schools of over 450 students.]   A series of 

units was also developed to provide further support for the implementation of classroom 

music programs.  Units 1 to 4 were designed for the middle school, and units 5 and 6 for 

the upper school.   
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A number of teachers were chosen to undertake a 12-week in-service course.  This 

course was especially designed to prepare teachers who could assist in implementing 

the music syllabus.  While some schools now had music teachers available, it was 

intended that in all schools class teachers had the responsibility for the organisation and 

implementation of classroom music programs.  A range of in-service programs was 

offered in order to provide some support for music curriculum development and to 

improve levels of confidence and competence of teachers. 

 

In 1976 the then Queensland Supervisor of Music evaluated the Metropolitan West 

Sydney Music Research Project. The Sydney project was based on the Kodaly 

methodology of music education.  The Supervisor of Music saw possibilities in the 

Sydney project for the improvement of music education in Queensland schools and 

established a developmental music pilot program in Queensland.  The pilot music 

program was begun in an infants’ school and a primary school in 1977, and a third 

school joined in 1978.  The primary school associated with the infants’ school was also 

then included.  In the three schools involved in the pilot program, all classes from year 1 

to 7 had weekly music lessons with the specialist music teacher. The three teachers 

involved met each week to plan their work programs.  Schools committed themselves to 

the program to the extent that classroom teachers observed the specialist music lesson 

and conducted daily follow-up sessions with the class. 

 

In November 1982, the Queensland Department of Education conducted a study of 

music education in Queensland state primary schools.  The report stated that the major 

objective of the investigation was to assist in the planning of future developments and 

initiatives within the primary school music curriculum (p. 1).  There were eight 
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recommendations included in the report.  Of significance in the recommendations was 

the statement that strategies for eradicating the image of music as a ‘frill’ subject be 

investigated. 

 

Following this study, a further study was conducted in 1985 of the pilot music program 

that was being implemented in the three schools.  Issues raised in the report of the 1985 

study (p. 33) included the conclusion that the pilot music program in operation indicated 

its usefulness for music education, however, the successful implementation of this 

skills-based program demanded a high level of skills from the teacher.  Another issue 

highlighted in the report was the need for modification of the program in the upper 

grades.  The report concluded that: 

If skill-development cannot proceed at a high level, the program could be 

changed to renew interest in and ensure positive attitudes to music in general.  

Years 6 and 7 may be enrichment and practice years based on previously learned 

skills and concepts, perhaps with more emphasis on improvisation and use of 

classroom music instruments.  In thus exploring new directions and possibilities 

for broadening children’s musical experiences without losing five years of 

literacy-building, the program could be maintained as a vital, creative, 

challenging basis for music education in Queensland primary schools (p. 34). 

From the work in the pilot program, seven music booklets were published in 1983 – one 

for each level of primary school.  These booklets contained an overview for the year 

level and lesson plans that could be implemented weekly. 

 

In 1996 Music Syllabus and Guidelines Years 1 to 7 was published by the Department 

of Education.  This document represented the official departmental document designed 
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to support music education in Queensland primary schools.  It was published as an 

interim document pending the future arts syllabus development.  This new document 

formalised the program implemented in the pilot schools.  The information presented in 

the seven pilot music programs was translated into an official music syllabus without 

change despite the findings of the 1985 report. 

 

Secondary music education 

Until the late 1950s, music as a subject was only available to secondary school students 

through study with private music institutions.  These English systems, such as Trinity 

College of London, the Associated Board of the Royal College and Royal Academy of 

Music, became entrenched in Queensland in the early years.  By 1955, music was listed 

as one of the subjects to be included in the Junior and Senior Certificate examinations, 

but responsibility for music was to be given to the new Australian Music Examinations 

Board (Stowasser, 1983).  By the 1950s music appreciation classes began to appear in 

schools.  Stowasser (p. 76) makes a comment about the music examinations of the 

period: 

By 1957, the Western musical world was steeped in jazz, impressionism, 

expressionism and serialism, yet AMEB examiners continued to expect every 

Queensland—indeed, every Australian—music candidate to produce the usual 

pseudo-eighteenth or nineteenth century hymn-tune, doomed, alas, never to be 

performed, while the technique so laboriously mastered to create this still-born 

masterpiece will rarely if ever be used again.  It was perhaps inevitable that the 

progress of the secondary school music curriculum appeared to be somewhat 

retrograde in the first century of its history.  In teaching music through the 

examination papers of former years, and following courses through which they 
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themselves had passed, music teachers had no incentive to find out what was 

happening in the living world of music.  The huge majority of teenage students 

in Queensland would have found little was relevant to their needs and interests 

in the music curriculum being offered, while its sexist nature and its lowly status 

in the school subject hierarchy further encouraged the youth of Queensland to 

leave the study of music to a small elite. 

The first Queensland Secondary School Music Syllabus, published in 1966, presented 

music as a compulsory but non-examinable subject to be taken for one thirty-five 

minute period per week in Grades 8-10.  In order to produce sufficient music teachers 

the Queensland Government offered teacher scholarships.  A special course for 

secondary school music was initiated at Kelvin Grove Teachers’ College in 1963.  A 

survey was conducted in 1966 by Ian McKinley from the Queensland Secondary School 

Music Teachers’ Association.  His report indicated that the lowly status of music, as a 

non-examinable subject, had contributed to the teachers’ general lack of enthusiasm for 

their music classes and about 75% of the teachers involved in the survey complained 

that the syllabus was unsatisfactory.  The recommendations suggested that school music 

was not achieving enough success to warrant any place in the curriculum, and for it to 

have any value, reforms must be implemented without delay; 60% of teachers taking 

class music detested it, and students responded badly to whatever was being done.  The 

AMEB public examinations continued to be accepted as part of the Queensland Junior 

and Senior Public Examinations. 

 

With the establishment of the Board of Secondary School Studies, the music curriculum 

underwent a gradual change.  The introduction of the practically-based subjects 

Production and Performance in 1984 and Music in Practice in 1985 opened up the 
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study of music to a wider range of students.  Board of Secondary School Studies 

Syllabuses in Junior and Senior music were issued early in 1988.  This was the last time 

any new developments were made in the junior music area until the introduction of The 

Arts Syllabus – Years 1 to 10 in draft form in 2001.  (The completed syllabus document 

was issued to all schools at the beginning of 2003.)  A new Senior Syllabus and Music 

Extension Syllabus were piloted in the early 1990s.  From this trial the Senior Music 

Syllabus became available to all Queensland high schools in October 1995 and the 

Senior Music Extension (Performance) Syllabus in June 1996.  A review by Edward 

Gifford in 1995 of the Senior Music Syllabus stated that music teachers believed the 

subject to be too difficult, that there is too much to cover, and that it is perceived as 

appropriate mainly for talented students.  A further review of this syllabus is currently 

being conducted. 

 

The research setting 

The school 

The action research project was conducted at a state high school in Queensland.  It will 

be known as Parkview State High School.  This school was a highly appropriate choice 

for the action research project because, although it was not a new school in the true 

sense of a school just being opened, the thinking, enthusiasm, and curriculum 

innovation at the school were all undergoing change.  The administration and the staff at 

the school were keen to offer the school and its resources for any new projects or 

research that were available.  Permission to be involved in the action research project 

and to complete the questionnaires was obtained from the parents of all the year 8 

students.  The Griffith University Ethics Committee examined the research topic and the 

methodology and approved the proposal.  The importance of obtaining the free consent 
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of all the participants before undertaking the research was noted.  It was agreed that 

confidentiality of all information would be guaranteed. 

 

Parkview State High School is situated in a low socio-economic area of the city.  

Although the school has been established for 60 years, over the last five years it has 

undergone massive changes.  During this time, Education Queensland has merged two 

local high schools in close proximity – Parkview State High School and Ranger State 

High School.  Both schools had been experiencing decreasing student numbers, the 

buildings and resources were in a state of disrepair and there was an inability to offer a 

large range of subjects to students.  The decision was made to amalgamate the two 

schools onto the site of Parkview State High School.  An organising committee was set 

up to oversee the amalgamation and funds of $7 million were injected into the project to 

upgrade the buildings, grounds and facilities.  This meant that Parkview State High 

School was transformed.  The grounds were landscaped and this immediately gave the 

exterior of the school a well-kept image.  Old buildings were renovated.  For music, this 

meant access to a dedicated performing arts block.  This block contains two teaching 

rooms, modern keyboard lab, instrumental practice rooms, storerooms and a staff room.   

 

The school today has 600 students in years 8 – 12.  The primary school feeder area for 

the school is very large due to the amalgamation of the two schools.  There is a 

principal and two deputy principals.  One deputy is responsible for timetabling and the 

other is involved in curriculum and budgeting issues.  The curriculum deputy is very 

keen to promote music in the school.  She has come from a school with a very large and 

prominent music program and is keen to duplicate that at Parkview.  To this end, 

considerable amounts of money from the budget have been allocated to music.  
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However, on close observation, most of this money has been allocated to the 

instrumental program.  Many administrators are keen to channel money into 

instrumental programs as they see this as a way of obtaining a ‘showpiece’ for the 

school.  For instrumental programs to reach excellent standards however, there needs to 

be a firm foundation being built in the classroom program.  Paynter (1982) believes that 

the classroom activity should be the point from which everything else grows.  He also 

states that classroom music will be enhanced when use is made in the classroom setting 

of instrumentalists and instrumental music. 

 

The school has 70 students in its instrumental program.  Two visiting instrumental 

instructors visit the school each week for a day each.  One teacher has 36 woodwind 

students in a day and also conducts the concert band.  The other teacher has 34 brass 

and percussion students in a day and conducts the stage band.  In this geographical area 

students rely on the school to supply them with an instrument so the numbers are 

dependent on the instruments available at the school.  With the amalgamation of the 

resources of the two schools, sufficient instruments are available for those students 

expressing an interest in learning an orchestral/band instrument. 

 

In classroom music, the school does not currently offer year 12 elective music.  There 

is, however, a year 9-10 combined music class.  Due to the vertical timetabling that is in 

operation at the school, year 8 students have a general timetable in semester one and 

from then on (semester two) have to choose their subjects from those offered at the 

school.  This means that arts subjects of music, dance, drama and visual art are only 

offered for one term (10 weeks).  Unfortunately it also means that not all year 8 students 

are timetabled to cover these arts subjects in semester one.  The students therefore have 
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to make subject choices without being able to experience the subject at high school 

level. 

 

The class music teacher 

Glenda (a pseudonym) was very keen to be involved in the study.  As a researcher 

herself, she was keen to further the research in music education.  Glenda was new to the 

school in the year 2000 (the year of the project) and was returning to teaching after a 

period of leave. She works at the school two and a half days per week during which 

time she is only required to teach music.  As well as her teaching duties, there is the 

instrumental program to coordinate and a choir to rehearse.  There are frequent 

performances for each of the ensembles and these are generally outside of school hours.  

Glenda has had experience in both teaching and studying in Australia and overseas and 

is currently completing her PhD.  She is a keen and energetic teacher and very eager to 

raise the profile of music at the school.   Glenda is working towards having a year 12 

elective music class in the future.     

 

This study offered Glenda an opportunity to examine closely the year 8 music 

classroom, as traditionally this is seen by high school music teachers as the most 

difficult class.  This is partly due to the fact that this is a compulsory class for every 

year 8 student and these students may have come from many feeder primary schools.  

This can mean that the standard of music skills and the enthusiasm for music classes 

may differ widely.  On the other hand, from year 9, students elect to study music, and 

the classes are generally comprised of students with some skill base and a desire to be in 

the class.  As Glenda was new to the school she looked for the music work programs 
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from the previous years only to discover that nothing had been left by the previous 

teacher. 

 

The year 8 music classes 

At Parkview State High School in the year 2000 there were five year 8 classes with an 

enrolment of 114 students.  These students were assigned to classes randomly after their 

enrolment.  For the first semester these students are involved in many subjects before 

becoming part of vertical subject timetabling in semester two.  This meant that that the 

following music timetable was drawn up: 

 8A 1 hour per week for term 1 

 8B 1 hour per week for term 1 

 8C 1 hour per week for term 2 

 8D 2 hours per week for term 2  (The action research group) 

 8E No music lessons. 

During the first week of term 1, all year 8 students were given a maths test and a 

reading age test.  The usual age of a student at this level is 13 years.  At the end of term 

2 all year 8 students were given a music questionnaire to complete.  

 

The student numbers in each of the year 8 classes are listed in Table 2 below. 
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  Table 2 Year 8 class numbers 

Class Student 

Numbers 

8A 24 

8B 22 

8C 24 

8D 22 

8E 22 

 

 

Figures 5 and 6 below present the results of the academic tests of the five classes.  

Academic tests such as the maths and reading age tests conducted at the school inform 

and assist teachers of all subjects with planning their programs; deciding how materials 

will be presented to students; and what different strategies will be used to assess 

students.  These results also highlight the range of abilities in the class. 

 

Figure 5 Maths test results 

 

 

 

0

5

10

15

20

25

Maths Test - Mean

8A

8B

8C

8D

8E

No. of 
Students 

Chapter 4 – The Research Context 70



The graph shows that the maths average is lowest for 8B, with 8A, C and E being 

relatively the same, and 8D slightly above the rest.   This maths test contained 40 marks.  

The results indicate that the overall level of maths ability across the year 8 population is 

quite low. 

 

 

 Figure 6 Reading age results    
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The reading age graph shows that the spread from 7 years to 16 years is constant in each 

class.  Except for the peak with 7 students at 12 years in 8A, the number of students 

with differing reading ages is similar across the grades.  This means that the music 

teacher is dealing with students with the same spread of reading ages in all of the five 

classes.  As the average age of year 8 students is 13 years, at this school there is a large 

number of students in year 8 who fall well below this age in their reading ability.   
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The above results indicate that the academic level in both maths and reading is below 

average at this school in the year 8 student population.  This information has a 

significant impact on planning a music program.  When tasks that require reading skills 

are a component of a program, the reading age of the class needs to be taken into 

account so that students will be able to complete the tasks.  If the reading age of a class 

is at a low level, tasks will need to be presented in various ways other than through 

reading.  This reading age will also impact on the setting of written tasks as some 

students may be unable to read the tasks set.  Maths and music are two subjects 

requiring students to work with symbols and values.  Low maths scores can indicate that 

extra assistance may be required when expecting students to work with music symbols 

and requiring students to read and interpret music notation.  Some students may also 

experience difficulties in understanding values of notes and their relationships within 

bars of music. 

 

Some research findings have suggested that music education contributes positively to 

student learning across a range of curriculum areas.  Studies that have suggested that 

music education contributes to academic achievement in mathematics include Costa-

Giomi (1977); Fox and Gardiner (1996); and Price and Hallam (1997), (quoted in 

ASME Publication, 1999, p. 8).  Bridges (1979) supports the view that regular music 

study leads to improved performance in other academic areas including mathematics. 

Research findings also suggest that music contributes to academic achievement in 

reading and language skills.  These include Fox and Gardiner (1996) and Hamblen 

(1993) (quoted in ASME publication 1996, p. 8).  Pearson (2001) compiled and edited 

the booklet Why Music is Basic:  The Value of Music Education.  This booklet contains 

12 studies that explore the relationship between music instruction and reading skills.  
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All of the 12 studies support the existence of a connection between music study and 

reading.  The booklet also reports on four studies that provide support for the assertion 

that musical instruction can aid maths skills. 

 

Most research agrees that transfer of learning does take place across subject areas. 

However, not all agree that music itself benefi ts learning in other parts of the 

curriculum.  As Gifford (1988, p. 121) reports, “it is unlikely that the individual’s 

mental faculties are improved through the power of music…It seems more likely that it 

is not music per se but rather the way in which music is studied that leads generally  to 

higher standards…It is the attitude to study and the development of concentration and 

memory that transfers to other areas of the curriculum”.  

 

With the low level of academic achievement in maths and reading at Parkview High 

School, any transfer of learning that may occur from being involved in a music program 

would benefit students. Any positive attitudes to study and the development of 

concentration and memory skills could contribute to the achievement of the students in 

their other subject areas. 

 

Gardner (1993) suggests that music is a discrete intelligence.  The implications of this 

are that an education in music is essential in developing fully the learner’s human and 

musical potential, and a music education may become a means through which a range of 

curriculum areas are addressed, providing students with alternative pathways to the 

development of complex understandings in other learning areas.  For Gardner (p. 32), 

“an intelligence can serve both as the content of instruction and the means or medium 

for communicating that content”.  This suggests that a music education contributes to 
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the complete picture of the student’s intellectual and cognitive development in a range 

of ways.  Once again, any contribution that music education can make to enhance the 

potential of the students at Parkview would be of benefit. 

 

In 2000 the year 8 students came from 22 different primary schools for their first year of 

high school at Parkview State High School.  This is an exceptionally large number.  

Two surrounding high schools reported that the bulk of their students came from seven 

and eight primary schools.  The exceptionally large spread of feeder primary schools for 

Parkview High School makes it impossible for the music teacher to be in contact with 

all the primary music teachers to know what the students had covered in their primary 

years.  It also means that there had been 22 different styles of teaching and music 

programs (or in some cases, absence of) presented to these students.  The task of the 

high school music teacher becomes an even more daunting task under these conditions 

and it becomes very important that programs are designed to meet the wide range of 

needs in a class.  

 

During term 1 8A and 8B were involved in music classes.  During this time I went to 

the school each week for the lesson for 8A.  I became an assistant in the class and 

helped out wherever possible.  I did this for the term so I could become better 

acquainted with the school scene and the students, and also it gave me an opportunity to 

get to know Glenda whom I had only just met.  I became a familiar face especially 

around the music block.  In second term the action research project was implemented.  

8C and 8D had music lessons in this term.  The only criterion used for selecting the 

action research project class was the basis of timetabling – when my timetable could 

accommodate visits to the school.  8D, therefore, became the action research project 
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class.  Glenda had decided to implement the same curriculum plan in 8C as we would 

deliver to 8D.  However, she needed to make adjustments as this class - 8C – would 

only have one hour of music per week (8D – the action research class – was timetabled 

for two hours of music per week). 

 

Issues of collaboration for music teachers 

What are the issues raised when a District Music Coordinator and a music teacher 

collaborate in the classroom?  In my previous collaborative work with music teachers I 

have always found my position as a supervisor to be a hindrance.  If I made a 

suggestion it was always taken on board – without question; and some teachers had 

expressed concern that I would be in their room (even though they had the option of 

being involved or not).  With Glenda it was different.    As she had been newly 

appointed to the school at the beginning of the year, we had not worked together as 

coordinator and music teacher.  And as I had taken leave from the position to do the 

study, the barrier of supervisor and music teacher was not there.  However, Glenda did 

make an entry in her journal expressing a concern re my visits but also made mention of 

the positives: 

I have to admit Kay that most nights before this lesson I stress out a little 

wondering and hoping that it will go ok and smoothly with you there.  But I 

usually end up thinking rather positively about this whole situation knowing that 

you are a support and have an understanding that nobody else in the school can 

possibly have (except probably Jane as she taught year 8 music in some of her 

schools).  But also for the fact that you are researching and understand the plight 

of music education.  The other benefit of this project is that it makes me really 

contemplate what do I really want to do with these students and why am I 
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wanting to do this – what is the point??  For them I mean.  This reflection is also 

excellent because I strongly believe that it makes one search for ideas for 

improvement and begin to solidify a basic and grounding philosophy for work 

that we do.  I hope this makes sense.  So many times I have just felt like wanting 

to slacken off but this project has kept me motivated despite feeling totally 

exhausted from lack of sleep at home, the business of life with Annie at school 

and of course my own thesis. 

 

This entry confirmed my belief that Glenda and I worked very well together and became 

firm friends both during and after the study.  We worked well because we respected 

each other’s ideas and skills.  Most importantly we both had a vision of wanting to 

improve our own practice, as well as the planning and delivery of year 8 music 

programs.  We worked as equal participants within a professional discourse.  Schön’s 

design – where the talents of all parties inform the research act – was implemented 

(quoted in Taylor, 1996, p. 31). 

 

Respect and integrity were of special significance for me throughout this project.  After 

learning of some of the constraints for the teaching of music at Parkview High School I 

wanted to complain to the principal of the school that something should be done.  Upon 

reflection I realised I had to respect the professional integrity of both the principal and 

Glenda in their individual roles, and work as a team member in bringing about some 

positive change.  I needed to be open minded and flexible and not dominate with my 

own ideas.  I needed to be able to listen to and respond to the situation as well as reflect 

on my own teaching as well as that of others in a professional manner. 
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I am very grateful to Glenda for allowing me to come into her classroom and embark on 

this journey.  This study has identified positive outcomes for teachers and students 

through the use of reflective practice and action research. The model is presented so that 

teachers in the future will reflect on their own and one another’s ways of seeing things 

and strive – at best, through reciprocal reflection-in-action – to communicate about 

them.  This could be a starting point to fill the void in music research (as identified 

previously by Roberts, 1994). 

 

New Arts Syllabus 

Paynter opens the foreword to his book Music in the Secondary School Curriculum with 

this statement: 

It has always worried me that music which, outside school, almost continuously 

goes in and out of young people’s heads – which stirs their feelings and activates 

their bodies, becomes when presented – or as presented – inside schools, a ‘dead 

bore’  (1982, p.viii). 

This is further elaborated by Metcalfe (1990, p.97) when she states: 

 Music is listened to by most of the population for some portion of each day, with 

radio stations devoted entirely to its dissemination and multi-millio n pound 

industries to its production and distribution, with more and more young 

people…Why with this massive affirmation of the importance of music to the 

human condition, is it so little understood, so widely undervalued and so 

generally under-resourced in our schools, colleges and universities today? 

 

Is this the fault of the music teacher, the curriculum or the school?  A starting point 

would be to look at the curriculum.  This is difficult in the case of the year 8 music 

Chapter 4 – The Research Context 77



curriculum because there is no such document.  This means there is no philosophical 

underpinning from which music teachers can work and plan.  For creative teachers it 

allows them to plan an exciting and engaging program that will meet the needs of the 

students.  For struggling teachers this can add to their woes.  For  students across the 

state this means they are denied an equal access to a core set of musical experiences and 

activities.  Brady and Kennedy (1999) believe that a core curriculum can be seen as a 

guarantee that all students will have access to an agreed set of learnings and that their 

progress will be monitored.  Lawton (cited in Brady & Kennedy, 1999) further adds that 

the idea of a common culture curriculum is not to reduce everyone to the same level, but 

to make sure that everyone has the opportunity of access to the same kind of basic 

knowledge.  Given a set of core experiences music teachers would have assistance in 

preparing their lessons but then have the scope to individualise the music curriculum to 

meet the needs of the students, the school and the community. 

 

Many music teachers have at the base of their planning that they need to ‘prepare’ the 

students so they will be at a standard to continue the study of music.  For many this 

means doing lots of theory at the expense of music making.   

The theory part is so important.  We have to go back to basics in year 8 and do 

all the foundation things.  They come into year 8 from everywhere. We have to 

get them ready for year 9 music…because it is quite hard…they won’t cope 

without a good background (Margaret, in Hartwig, 1999). 

 

This is ironic when we examine the declining number of students who continue with the 

study of music.  Are we writing the curriculum for this very small number?  What about 

the majority of students?  Paynter (1982) points out that the history of music in school is 
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a continuing story of an apparent dichotomy between practice and theory; between the 

‘fun’ of making music now and the hard grind of acquiring techniques which will (or 

should) make it possible to have much more musical enjoyment later on.  He further 

states that the implication that there is something slightly frivolous about the activity of 

music-making, while the study of musical theory is academically respectable, is an echo 

of a controversy going back to the Middle Ages and having its origins many centuries 

earlier.   

 

The rise and influence of the public music examination system as well as the 

establishment of the school instrumental program has seen a rise in performing 

standards and a growth in schools of orchestras, bands and ensembles. This has 

certainly helped to improve the status of music in secondary schools.  However, this has 

tended to exclude large numbers of young people who do not have high standards of 

musical playing skills and who have no intention of pursuing music as a career and has 

not helped the development of the music curriculum in the classroom.    

 

There are still plenty of people (parents, teachers and administrators) today who 

continue to see music as a ‘frill’ in the curriculum and certainly not an area for serious 

study by all students with the exception of the talented few who may make a career of 

music.  As this study shows, this negative attitude can have an impact on timetabling 

and budgeting in schools.  It can also influence parents when they are assisting children 

in subject choices. 

 

What is the hope for the future?  A new Arts Syllabus Years 1 to 10 is currently being 

published and will be delivered to schools by the beginning of 2003.  Full 
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implementation of this syllabus across Queensland state schools and state high schools 

will occur throughout the next three years with schools reporting on the outcomes by 

2006.  It includes five distinct and separate disciplines – dance, drama, media, music 

and visual arts.  This new syllabus sees the arts as important as they entertain, record 

events, promote ideas, provoke responses, stimulate discussion and provide 

opportunities for us to create, reflect, challenge, ritualise, critique and celebrate.  They 

play important roles in expressing and sharing the vitality of cultures and communities, 

in constructing personal and cultural identities and in transmitting values and ideas 

(Queensland School Curriculum Council, 2001, p. 4).  It is stated that the music strand 

focuses on students making music and developing the ability to think and express 

themselves in sound.  Meaning, it is said, is constructed through engagement with music 

that is carefully chosen for its musical content with the abilities, experience, needs and 

prior knowledge of students in mind.  Satisfaction and enjoyment comes from 

experiencing music through singing, playing instruments, listening, moving, 

improvising and composing (p. 18).   

 

The syllabus is based on an outcomes based philosophy.  No music methodology is 

prescribed, however the core content is written using the terminology associated with 

the Kodaly philosophy and methodology.  There are three outcomes for music.  They 

are written in terms of (1) aurally identifying and responding to music; (2) singing and 

playing; and (3) reading and writing music.  All these statements lean towards the 

teacher engaging the students in music making.  However, close examination of the core 

content is very disappointing.  This content lists sequences of musical skills that can 

only be described as pertaining to 19th century classical Western art music.  There is a 

heavy emphasis on writing on the traditional five line staff using intervals and scales 
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found in Western music.  The words ‘create’ and ‘listen’ are missing from the 

outcomes.  There is no mention of graphic score or computer music technology when 

notating or recording music.  I believe that for those music teachers who insist on 

teaching the theory of music, as in the Silent Music Room, with little or no time for 

“music making” the new Arts Syllabus [the music component] will do nothing to change 

the style and content of their teaching.    

 

At the planning stages of the action research project, a draft copy of the new syllabus 

was available.  After studying this syllabus, Glenda and I decided not to use this new 

syllabus in our planning.  We did not want to be restricted to traditional music writing 

techniques and classical Western art music in our program.  The philosophical base of 

our program was “music making” by the students.  To do this, we did not want to be 

restricted by the style and techniques of music to be studied and used in class.  With the 

issues that this study has raised, I believe that the new Arts Syllabus – Music Strand will 

not encourage teachers to seek and identify new and exciting ways of engaging their 

students in music making.   

 

There is, however, a very positive issue that emanates from the introduction of the new 

syllabus:  arts education will be compulsory for all students from year 1 to 10.  The 

benefits from being involved in arts education will now not only be available for all 

students in state schools, but will be a mandatory part of their education.  In years 1 to 

7, the five strands of the syllabus – music, art, drama, dance and media – will be 

mandatory to a minimum of 100 hours per year.  In years 8 to 10 it will be compulsory 

for students to study one of the arts strands for 180 hours.  Although each discipline of 
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the arts has its own special properties, the overall benefits of being involved in arts 

education will be available for students through to year 10. 

 

A transformation takes place 

Since the completion of the action research project and further reflection on the new 

syllabus there has been a transformation in my thinking.  I believe that although there 

are some constraints in the music strand of the syllabus with the core content and the 

outcome statements, there are many positive issues to be highlighted.  

 

It is exciting that the arts are now considered one of the key learning areas of the 

education curriculum for years 1 to 10, and that this syllabus is mandatory.  Hopefully 

this will encourage more involvement in the arts by all students.  The syllabus, as 

mentioned, has at its base an outcomes based philosophy.  By specifying essential (core) 

learning outcomes, the syllabus seeks to ensure that all students are provided with 

opportunities to achieve success, and that they know and understand what is required of 

them in order to demonstrate their achievements.  This will mean that the focus is on 

student learning – what students know and can do.  Reporting will not be done in terms 

of grades but in terms of what outcomes are demonstrated by individual students.   

 

There is now a sequence of learning for musical concepts across these first ten years of 

schooling.  Once fully implemented, across Queensland schools, there should be an easy 

transition from primary school to high school for students in the music class.  Although 

the sequence of the core content in music is written using the terminology generally 

associated with a Kodaly philosophy, no set music methodology is implied in the 

syllabus.  This allows teachers to use their professional responsibility and expertise to 
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identify relevant and appropriate learning experiences, and to organise and integrate 

these in ways that match the needs, interests and abilities of students in a particular 

context. 

 

Sing and play is core outcome number two. This will mean that all teachers will be 

required to involve their students in singing and playing.  Thus, the silent music room 

may no longer exist.  Core outcome number three involves reading and writing of 

music.  How does one read and write music in the 21st century?  Will it be using various 

types of scores – traditional and graphic, computer programs, video, tape, or digital 

processes?  Although these various techniques are not mentioned in the syllabus, music 

teachers could embrace the technologies of the present century and thus make these 

writing processes relevant to today’s students.  The use of discretionary outcomes will 

enable the music teacher to present many experiences (other than the core content) to 

students.  These experiences can be designed to meet the ever-changing needs of 

students at their particular context. 

 

With the introduction of an Arts Syllabus (not just a music syllabus) opportunities may 

arise for music teachers to work across the arts and with other arts teachers.  This could 

assist in the collaboration process and see music teachers less isolated in their music 

rooms. 

 

Conclusion 

This chapter has presented a brief history of music education and the music syllabus in 

Education Queensland schools.  It has also defined the local context of the action 

research project – the school, the music teacher and the year 8 music classes.  This 
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chapter has raised issues of collaboration when two music teachers plan and work 

together.  The final section of the chapter discusses the new Arts Syllabus – its 

implementation and implications for the future of music education in Queensland 

schools.   
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CHAPTER 5 

 

REPORTING AND ANAL YSING  THE DATA 

 

Introductio n 

This chapter, organised into five sections, reports and analyses the data collected during 

the study.  Section one contains the preliminary data that emerged during the interviews 

conducted with the seven music teachers and one university music lecturer. It also 

contains details of student responses from the questionnaires completed by 8D (the 

action research class) and 8C (the class receiving music lessons during the same term). 

Section two details an analysis of the four cycles of the action research project. Section 

three contains information gathered from all the year 8 students at the school.  This 

includes year 8A and B who had access to music lessons in term 1, 8C students who had 

music lessons in term 2 along with the action research class – 8D.  Comments from the 

students in 8E (the year 8 class at the school who missed out on being included in the 

music timetable) are also included.  Section four identifies the systemic constraints 

facing music teachers.  These were identified throughout the project and also 

highlighted in the music teacher interviews.  In section five the main themes that 

emerged from all the data are drawn together to form the major component of the study. 

 

Section 1 – preliminary research 

Music teacher – interviews 

Seven music teachers and one university music lecturer were interviewed in a formal 

setting before the commencement of the action research project.  There were no formal 

selection criteria for choosing the participants for the interviews.  Teachers were 
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randomonly invited to be interviewed.  I did however look for teachers who had had 

some experience teaching music and not beginning teachers.  I wanted to draw on the 

vast knowledge and experiences from those teachers who had been teaching for some 

time.  This in no way diminishes the talents of beginning teachers, however, I felt 

experienced teachers may be able to share their experiences across a number of schools 

and a large number of year 8 classes.   

 

The interviews were informal discussions with no formal questions.  I did however, 

guide the teachers to discuss certain issues.  These were issues that I considered could 

inform the action research project planning and also assist in creating a bank of 

knowledge of year 8 music classroom experiences.  They included:  teacher attitudes to 

year 8 music classrooms; the timetabling of classes; planning for year 8 programs; 

suggestions for running the class without restrictions; and the support received in the 

school for music.  I also sought to have the interviewees identify reasons that they 

believed to be behind the fact that the number of elective senior music students was on 

the decline. 

 

Although teachers acknowledged that year 8 is the most important year level for music 

in the high school, they revealed a negative attitude to the teaching of that year level.  

Rose, a music teacher for 12 years stated: 

I don't enjoy it (year 8 music) mainly because the range of abilities in the class is 

so big so that makes it difficult and the range of interest in the subject is also 

very low.  These kids come in with a very negative attitude from primary school.  

There's others that have just done so much private music experience and it’s just 

finding somewhere that connect all that together. (Lines 5-9) 
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And from Lyn: 

They always put the good teachers at Grades 11 and 12 and that is so 

fundamentally wrong because if you don’t get grade 8 right the rest of the 

program falls apart you don’t and I don’t really enjoy it I mean they can wear 

you down particularly where if you’ve got eight grade 8 classes.  It is frustrating 

but hey you know you go in there and just have to do it. (Lines 17-22) 

 

Desiree, a teacher of five years experience: 

Grade 8 music is the probably the most important the most important why 

because that is where the clients the future years will come from therefore it has 

to be fun.  I think the practical side is okay but we have to do theory and they 

don’t want to do that.  I don’t want to do that.  They play up.  We have classes of 

30.  You can’t do real music. (Lines 84-89) 

 

It was encouraging to hear some positive comments from Louise: 

Yeah it’s working yeah definitely fun first port of call first experience that’s the 

beginning and if it’s not fun it just doesn’t work at all and for me it’s fun 

because they’re so almost naïve and fresh when they begin and you can almost 

do anything with them and if you get the right stimulus happening from the 

beginning of the year.  Oh it can be it’s wonderful all the different things you 

can do with it. (Lines 14-18) 

 

The interviews revealed that most schools timetabled year 8 music for one semester or 

for one term. In only one school of the music teachers interviewed did the year 8 

students have access to music lessons for the whole year.  In the school where this 
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occurred, the teacher revealed that she had fought over many years to get year 8s 

timetabled for the whole year and that she was still f ighting to keep the year's timetable. 

I was always fighting to keep music for the year.  I was finding that it was being 

questioned more and more.  Why do we always have to beg for our subject 

time? (Louise, Lines 98-100) 

 

Now that Lyn had moved on, the timetabling of year 8 classes had changed: 

Lyn: …with all the vicissitudes on time clamping I fought like a mad man to 

make sure we kept music right through the whole year I know the school I was 

at has now gone haha interestingly to semesters and terms. (Lines 51-54) 

 

The interview data revealed that many music teachers conducted a foundation type unit 

to commence their year 8 music classes.   

We started out with what we just called foundation unit for want of a better 

name…foundation unit was just all sorts of basic compositional techniques 

which tended not to be writing anything they were more like an improvisation 

(Louise, Lines 36-43) 

 

I start sort of back from scratch but I would always use the language that they’re 

used to rhythm wise and hand signs they had to learn solfa all those not only 

because it’s what they know but it works and there’s a solid musical reason 

behind it. (Lyn, Lines 268-271) 

 

Rankine (2001, p.67) reported that he had witnessed a music teacher say to the students, 

“forget all that kids’ stuff, go back to the beginning, this is where real music starts.”  He 
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further states that secondary music teachers who build upon the accomplishments of the 

students, from the start of year 8, “do their students a great courtesy” (p.69).  

 

Murray (a high school principal) revealed in discussion what he thought was wrong 

with year 8 music: 

What’s wrong with year 8 music is the same thing that’s wrong with all year 8 

subjects – teachers believe the children know nothing.  We have to build on their 

seven years of knowledge – not continually take them back to the beginning. 

(Entry in Kay’s journal, 5 June) 

 

Most teachers revealed that the practical component of the lessons was enjoyable for 

both themselves and the students. 

They [the students] love it when we’re on guitars and keyboards. (Desley, Line 

120) 

 

Where I’ve been the guitars come out for a little section that they’re doing and 

the kids respond so positively. (Desiree, Lines 126-129) 

 

However, Lyn stressed that singing was the main part of her classroom music program 

as she believed that: 

…you can’t learn an instrument properly in a classroom situation in a couple of 

periods or one even not even a whole period a week so we are kidding ourselves 

if we say we teach them instruments we’re teaching them the geography of the 

keyboard and a few bits of skills to get them learning… (Lines 185-188) 
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She also stated that the students enjoyed the instruments: 

…there are some days when I can’t I’m  not a singer no way am I singer there’s 

some days I just can’t face it and I enjoy the instruments and they enjoy the 

instruments in the classroom ensembles and that sort of thing.  (Lines 201-204) 

 

John, a university lecturer stated that he believed that the problem with year 8 music is 

that the programs presented are not practical.   

It seems to me that you know the first problem lies in the fact that programs are 

not practical they’re not based on activity that’s the first problem.  Secondly that 

those that are based on activity are not based on meaningful activity and third 

that they don't know how to select materials in such a way and frame them in 

such a way that they can make it meaningful…Children are not engaged in 

making music. (Lines 17-28) 

 

Sink (1992) believes that we need to make music meaningful for the students as  “music 

behaviours, stabilised and changed during adolescence, strongly influence desires and 

directions for continued music learning and participation as a consumer, composer and 

performer”. 

 

Another point that I brought up for discussion during the interviews was the issue of 

support given by the administration in schools to the music department.  This support 

varied from teacher to teacher. 

Very very good I was very lucky and I think that had everything to do with the 

fact that I was the Head of the Performing Arts Department and the school had 

already made a priority to have a performing arts HOD and the admin had 
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actually made that priority in conjunction with the HODs. (Louise, Lines 256-

259) 

 

Mixed from very good support through to not very much at all um I think in 

terms of instrumental music they see that as a big PR thing for the school where 

the academic side of music they don’t really see the academic or other things to 

do with the arts that are are good for a student they just see it as being well they 

can performance and that isn’t necessarily what the arts are about so I think 

that’s where it sort of falls down they they’re not aware particularly of those 

other aspects. (Rose, Lines 166-171) 

 

The deputy principal treats us like idiots and basically says you’re over stressed 

and you’re being typical performing arts teachers whenever we go to see her. 

(Maree, Lines 309-311) 

 

Teachers offered many suggestions as to why the numbers in elective senior music 

classes had declined over recent years.  These suggestions included: 

administration (Louise); 

teacher training courses not preparing music teachers well (Louise); 

instrumental students elect other subjects (Rose); 

talented music students also talented in other areas (Rose); 

the syllabus is way too hard (Maree, Desley and Jo); 

crowded curriculum (Lyn); 

students not getting the intellectual and musical satisfaction out of the 8 to 10 program 

(Lyn); 
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syllabus not contemporary (Desiree). 

 

Summary of music teacher interviews 

The data from the music teacher interviews revealed that music teachers acknowledge 

the importance of music at the grade 8 level, but unfortunately they have negative 

attitudes towards teaching at this level.  Could this be helped by having a syllabus 

document which would have a philosophy underpinning this teaching, and a set of core 

content?  Could set time allocations assist teachers in developing an effective program 

over a number of years?  What new ways and ideas can be used to support the work of 

music teachers in schools and make them and their subject feel valued?  The study 

sought to address some of these questions.  With the introduction of The Arts Syllabus – 

Years 1 to 10 – some of these issues may also be resolved.   

 

Teachers revealed that both they and their students enjoyed the practical components of 

music lessons.  Could this be a key starting point for lessons?  If both teachers and 

students were positive about this practical component it could be an exciting place to 

commence and then become a springboard for other activities. Many teachers identified 

that most classes commenced with a foundation type unit of work.  Although this could 

be identified as the way to ascertain prior knowledge of students in the class, maybe the 

presentation of this introduction to high school music needs to be addressed in terms of 

what will engage the students.  If using a foundation unit, how do we cater for students 

who, on entry to year 8, have highly developed skills in music? 
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Student questionnaires 

The pre project questionnaires were given to year 8C and 8D students.  8C had music 

lessons concurrently with the action research music class 8D.  Typical students’ 

responses when discussing their attitude to music and their primary school experiences 

included: 

 I like music just not the type they teach in classrooms 

 I didn’t like playing the recorder 

 Playing the recorder and writing ta’s all the time (I didn’t enjoy) 

 Singing baby songs sucks 

 I didn’t enjoy pretty much everything 

 We had to do these stupid handsigns and write all the time 

Ten students (out of 22 from 8D) said they enjoyed NOTHING in primary 

school music. 

 

A positive feature identified by students of their previous experiences was the playing 

of percussion instruments.  The most popular aspiration of the students in their high 

school music class was to play an instrument.  Not surprisingly, students’ favourite 

radio station was B105 (FM rock music station), with most students watching TV music 

programs such as Rage and Video Hits.  All students were able to write their favourite 

musicians – all of whom were pop musicians.  As this contemporary genre of music is 

what young students are totally engaged in, do music programs at the year 8 level need 

to reflect this?  Does pop music belong in the school music program? 
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Section 2 – Results of the oroject 

The action research project 

The four cycles of the project are discussed under the headings of planning, acting, 

observing and reflecting.  Glenda and I met to construct a plan for each cycle.  This 

strategic plan was then implemented.  Our ideas were put into practice.  We then 

documented in our journals our observations and reflections of the impact our actions 

and the plan had on the students.  We then met to reflect and draw theoretical and 

practical conclusions.  This data were then used to inform the planning of the next 

cycle. 

 

CYCLE 1 
 

The project begins. 

 

Planning  

Glenda and I discussed the topics and elements to be covered in each cycle.  We wanted 

to build on the students’ knowledge from primary school, not subject them to lessons 

involving relearning the basic elements of music.  We realised that due to the large 

number of feeder schools we would have to be observant for any students having 

difficulty with the knowledge and skills we were assuming had been developed at 

primary school.  We were united in our goal to have aspects of composing, listening and 

playing in each cycle drawing on Swanwick’s (1981) CLASP methodology – 

composition, literature studies, audition, skill acquisition and performance.  We agreed 

that the students should be actively engaged and making music in each lesson (Elliott, 

1995).  Using the data gained from the music teacher interviews that practical 

components of lessons were positive and successful as well as the students’ comments 
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on the questionnaires that they wanted to learn to play an instrument, we decided there 

would be many opportunities for the students to be involved in playing instruments.  We 

agreed on a team-teaching approach and that the core content in this first cycle would 

include rhythms, raps and drum kit. 

 

Acting 

In the first lesson the students were expected to aurally and visually recognise rhythms, 

and then to extend their skills, the students were given drumsticks to tap the rhythms 

and in turn play the drum kit.  This worked well and the students were able to recall and 

perform rhythms learnt in primary school.  They responded positively to the use of the 

drum kit.   My journal notes included: 

 Students knew basic primary school rhythms. 

 Drumsticks put smiles on their faces. 

Drum kit ‘lit’ them up – everyone wanted a turn. (Entry 10 April) 

 

The students easily performed the recorded raps - in fact they were too easy and upon 

reflection too young for this class.  Glenda wrote in her journal: 

8D appeared to grasp the rhythms really well and I think that looking at the rap 

was good – they really liked the clapping/rhythmic ostinato in the example 

given.  This says to me that a concentration on this could be beneficial.  I am 

going to get other examples of Rap to play for them to boost the stylistic concept 

of the genre and their listening repertoire also.  The rap book and CD was good 

but not “old” enough for them I think.  The meaning and musical structure 

behind rap is important – need to do more of this. (Entry 10 April) 
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In the second lesson of this cycle, a history of rap music was presented as well as other 

recorded versions.  The students also started to compose (in small groups) their own 

rap.  All students performed their raps in the second week.  During this first cycle of 

two weeks, the students were composing and performing.  This worked extremely well 

and most students were on task.  The performance and videoing of the raps proved to be 

very successful.  The raps were well written (for a first task) and most groups took pride 

in their performance and were keen to see the video of the performances.  My journal 

notes read: 

Students hesitant at first in front of the video – we had to give lots of 

encouragement.  At the end they were very excited to see the video – and then 

became very critical of mistakes they had made while performing.  Students 

asked to view the video a second time. (Entry 17 April) 

 

Observing 

I believed the team teaching approach was working well and the content was effective. 

Two music teachers in the room – fantastic!  Students are on task – I guess this 

is also helped by the two teachers – can’t get away with much.  I feel quite 

accepted as part of the culture of the class and certainly not an outsider.  

Students come up to me asking questions and seeking assistance.  Glenda and I 

seem to work well together.  We are both very different and have different styles 

– but maybe that is good.  (My journal entry 17 April) 

 

My observations of the action in this first cycle were positive.  The students responded 

in an interested manner and were especially keen to play the drum kit.  Glenda and I 

worked well together and there was the beginning of music making in the classroom. 
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Reflecting 

Glenda was positive about the progress to date but also expressed concern after this first 

cycle: 

I think this class had a good solid music knowledge base because most of them 

handled this [the rap task] really well.  Some were worried they hadn’t had 

enough time with the drum kit in rehearsal time.  I pushed them all to perform in 

front of each other. Initially only one of the groups was keen to do their 

performance which I thought was unusual.  Many of the girls were very shy 

despite the progress they had made.  Even though they had one and a half 

lessons to prepare I felt that some performances were weak.  It is demanding 

here that many of the students need real nurturing to actually complete given 

tasks.  I think that they enjoyed this rap task and then when they attempted 

writing the rhythm this was very surprising. (Entry 17 April)  

 

I wrote positively after this first cycle because after only two weeks, there were students 

reinforcing their rhythmic skills learnt in primary school, being exposed to the stylistic 

features of rap, composing their own raps, and performing their compositions. Although 

some students were ‘shy’ when it came to the performance element, each one of them 

stood in front of the class and performed their own composition.  I wrote in my journal: 

We are making music!  There are musical sounds in this room! The students are 

interested in what we are doing.  This suggests that year 8 students do remember 

rhythms from primary school and that they are more than ready to move on in 

high school.  Although the standard of some of the students’ raps and their 

subsequent performances were not brilliant, I believe that the students enjoyed 
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the task and that we have made a good start to their musical experiences for the 

term. (Entry 17 April) 

 

This first cycle provided an opportunity for Glenda and me to build on the students’ 

rhythmic skills from primary school.  We then moved into putting these skills into 

practice on the drum kit – drawing on Elliott’s idea of practical experiences in the 

classroom and having the students play the instrument and not just look at a picture or 

video clip of a drum kit.  The new concept explored was the stylistic features of rap and 

then the students were extended into composing their own rap compositions and 

performing them.  The features of Swanwick’s CLASP model were all employed in this 

cycle.  Glenda and I were pleased with the rhythmic skills of the class and decided that 

they were ready to move into melodic and keyboard skills in cycle 2.  We were excited 

that the students had all attempted their first composing and performing task and were 

confident that these beginning experiences had laid a foundation on which to build. 

 

CYCLE 2 

The key areas that had been developed in cycle 1 were the students’  rhythmic skills and 

their ability to perform these rhythms on the drum kit.  This basic rhythmic 

understanding would be further developed when using the keyboards in this cycle.  All 

students had now been exposed to their first musical performance as both a performer 

and the audience.  These experiences would be built upon with further performing 

opportunities. 
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Planning 

Cycle 2 was primarily to be devoted to keyboard skills.  Glenda and I decided on the 

repertoire of five pieces for keyboard - two classical (Ode to Joy and Morning Mood), 

two modern (Truly, Madly, Deeply and Theme from Titanic), and one ethnic (Innay).  

For the singing we decided to draw on the keyboard material and use the contemporary 

text version of Ode to Joy as well as Truly, Madly, Deeply, Theme from Titanic and 

Innay.  In keeping with our philosophy of actively engaging the students, all pieces 

would involve the students in singing and playing.  We aimed to have all students 

playing the keyboards but were mindful that some students would be able to use both 

hands on the keys while others may be only able to use one hand.  We would encourage 

unassisted note reading, but were also prepared to be flexible to individual student 

needs so that all students could participate in the music making at their own level. 

 

Acting 

The original versions of all pieces were played for the students so they were able to 

identify a professional performance of each piece and also aim to developing listening 

skills in different styles of music.  Time was spent on developing the note reading skills 

and the technical aspects of the keyboard as well as work on vocal technique.  A 

problem in the delivery of this component of the program was having enough resources 

so students and teachers could work efficiently and effectively.  The singing sections 

were hindered by the students’ lack of willingness and confidence to participate.  

Glenda and I had to work extremely hard in these segments to encourage the students to 

sing.  
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Observing 

The aim in this keyboard section was to get each student to at least be able to play the 

right hand of each piece.  We hoped that some students would take up the challenge of 

using the left hand as well.   This cycle brought mixed results at first.  The task was 

made a little harder as there were not enough keyboards for every student and some 

were in a state of disrepair.  While some students worked well at the keyboards, some 

students (mainly those who were experiencing difficulty) found this a time for annoying 

anyone around them; thumping on the keyboards; and making lots of noise.  This was 

very evident when students did not have their own keyboard.  At this stage the major 

drawback was having insufficient resources in good repair for the students to use.  Some 

students however excelled.  Chris was very excited about playing keyboards and 

practised in her lunch hour.  She excitedly reported to me: "Hey Miss I can play two 

hands".  Chris continued to do very well with her keyboard skills. 

 

There were other students who initially were not as successful.  Steve was troublesome 

and at first did nothing except annoy others around him.  Glenda identified him in her 

journal: 

We discussed that "boy with beans" - he was pretty bloody awful - have to think 

of some ways to include him in "on-task" activities with me as the "minder" - if 

you know what I mean.  Boys are always the ones that have difficulty in 

behavioural area - I wonder why??  Are we addressing this fact in a positive and 

successful way?? - I don't think so. (Entry 4 May.) 

 

I decided to make Steve my personal challenge for this cycle.  I sat with him for the 

whole next lesson and he worked very well and he was able to master the two modern 
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tunes by the end of the session.  He did not fully understand the rhythm and was not 

able to read all the notes without the assistance of some names being written on them 

but he had succeeded!  He was very proud of himself.  I was also thrilled with the 

results - but how often can a teacher sit with one child for one hour when there are 29 

others in the room?  Glenda reported that Steve had started coming into the keyboard 

lab to practise at lunchtime.  In her journal she wrote:  “I think he (Steve) felt good 

about actually being able to play the pieces - boost to self esteem”. This keyboard cycle 

was successful for the students and they were always keen to get into the keyboard lab.  

As we met each week for the lesson many would ask:  "are we going next door (into the 

keyboard lab) today?"  It was an encouraging outcome that this aspect of the program 

was seen as positive by the students. 

 

Reflecting 

Although the keyboard component was successful and engaged many students, the 

disappointing issue of this cycle was the struggle with singing.  We had attempted to 

sing most of the keyboard songs as well as play them.  This was not very successful.  

“What a struggle with the singing!!  Girls not too bad though” (Glenda's journal).  More 

and more I believe that we need to continue the primary school strategy of singing in 

every lesson and certainly at the first year 8 class.  If singing is not included the 

students' confidence seems to disappear.  A student - Mark - commented: 

"Oh Miss!  You mean we have to sing!' 

Glenda: "Why don't you want to sing?" 

Mark: "Cause I can't!" 
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This comment was of concern as it had come from a student who has just spent seven 

years in a primary school music program that has, as its base, singing!  Maybe this 

situation could be an indication of the type of music programs operating in some 

primary schools especially in the upper primary classes.  The students became very self-

conscious at this stage when it came to opening their mouths to sing. Why is this so?  It 

could be because singing has not been a large part of their primary school years and in 

their home.  Upon reflection I believe we should have included singing from the first 

lesson; maybe this would have helped.  In an informal discussion with Peter, a 

university lecturer, he revealed that he emphasised to his pre-service students that 

singing must take place in the first lesson and continue to be a part of following lessons.  

However, he also revealed that when he visited high schools, singing was very rarely 

part of the high school music program.  He further stated that he always instructed his 

pre-service teachers to include singing in their first year 8 lesson.  However, he 

suggested that sometimes the first year teacher does not have a lot of influence over the 

established music teacher at the school and when singing has not been an accepted part 

of the music program in previous years it takes time and effort to produce good results 

and break down preconceived ideas. (Entry in my journal 12 May)  In the music teacher 

interviews Louise was the only teacher who had singing as a major component of her 

program.   

 

Harrison (2002) found that the main reasons boys were reluctant to participate in 

singing and music was that they were being bullied or simply that, in their view, it 

wasn’t a cool thing to do.  Harrison set about changing the perceptions of boys in music 

at his school.  He is slowly seeing some results with several ‘popular’ boys now 

involved in musicals and dramatic productions at the school.  He believes that when the 
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school honours all kinds of endeavours then boys feel more encouraged to do things.  

He believes that if the school honours the footy team as well as the boys in the band, 

choir or musical, their individual worth in the community is raised. 

 

In this cycle, the students again were happy to be involved in playing an instrument (the 

keyboard) but not so happy to sing.  Does the fact that they have an instrument in front 

of them give them more confidence?  Their idols in pop culture play instruments so they 

may want to copy them, but this fact did not flow into the singing.  The singing 

component needs to be investigated further and ways of engaging these students in this 

activity need to be further sought.  

 

Glenda and I believed the students’  skills in using the keyboard, and for most of them 

reading music notation, had developed throughout the cycle.  We had concentrated this 

segment on audition, skill acquisition and performance (Swanwick) and still at the heart 

of the experiences was the concept of practical engagement (Elliott).  The idea of 

continually revisiting the musical elements but at deeper and deeper levels (Reimer and 

Swanwick) was emerging.  The rhythm skills developed in cycle 1 had improved and 

further developed in this cycle.  The new skills were concerned with reading music 

notation.  These skills as well as the students’ rhythmic skills were practically applied to 

the playing of keyboards.  We believed that the students were ready to proceed to cycle 

3 as they now had basic rhythmic and melodic skills as well as practical experience in 

playing drum kit and keyboards.  Our only concern was that we had hoped the final task 

in cycle 4 would include singing.  As this was not extremely successful, instead of 

dwelling on the element and spending more time in an attempt to change the students’ 

(especially the boys’) attitudes, we decided to move into cycle 3 and introduce the 
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guitars and the composing of the soundscapes.  The students had shown great interest in 

playing the instruments and we wanted to capture this interest and enthusiasm and move 

onto the next cycle. 

 

CYCLE 3 

The students had now worked eagerly with the drum kit and the keyboard.  Both their 

rhythmic and melodic skills were developing.  Their instrument playing skills would be 

further developed with the introduction of the guitar in this cycle.  The basic rhythmic 

and melodic skills already acquired would be a base for the musical knowledge needed 

for the guitar playing.  The writing and performing of the soundscapes would also use 

their previously acquired knowledge and hopefully encourage further exploration of 

sound.  Although the singing component was not as successful as originally planned, it 

was hoped that the students would be able to explore and use their voices in the 

soundscapes.  This use of voice would not be restricted to traditional singing, but an 

exploration of all sounds that could be made with the voice. 

 

Planning 

The important tasks in this cycle were the writing of soundscapes and the developing of 

guitar skills.  All students had a guitar and were taught three basic chords.  With this 

knowledge of three chords the students were empowered to be able to play many pop 

songs.  It was hoped that some students would be interested in expanding their 

repertoire of songs and experiment with songs other than those used in the program.  

For the soundscapes the students worked in self-selected groups.  They used graphic 

score for the notation and worked with the musical elements of tempo, timbre, 

dynamics, rhythm and melody.   
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Acting 

Before the soundscapes were composed, many different pieces of music from various 

styles and countries were explored.  Our observations suggested that the students 

enjoyed this segment after some initial reactions to the different pieces of music.  

Glenda wrote in her journal: 

I wanted to approach this lesson as a holistic world view of music.  Try to 

expand their opinions/awareness on what music can comprise.  I felt they 

enjoyed listening to the different types of music.  I drew on their comments 

made about rhythm, beat, words, etc led to elements.  Plan to expand this by 

further listening to pieces displaying elements.  (Entry 22 May) 

 

Most students had not been exposed to listening to music other than pop and some 

found it difficult to believe that all the examples were music, especially music from 

Disappearing Culture from Kenya – Masaii People.  Typical student comments after 

their first hearing the selected music included: 

 Most of them are bad. 

 Is that really music? 

 I only liked No. 1 (this was a piece by Jimmy Hendrix). 

 No. 5 was crap (Disappearing Culture from Kenya - Masaii People). 

 That was the boringest music I have ever heard.  (Entry in my journal 22 May). 

 

These comments suggested that students of this age are not exposed to different styles 

of music and have little acceptance and tolerance of music that is different from their 

favourite ‘pop tunes’.  This observation is supported by the identification on the 

questionnaires of their favourite radio stations, television programs and musicians. 
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Although the students were very critical of the pieces played, the discussions that took 

place were very productive and they were able to discuss the pieces in terms of musical 

elements, e.g. pitch, timbre, rhythm, lyrics, melody, harmony, instrumentation, 

dynamics.  This led to the students experimenting with sound.  We experimented with 

sounds we hear around us – inside and outside – as well as the sounds that could be 

made from traditional percussion instruments and non-traditional instruments.  As 

Glenda expressed in her journal: 

The disadvantage of the percussion instruments was that students automatically 

fell into playing strict rhythmic beats and played the way they assumed was 

supposed to be played.  This was also evident in some groups where a lot of 

students started to write specific rhythms not soundscape at all.  (Entry 23 May) 

 

In my observations, I noted: 

Although we told the students they could experiment with any type of sound or 

sound source, and play the instruments in any way they liked, it was interesting 

to observe that most groups were very traditional and played their instruments 

like they belonged to the Queensland Orchestra.  Are our primary programs so 

traditional that we do not encourage experimentation?  Is there only one way to 

play a percussion instrument?  I guess pop music is predominantly in 4/4 time – 

so they naturally lean to that.  (Entry 25 May) 

 

Observing 

The soundscapes produced mixed results.  Some of the soundscapes were very creative 

and imaginative.  Figures 7 and 8 below show copies of two of the soundscapes.  Some 

contained much detail and made use of conventional musical notation such as bar lines 
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while others were quite brief and used pictures and symbols to represent their ideas.  

Some of the performances contained creative ideas but were very brief.  I realised that 

more help was needed to enable the students to expand and develop their ideas and then 

also have confidence in the presentation of their composition. 

Chapter 5 – Reporting The Data 107



 

 

 Figure 7 – Student composed soundscape - 1 

 

 

This soundscape used large pictures and symbols to represent the sound.  The 

legend is brief without much detail.  There is no indication of time frame except 

towards the end with the use of barlines before the final sound.  The sequence is 

very evident and the guitar is a main feature. 

 

This was composed by Steve, Mick and George.  This group needed a lot of help 

to get started with a basic structure.  Although brief the soundscape relied 

heavily on the guitar, but also included some percussive sounds and the use of 

the voice.  Steve had found some new confidence in the music room whereas 

Mick was very interested in continually talking about who he had tackled on the 

football field.  George wanted every sound to be a loud bang. 
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Figure 8 – Student composed soundscape – 2 

 

 

This soundscape contains intricate detail.  Performers would need to understand 

the legend very clearly before performance.  Traditional use of bar lines shows 

clearly each section with a double bar line marking the end of the piece.  A 

variety of sounds and instruments are explored here. 

 

This piece was composed and performed with confidence by Sue, Jane, Helen 

and James.  This group was very much on task throughout the experience and 

required little assistance.  Both Sue and James learnt instruments in the 

instrumental program and were members of the school concert band.  Helen had 

learnt to play the saxophone at primary school.   
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Guitar practice was greeted with great excitement.  Apparently every student (especially 

the boys) wanted to be able to play a guitar.  There was never a time when the students 

had to be encouraged to work.  I wrote in my journal: 

Guitars really light them up.  Once the drum machine belts out the rhythms for 

their accompaniment – they strum along without encouragement – I guess they 

believe they are rock stars!  (Entry 5 June) 

 

Unfortunately, problems occurred when there were not enough guitars in good repair for 

all students to use and the demands placed on the teacher are extreme when there are 30 

students in the room and some students need individual assistance with tuning or finger 

positions.  The positive issue here is that the guitars do not take as much trouble to bring 

up to standard as the keyboards and in a relatively short time students can be working 

once a string is repaired and retuned.  Many students returned to the music room to 

practise the guitars and some took guitars home for extra practice.  Steve also showed 

some interest and initiative.  He had a guitar with a broken string.  Instead of 

complaining or annoying someone beside him he promptly fixed the string and got on 

with the practice.  He had come a long way!  May be he had had a flow experience, or at 

least some individual transformation had occurred. 

 

This cycle concluded with a session on instruments of the orchestra.  After the work on 

the guitars the students were not particularly interested in hearing about instruments 

such as the tuba and the trombone and the harp.  In the session Glenda played her violin 

and demonstrated some classical music and also some Indian music.  The students 

responded quite well and were willing to discuss the different tones in the Indian music 

as compared with the Western classical tradition.  This was pleasing to note as it was a 
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different response from the initial negative attitude displayed earlier in this cycle when a 

range of types of music was played to the students.  Some of the instrumental students 

were also invited to come into the class and demonstrate on their instruments.  This was 

a great idea – to have performances by peers.  However, the instrumental students were 

not well prepared for the task and often did not play anything except one or two notes.  

With better preparation I believe that this could work well.  It could also inspire some of 

the year 8 students, by seeing what some of their peers could do on instruments, and 

encourage them to participate in the instrumental program. 

 

Reflecting 

In this third cycle the students found it difficult to play and experiment with sound.  The 

sounds they produced on the percussion instruments were very traditional and most 

performed their soundscapes with the feeling of a 4/4 beat.  The 1996 Queensland 

Primary School Music Program, based on traditional classical western music, does not 

appear to encourage listening, composing, and performing in any other style.  The 

students may not have had an opportunity to create their own individual sounds and 

experiment with sound.  The students needed encouragement and assistance to break 

free of traditional ways to play the instruments and traditional sounds.  To achieve 

better results in creating what is really meant by a soundscape more work is needed with 

the students to allow them to truly explore sound, how to make it, and how to put it 

together in one composition.  Many activities and experiences as described by Paynter 

in his book Sound and Structure or exposing the students to McNicol’s Sound 

Inventions would help them to move from traditional methods of sound and 

composition.  However, the end products were in some cases very creative.  The 

students were engrossed in this task and had taken much more responsibility for their 
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compositions and performances than in cycle 1.  This was evident to both Glenda and 

myself. In fact we both wrote a similar comment in our diaries. 

Glenda: 

The students remained on task better than they have before I believe.  They 

practised with the instruments that they had chosen and I indicated that they 

could extend their pieces by adding more instruments or increasing the length of 

the piece.  Most of them returned to their score and improved them which was a 

good thing.  Although I gave them half an hour to rehearse some of them still 

wanted more time to get ‘it right’.  Most of the performances were actually quite 

creative.  (Entry 29 May)   

 

I wrote: 

Lots of noise in the room – but lots of activity.  The students are busily 

practising – ideas being exchanged – compositions being created – new ideas 

being tried out – a big buzz to be in this room full of excitement.  Oh!  If only all 

lessons could have this much intensity and interest.  (Entry 29 May) 

 

The student Steve and his partners, Mick and George, needed a lot of guidance with 

their composition.  They were unable to get started and needed a lot of help with getting 

a basic structure.  However, with assistance on mapping out a structure and 

brainstorming ideas, they were able to put together a good composition although it was 

very brief.  But again with the ratio of one teacher to three students this group of boys 

was able to produce a composition and perform it for the class.  This resource is not 

available in the ‘normal’ music classroom. 
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I believe that some of the students, especially Steve, had a flow experience in this cycle.  

Csikszentmihalyi (1990) says we get flow from an optimal experience.  These optimal 

experiences add up to a sense of mastery and a sense of participation.  Steve was 

certainly drawn into the process of listening to music, creating it and performing it.   

 

The guitar playing was a skill that all students wanted to master and their participation 

and eagerness were evident.  For the soundscapes the task became as challenging as 

each group wanted it to be.  As the students self-selected their working groups they 

were comfortable with the people in their group and this allowed each group to work to 

the ability of the group, achieving the balance between anxiety and boredom 

(Csikszentmihalyi, 1994) which leads to enjoyment and achievement.   

 

After the successes in cycle 3, Glenda and I believed that the students were ready to 

proceed into cycle 4 where the task would involve drawing on all the skills and 

knowledge from the previous three cycles.  This task would bring all the musical skills 

together – a culmination and a holistic approach for the final weeks. 

 

CYCLE 4 

The students had now been working with instruments (drum kit, keyboard, guitar and 

percussion) and limited use of the voice.  They had experimented with the musical 

elements of rhythm, melody, timbre, tempo and dynamics.  They had composed a rap 

and a soundscape and performed both of these compositions in a small group to the rest 

of the class.  All these skills would be further developed and enhanced in this final cycle 

with a culminating task involving all the skills acquired throughout the project. 
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Planning 

After the success of the introduction of the guitar, I was excited about the final cycle.  In 

this cycle, we planned to bring together all the musical skills and the understanding of 

musical elements that the students had gained and been exposed to over this short 

period of time.  The culminating activity for their term of music would be a group 

composition and subsequent performance that would include keyboard, guitar, vocals 

and percussion (especially drum kit).  The composition would also be notated.  No 

restrictions or criteria were set down for this notation.  Students were free to use any 

medium, style or method of notation.  As Glenda mentioned in her journal: 

I actually really enjoy setting tasks like this because the students tend to need to 

express their kind of creation in their work plus it allows them to realise that 

they really do have the skills to achieve something like this.  (Entry 19 June) 

The students would once again be able to self-select their working groups.   

 

Acting 

Unfortunately the practice time for this project was cut short by a week (2 lessons) as 

the school introduced a special timetable for year 8s to conclude the term (and this did 

not include music – it was based on literacy).  Although it is acknowledged that literacy 

development is very important, it was disappointing that we were not notified of the 

change until the week before it was to happen.  At this late stage we were unable to 

make alternative arrangements for the students to have the amount of time we had 

originally thought would be needed for the task. It is also of concern that the use of 

music in developing literacy skills was not discussed with the music staff at the school.  

The research demonstrating the contribution that music can make to literacy may have 
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assisted in encouraging the administration to use music for this special week (ASME 

publication, 1996, and Pearson booklet 2001).   

 

Some groups were able to set to work immediately incorporating the skills and musical 

terms and processes they had encountered during the term.  Others needed much 

guidance but were still able to produce a composition.  My special group of boys once 

again needed help to get started with ideas and structure.  Again with individual 

attention they were able to produce a composition (although it was not of the standard 

of some of the others).  The ideas presented by the groups in the performances showed 

some creative and interesting ideas.  The loss of time for practice resulted in some 

performances not being as polished as was hoped.  All students however, did perform 

their compositions in front of the class.  They were eager to do so and happy to be 

videoed. 

 

Observing 

Glenda’s journal read: 

8D did their performances today and you could really see just how undeveloped 

they were.  With more time they probably could have been really good.  Some of 

them really do have great skills that I could work on with them and make 

something out of them but this will never happen.  (Entry 22 June) 

 

She was disappointed for the students as some exciting things were beginning to happen 

in the class and it would have been positive for all involved to be able to further develop 

these musical compositions.  However, it was very positive to see the students busily 

working in the last session.  Everyone was on task and the only sounds that could be 
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heard were all very productive.  No one was moving around the room wanting to chat or 

annoy someone else.  The room was abuzz with energy and for many students this was 

an optimal experience – an arts experience that created a flow opportunity. 

 

Reflecting 

I was very disappointed to finish the term with a shortened timeframe.  I felt 

disappointed for the students also as they showed that they knew that they could have 

performed at a much higher standard if we had been able to use the last week of term.  

During the first cycle and their performances of the composed raps, I doubt if many (or 

any) of the students were concerned about the standard of their performance or its 

musical content.  But now, ten weeks later, the students were upset at reduced practice 

time and thus substandard performances.  I considered that a breakthrough.  My journal 

noted: 

If only we could continue music lessons with these students in the next term and 

build on the achievements that have resulted in the work this term!  (Entry 22 

June) 

It was also interesting to see that the singing in their composed melodies in this final 

task was a little better than in the class activities.  I wondered if the students felt more 

comfortable singing when they had instruments in their hands – something to hide 

behind?  Did this give them more confidence?  Or is this the way they see the pop stars 

predominantly performing? 

 

There had been some high and low points throughout the term but there had been many 

very positive things happening with the students in the music classroom.  It was exciting 

to be able to witness the musical, social and personal skill development of the students 
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in this class and be a part of their engagement with music over the term.  The practical 

experiences of playing instruments was very successful for all students, especially the 

guitar playing.  The singing activities were the least successful and we need to give 

more thought to how in the future this needs to be developed.     

 

Summary of action research cycles 

This action research project showed that it is possible to design and implement musical 

experiences for year 8 students that can capture their interest and assist in developing 

positive attitudes towards music.  During the last week of the term, I asked the students 

about the things they liked most about their term of music.  These were recorded and 

transcribed.  Some of these comments received from the 8D students at the conclusion 

of the term included: 

 I loved being a composer. 

 I pretty much enjoyed everything. 

 The songs we got to create and perform them was great. 

I enjoyed mostly everything 

I thought learning the instruments was the best. 

 Playing the guitars that was pretty good yeah and the keyboards were okay yeah. 

I liked it because of the compositions we had throughout the term and the 

semester and I liked how we got to make our own songs and experience it by um 

um singing them and showing it to others. 

Playing the drum kit yeah playing the drum kit. 

 I liked making our own song. 
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We did make music (Elliott, 1995) in this classroom and without compromising the 

integrity of music (Reimer, 1989).  The students were engaged and there was obvious 

development in their musical skills and also their understanding of musical elements.  

For some students this was the first time they had been exposed to music other than 

from their ‘pop culture’.  As they were exposed to more and more listening examples, 

their tolerance and interest in listening to ‘different’ styles and genres of music 

developed positively.  Of course the project did not provide all the answers but in fact 

raised many issues worthy of further research, such as the development of singing at 

this level and the engagement and teaching of boys especially in the music classroom. 

 

As Melton (cited in Sink, 1996, p. 602) maintains, “junior high or middle school 

education is the most important level of education, to review, during which time 

lifelong values are formed”.  This would appear to indicate that if we want to develop 

lifelong attitudes and skills in music, the year 8 level is the time to do so. 

 

Section 3 – Further outcomes of the research 

Students’ responses 

All year 8 students at the school were given a questionnaire at the end of the semester – 

after the action research project had been completed.  This questionnaire sought to 

identify what the 8A,B,C and D students enjoyed about their music classes and also to 

seek any comments from the class that did not have access to music – 8E.  The 

questionnaire also identified those students who had elected to continue with their 

music study in year 9.  The two most popular activities of the year 8 music program 

were identified as learning to play musical instruments and participating in the 

composing tasks. 
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Learning to play instruments 

When students were asked at the end of term what they enjoyed most about the term, 

overwhelmingly they listed learning to play the guitar as number one.  Many also 

enjoyed the keyboard and the drum kit.  Of the 22 students in 8D – every student except 

three listed playing instruments (some specifically listing the keyboard, guitar and/or 

drums) as the most enjoyable part of the term.  The three students who did not list 

instruments, made the following comments about their most enjoyed component: 

 Mostly everything. 

 The songs we got to create and perform them. 

 Nothing! 

 

Unfortunately for this last student we had failed to inspire him in any of the activities 

presented.  This student obviously did not get to experience flow.  I had the opportunity 

to chat to this boy after the class had concluded.  I was interested to find out how I 

could have better assisted him in having a more positive experience in the music 

classroom.  He was not interested in talking and told me music sucks.  We had 

obviously not engaged this student and yet Glenda and I recognised that he had not been 

a disruption in the class at any time and had participated in all activities.  We had not at 

any time throughout the term identified that he was not interested in what was 

happening in the class.  We had not inspired him and yet his behaviour did not give any 

indication of this to either of the two music teachers working in the room.  How many 

other children are sitting in our classrooms doing all that is expected of them but 

without enjoyment or flow experiences? 
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On the positive side, through the use of the instruments, students felt confident about 

playing musical instruments, developed their playing skills and were introduced to the 

essential elements and qualities of music.  The boys especially identified the guitar and 

drum kit playing as ‘cool’.  For many teenage boys these instruments most probably 

represent the music that is ‘most real’ for them.  Their self worth and self-esteem rose 

when they realised they could do what their ‘idols’ do.  This was particularly evident in 

the case of Steve who started to come into the music room to practise at lunchtime once 

he realised that he was able to play the keyboard and guitar. 

 

Composing tasks 

Composing their own music rated very highly for many girls in the class.  One student, 

Sue, commented:  “I didn’t think I could ever compose a piece of music!”  Another 

student, Mary, said, “I liked it because of the compositions we had throughout the term 

and the semester and I liked how we got to make our own songs and experience it by 

um singing them and showing it to others”.  Jane commented:  “making up songs – that 

was good – it would be good to do one with everyone in it”.  During the composing 

tasks the students were called ‘composers’.  Some students were very quick to report 

that being called a composer made them feel important and their self worth and pride 

was improved when they realised that they now could complete a composing task 

whereas once they thought that this skill belonged only to others.  As most of the 

students had never attempted to ‘compose’ before, the task at the beginning of the term 

was greeted with comments such as: “I can’t compose.  How do you compose?  What 

do we do?”  It was interesting to note the difference in the attitude as the term 

progressed and the eagerness with which most students attempted the final composing 
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task.  There were none of the above questions.  They now had the experiences and skills 

to plan and create their compositions.   

 

However, some of the boys struggled with composing.  I had noted the special group 

that I had specially helped on a number of occasions needed very specific guidance.  

Glenda also noted “that some students can work really well but others needed really 

thorough explanation and demonstration before they could begin work”.  The boys that 

had difficulty actually ended up with a worthwhile product after I worked with them 

through the task given.  The boys needed more help with setting up the task.  This could 

be due to the fact that boys appear to respond better to a more structural approach.  “For 

biological reasons of brain structure, boys may have a slight advantage in dealing with 

structured or ordered subjects” (Buckingham, 1999, p. 7).  One reason given by 

Buckingham for boys’ decline in performance in literary skills was the move away from 

the structured approach to the teaching of reading.  Two studies (Victoria DET, 1998, 

and West, 1995) concluded that there is some evidence that a more structured approach 

to literacy teaching has a beneficial effect on boys’ performances.  This appears to be 

confirmed in this action research project.  Once the boys were given assistance with the 

structure of the task they were able to complete the composition activities. 

 

8E comments 

These students did not get to experience music in their first year of high school.  When 

asked about their reaction to not getting to do music their responses included: 

 Not very happy. 

 I would have liked to have done it. 
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I would have liked to do it because I didn’t no [know] what is was like at this 

school. 

I wanted to play an instrument. 

My friend learnt the guitar and said it was great. 

 

These comments indicate a desire by a majority of the students to have the opportunity 

to be involved in the subject.  The final comment indicates how some students will 

share their likes and dislikes about the subject with their peers.  This may have 

influenced the comments with the 8E students in wanting to have been involved in a 

music class. 

 

There were however, some students who were not bothered by missing the music 

experience: 

 I don’t like music anyway. 

 I don’t know what they did. 

 

Subject choosing 

At this particular school, year 8 students make subject choices after semester 1.  They 

are locked into these choices until the end of year 10.  Eight students in total elected to 

continue their study of music.  The students were spread across the five classes as listed 

in Table 3 below. 
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 Table 3 Year 8 music elective students 

 

Class 
Number of elective 

students 

8A 2 

8B 2 

8C 1 

8D 2 

8E 1 

 

 

Year 8A and 8B were taught the same music program by Glenda in term 1 – with one 

lesson per week.  8D were involved in the action research project and had two music 

teachers in the room and had two lessons per week.  8C had one lesson per week with 

Glenda who had delivered an abridged version of the action research project program.  

8E did not receive music lessons.  Although each of the above classes were exposed to 

different music programs for different amounts of time, there was no significant 

difference in the numbers of students across the classes who chose to continue with 

music study.  Upon my first reflection on the eight students from the year 8 classes who 

had chosen to continue with music, I was disappointed with this low number.  This also 

did not support my idea that in engaging students in year 8 music, there would be an 

immediate increase in the number of elective music students.   
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I decided to explore the reasons behind the students’ subject choices.  Two important 

issues arose.  Firstly, an investigation of the subject selection form revealed that the 

compulsory subjects are heavily weighted for the maths, language, science and health 

and physical education areas.  Secondly, students must take English and Maths in each 

semester and three compulsory semesters each of Science, SOSE (Studies of Society 

and Environment) and Computer Studies.  Once these subjects are locked in there is 

little room for electives.  This type of timetabling disadvantages music and in fact all 

the arts subjects.  In semester two of year 8, only one elective is to be chosen – the other 

subjects are compulsory and locked in.  As the year 8s at this school do not get to 

sample all subjects in first semester there is a strong desire to ‘try’ the other subjects.  

Students, on the questionnaires, identified reasons for not choosing music: 

 I didn’t have enough room to do music. 

 I would like to explore other subjects. 

 Had other subject to do. 

 Because I like food studies. 

 Because I couldn’t fit it in my schedule 

 

A major factor for not choosing music for some students was identified as parental 

influence.  Students wrote: 

 My mum said not to do it. 

Because of my parents.  They chose my subjects without me knowing what they 

were. 

My mum said there was no future in music. 
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Because my parents and I thought for a better job and where I glow the most I 

would be better at other subjects. 

It’s no good for your OP. 

 

As music teachers, we need to be fully aware of how we can best support and encourage 

students when they wish to elect to do the music subject.  The students’ choices need to 

be made on accurate information and timetabling needs to be structured so that it does 

not disadvantage music and arts subject selections. 

 

I noted that none of the student responses had anything to do with not liking music.  For 

some students it is hoped that they had positive experiences in the music classroom.  

However, for some it may be as Paynter (1982) believes that outside school, music goes 

in and out of young people’s heads almost continuously, but it is different at the school 

level.  Although there are a number of factors that influence students’ subject choices, 

this is another issue that continues to need further exploration.   

 

Section 4 – Issues at the school level 

Systemic constraints 

Providing music education for students at the school level can be affected by issues that 

are sometimes beyond the control of the music teacher.  This section identifies systemic 

constraints that became apparent in the study.   

 

What are the issues that within the framework of a school can affect the development 

and the teaching of a classroom music program?  Many systemic constraints were 

identified during the action research project and mentioned by the music teachers at 
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interview.  These constraints need further investigation themselves and are not new to 

music teaching or arts education in schools.  The constraints identified included: 

 Timetabling; 

 Value placed on music by administration and parents; 

 Budget for music. 

 

Timetabling 

Glenda, newly appointed to the school, was keen to inspire all the year 8 students.  This 

was very hard to do when she did not get to see all the year 8 students during their first 

year at high school and enable them to experience music at the high school level.  As 

was revealed in the interviews and noted earlier in this chapter, many music teachers 

have had to fight vigorously to keep their timetable.   

  

Glenda also shared with me her discussion with the deputy principal. 

G: I have spoken to the deputy principal about the present situation with 8E. 

K: What happens in the other arts areas? 

G: Both dance and drama only have two classes this term also, but art will have 

seen all five classes by the end of term. 

K: Do you know how they were able to get that? 

G: They have been fighting over the last few years to get it that way.  When I spoke 

to the deputy this week, I asked him if I put a bottle of scotch in his pigeon hole 

for Christmas, will I get to see all the year 8s next year? 

K: And? 

G: He said YES!  So I will play the game with him. 
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Value placed on music by administration and parents 

The value placed on the subject music varies from school to school, administration to 

administration and parent to parent.  All the stakeholders need to work together and all 

must see that music is a worthwhile activity for music to flourish in school programs.  

What can be done so that music is not seen as a ‘frill subject’ and therefore not 

important?  

We have to have music.  We just have to fight to get it, fight to get it adequately 

funded, fight to get it taught.  Nothing less than that will do in terms of the long-

range goal of what we want for ourselves, for our children and for our 

civilization (Marsh, 1990, cited in the Report of the National Commission on 

Music Education, 1991). 

 

Further in the Report of the National Commission on Music Education it is suggested 

that a set of recommendations alone is not enough to ensure that music and the other 

arts can assume their rightful place at the centre of children’s educational lives.  It 

suggests that “nothing short of a full-scale, multi-level effort, from the grass roots up, is 

required” (p. 29).  Heid (cited in the Report) believes our best efforts, as professionals 

in the music business, should focus on promoting excellence in music in our 

communities, and in recognising that success will breed success, that music creates its 

own demand.  This is an idea that music teachers could take ‘on board’ in an endeavour 

to promote excellence in music in their own classroom in their own school with the 

hope that this excellence will be recognised and acknowledged by the school and the 

wider community. 
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Further ways to assist in promoting the subject music would include giving music 

prominence on subject selection forms so that those students who do wish to choose 

music are able to do so; and parents may need assistance in understanding the 

significance of subject choices and accurate information about OPs (overall positions 

for tertiary entrance).  Music teachers need to continue to strive to convince 

administrators that music is an important subject and that all students should be given 

access to it.  With the introduction of the new syllabus, the arts will become a 

mandatory subject to year 10, however music teachers may still need to be advocates for 

their subject, as only one strand of the five arts strands (drama, dance, media, music and 

visual art) will need to be studied by students in the lower secondary school.  If music 

programs are not inviting and engaging for students, then once again when subject 

choices are made, we may find that music is not chosen over the others arts strands. 

 

Room allocations are also most important in a school.  To teach music as effectively as 

possible, the room and equipment need to be appropriate.  As Glenda reported, she 

would much prefer to have the desks in a U shape, but as she shared the room with the 

English teacher, the desks must remain in rows.  Keyboards and guitars need to be 

supplied in numbers so that all students have one to practise on during the lessons.  The 

‘sharing of instruments’ immediately places the students in situations that can lead to 

undesirable behaviour in the class. 

 

When one feels that one’s subject is undervalued, this can place a lot of strain on the 

teacher.  After striving to create a positive image of music in the school, Glenda became 

frustrated with the lack of support. 
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…I was a lot more positive at the beginning of the semester but when you start 

to realise that things could actually be heaps better for the students and the 

music department as whole at this school then you begin to get a little 

negative…I have tried really hard to make a positive image and statement to the 

students and staff and administration and sometimes to the detriment of my 

family…but what really is the reason for me to do this when there is no benefit 

to me and the music department and the support from administration is not really 

there.  (Entry 22 June) 

 

Budget for music 

Finance is also significant for classroom music as it is for every subject in the 

curriculum.  It is difficult to teach music as effectively as one would desire if it is not 

resourced properly.  Very low budgets for music can also send a message to parents that 

music is not as important as other subjects.  Some schools spend most of their music 

budget on the Instrumental Program.  This program is certainly a worthwhile part of the 

music program at a school and many times more visible.  Administrators are generally 

very concerned with this ‘public image’.  What they may fail to understand properly is 

that unless there is a good foundation being built in the classroom program, the 

instrumental program will never reach the heights they would desire or are capable of 

achieving (Paynter, 1982).  This issue was also raised by the music teacher Rose in her 

interview. 

 

Section 5 – The key issues 

This section identifies the key issues that emerged from the music teacher interviews, 

the student responses and the action research project.  Figure 9 below lists these issues. 
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 Figure 9     Key issues 

negative attitude 
foundation unit 
practical tasks enjoyed 
instrumental tasks enjoyed 
little admin support  

Music teacher interviews 

 

learning instruments positive 
enjoyed composing 

 

Student responses 

 

learning instruments positive 
enjoyed composing tasks 
students engaged – practical    
music making 

 

Action research project 

 

 

Many of the music teachers interviewed had a negative attitude to the teaching of year 8 

music.  They predominantly started with a foundation unit so that they could ensure that 

all students had grasped the basics.  There seemed to be little concern for those students 

who already had obtained skills either by experiences at primary school or through 

private tuition.  Music teachers confirmed that they enjoyed the practical lessons and the 

lessons where instruments were used.  Many identified that they had little support from 

the administration at the school. 

 

The student responses indicated that the students enjoyed learning to play instruments 

especially those that they could identify being used in the ‘pop culture’.  These 

instruments were the guitars, drum kit and to a lesser degree keyboards.  The girls more 

than the boys were very keen to be involved in composing tasks. 
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The results of the action research project identified that it is possible to engage students 

in music making (Elliott, 1995) at this level.  The experiences that were the most 

positive for students were the instrument learning and composing tasks. 

 

Conclusion 

From the data outlined above, it appears that students in year 8 respond best to activities 

that are based on practical activities such as composing and learning of instruments, 

especially those with which they can identify.  These activities can be used as a starting 

point for the planning and delivery of year 8 music programs.  There are implications 

here for the music teacher who is only comfortable with teaching theory of music 

elements in a room where the students are kept very quiet.  There are also implications 

for administrations in providing budgets to allow resources to be obtained to run a 

program that requires instruments. 

 

The data indicates that year 8 students will participate wil lingly in music experiences in 

the school music room and that it is possible to have a positive attitude in the music 

classroom.   To achieve this the teacher needs to look at the planning of the program – 

its content and how this content is experienced by the students.  The experiences 

presented must show a balance between the aesthetics of music (Reimer, 1989) and 

practical music making (Elliott, 1995).  It is arguable that when this balance is 

maintained students will have the opportunity to experience flow (Csikszentmihalyi, 

1994) in their music activities. 

 

In this action research project there was no significant increase in the number of 

students electing to continue with music study.  Although this was the case, it is hoped 
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that if a school could build up a positive culture of music and there are no hindrances to 

choosing elective music, there could in the future be a flow on into the elective classes.  

As Heid (1991, cited in Report of National Commission) asserts success will breed 

success, and music creates its own demand. 
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CHAPTER 6 

 

CONCLUSION 

 

Introductio n 

The purpose of this thesis was to investigate the year 8 music curriculum in Queensland 

– its content and delivery.  The motivation for conducting this study was to design a 

music program, in collaboration with another music teacher, where year 8 students 

would be engaged in the music making process in ways that would produce positive 

attitudes in the students about their school music experiences.  At the core of the project 

was my desire to look for ways to improve the quality and design of music teaching at  

the year 8 level in particular.   

 

This chapter will provide a summary of the relevant concepts in the literature, the 

research methodology and the results of the project.  The contributions the study makes 

to the body of knowledge for music education will also be discussed.  This chapter 

concludes with recommendations for future research and development. 

 

Summary 

Literature 

It has been identified that the development of aesthetic sensitiv ity is important to the 

development of our knowledge of life. Aesthetics has been identif ied as a distinct 

category of understanding.  Music is meaningful in personal, social and cultural ways.  

All students need access to music education so that they have the opportunity to develop 

in all ways that the arts and particularly music have to offer.  The literature review 
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discussed the issue that every child deserves access to music education.  This access 

will enrich the lives of students and will help to bring beauty into their daily existence.   

 

Two philosophies were discussed.  One advocates that the study of music should 

concentrate on those qualities of sound which make them expressive.  This focuses on 

the inherent qualities of the music and the intrinsic nature of the experiences.  It places 

emphasis on the expressive qualities of music and believes that this should be the focus 

of music education programs.  Another focus is upon the practice of music making.  

This theory places an emphasis upon practice and in particular performing.  It proposes 

that the meaning of music is tied up within the idea that music experiences are a 

resource for self-growth, a way of engaging with self-knowledge and an intrinsically 

enjoyable activity.   

 

All students deserve access to an education that includes music experiences that are a 

unique source of enjoyment and delight.  If students in our year 8 music classes could 

get flow from their experiences, these classes could become an enjoyable time for all – 

teachers and students, and interest in studying music could be stimulated.   

 

The CLASP (composing, literature, audition, skills and performance) method describes 

the activities of music making and defines what educational qualities are unique to 

music and those that are shared with other disciplines.  It advocates that teaching music 

should involve attention to the intrinsic aspects of music – composing, performing and 

audition and articulates that the focus of music education should be upon the ‘making’ 

activities.  This approach to teaching music formed the basis of the experiences 

presented for the students in the project.   
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Methodology 

The methodology chosen for this research was action research.  The particular model 

used was that designed by Zuber-Skerritt (1995).  This methodology allowed me to 

work collaboratively with another music teacher in planning and delivering a music 

program in a music classroom.  Using this method allowed us to construct a plan of four 

cycles within the program.  This plan was flexible and reflection at the end of each of 

the four cycles allowed the next cycle to be changed and improved in light of the 

findings of the previous cycle.  To instigate discussion about designing year 8 music 

programs and hear the voices of practitioners in the field, music teachers were consulted 

and interviewed.  The voices of the students involved in the project were considered 

important.  Students were interviewed and they also completed questionnaires at the 

beginning and end of the project.  The collaborating music teacher and I kept journals.  

These journals along with videotapes and photographs of the students at work and the 

work they produced assisted in the reflective process. 

 

Results 

The interviews conducted with the music teachers identified a negative attitude by many 

teachers to the teaching of year 8 music.  Many of these teachers commenced their year 

8 programs with a foundation unit that involved starting at a basic level of music 

knowledge and understanding irrespective of the talents and abilities of the students in 

the class.  Teachers did identify that they themselves and the students they taught 

enjoyed practical tasks especially the learning of instruments.   

 

The action research project highlighted the fact that year 8 students enjoy music making 

experiences.  They especially want to be involved and given the opportunity to learn to 

Chapter 6  - Conclusion 135



play instruments.  The instruments of most interest were guitars, keyboards and the 

drum kit.  Although there were various levels of musical skill abilities in the class, all 

students, working in groups, were able to compose and create using different genres of 

music.  The performing tasks after the first cycle displayed many levels of abilities and 

confidence.  However, by the end of the fourth cycle, students had developed ownership 

and responsibility in their performances and were very keen to perform and took pride 

in what they did.  They became critical reflectors of their work and the work of others in 

the class.   For some of the students, especially Steve, participation in the term of music 

lessons had given them a new perspective on school life and had had a positive effect on 

their self esteem.  It was hoped that for these students there would be a flow on into 

their other activities at school.  Only a small number of students from the year 8 cohort 

chose to continue with elective music studies.  Nevertheless, the reasons given for this 

choice did not include a negative attitude towards their musical experiences at high 

school. 

 

Contributio ns of the research to music education 

It is hoped that the program of work for the year 8 class researched for the thesis will 

contribute to the body of knowledge that provides effective pedagogy for music 

teachers.  The action research model itself offers music teachers a framework to become 

reflective practitioners and researchers in their classrooms.   

 

Directions for future research and development 

This thesis does not provide all the answers, but in fact raises many more questions.  A 

number of areas for future research are suggested by the results of this project.  These 

include:   
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�x�� the teaching of music to the adolescent,  

�x�� the use of singing in the year 8 music classroom,  

�x�� empowering music teachers to improve their teaching, and  

�x�� investigating the development that may occur for students who experience flow  

in music and how this may transfer into their daily lives and other areas at 

school.   

Also, with the introduction of the new Arts Syllabus – spanning the first ten years of 

schooling - there is a need to look at the effective introduction and implementation of 

this syllabus. 

 

In the 1950s and 60s educators such as Kodaly, Orff and Dalcroze provided the impetus 

and inspiration for  effective methodologies and approaches for the teaching of music. 

Research is needed to take music methodologies and pedagogies into the 21st century 

and beyond.  How will we engage adolescents and in particular boys in music making 

that produces positive experiences for them?  The project highlighted that the girls and 

boys in the class required different strategies, structures and explanations to assist them 

to be successful in the classroom.  Why is this so?  How can music teachers provide 

these differences for their students? 

 

Another area is the development of strategies for engaging high school students in 

singing activities in the music room.  Students in the project were very hesitant to sing 

in class.  They however continually listen to their pop idols singing.  They are often 

seen with walkmans plugged in their ears listening and singing along to the latest 

release.  What do music teachers need to do to give students confidence to sing in the 

classroom?  What effect does the changing voice have on both girls and more especially 
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boys when it comes to singing?  Some research has been presented on this subject in 

relation to work in the formal choral setting.  Does this transfer to the classroom setting 

or are there other factors for consideration?  Is it important that singing is part of music 

education for the adolescent?  If so, how does the music teacher present singing in a 

positive and productive way?   

 

The action research project empowered Glenda to reflect on her teaching.  This excited 

her and this led to an improvement in her teaching.  I was excited to be working 

collaboratively with another music teacher – sharing ideas, planning and implementing 

a program.  This led to a renewed interest in my teaching and a desire to see students 

excited by participating in music.  How can other music teachers be encouraged to also 

become part of this process?    

 

Through participating in the project, Steve had experienced flow.  His behaviour and 

attitude in music lessons and during the school day had changed.  His self esteem had 

been improved.  Can access to arts experiences, especially music activities, assist to 

motivate low achievers?  Can these experiences transfer into other areas of their life and 

development at school and home?  What can be done to make these type of programs  

available not only to students who may be low achievers but to all students? 

 

With the introduction of a new Arts Syllabus there is a need to investigate the most 

efficient and engaging methods of implementing the music syllabus across all year 

levels - 1 to 10.  What methodologies will prove most positive for students?  This new 

syllabus provides a sequential development of core content from primary school to 

secondary school.  The findings of the project revealed that there is little connectedness 
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between primary and secondary music programs.  Will the new syllabus alleviate this 

problem?  Will the new syllabus generate new enthusiasm for the teaching of music 

especially in the year 8 classroom? 

 

Final Comments 

In conclusion, the reward in this study has been the opportunity to work with another 

music teacher and her students.  Glenda and I were able to work as equal participants 

within a professional discourse.  The Schön model was in place – where the talents of 

all parties inform the research act (cited in Taylor 1996, p.31).  The students welcomed 

me into their classroom. 

 

The project indicates that it is possible to construct and deliver stimulating and 

enjoyable experiences that will capture the interest of year 8 students. There are 

however, implications for music teachers, the program and the students. The 

experiences presented need to build on the skills developed at primary school as 

students are ready to move forward and be challenged.  The theory components and 

skill development should not be taught in isolation to music making.  The program 

needs to be all-encompassing and not a linear skills or theory program, not a technical 

approach.  At the forefront we need to keep in mind that music is intrinsic and we need 

to preserve the integrity of the art form.  As Dillon (2000) has stated: “A large part of 

music learning is about revisiting the elements of music at progressively deeper levels 

of understanding especially when we engage in making music in an environment 

constructed by a teacher”. 
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The majority of students in the project wanted to be engaged in music making and were 

excited about making progress.  Students at this age are generally keen to express 

themselves in music especially as individuals and as adolescents.  Students can be given 

a challenging task to compose a piece with those dimensions that have been explored 

through various musical examples, practise it, and then perform the composition to the 

class.  The next step is to assess the success of the work, discuss it and reflect on the 

product and process in musical terms.  As Dillon confirms “if we want year eight 

students to discover the intrinsic quality of music – the joy of music – then we must 

‘make music’.  That process must be meaningful to the student!” 

 

 Musical training is a more potent instrument than any other [for education] 

because rhythm and harmony find their way into the inward places of the soul, 

on which they mightily fasten, importing grace and making the soul of him who 

is rightly educated graceful… (Plato) 
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Coda 

 

Parkview State High School…….what’s happened since? 

It is encouraging to report that the action research project brought attention to the music 

department at the school.  Over the last two years the music department has grown and  

new opportunities have become available for students.  The school now has a concert 

band, stage band and choir as its performing groups.  In classroom music, there is a 

combined year 9-10 class, and a combined year 11-12 class.  All classes of year 8 are 

timetabled for a term of music.  The administration team has been very helpful in 

timetabling and ensuring those students in year 8 and any other student who wishes to 

study music has access to a class.  This renewed interest in music has seen more  

students joining the performing groups. 

 

Three special initiatives that have occurred at the school include: 

�x�� employing the instrumental teacher for an additional half day so that the 

program can be extended; 

�x�� engaging a university lecturer to come into the school to work with the elective 

year 11-12 students to work on composition; 

�x�� through the artist-in-residence program, employing a composer to work with the 

elective year 9-10 students to compose an improvisatory piece which was 

performed at a school concert. 

These initiatives have all required the financial support of the administration and the 

budget committee.  They have brought new ideas and new expertise into the music 

department and have produced positive outcomes for the students involved. 
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Glenda wrote a short note to me to explain what she is currently doing with her year 8 

program.  It is encouraging to note that she has continued with the curriculum 

developed during the project and that practical skills are a factor in her program. 

I have continued with the same curriculum.  Working on lots of practical skills 

and also other music skills.  I have had a student teacher and we have been able 

to work with half the class each taking half into the keyboard room.  The other 

half work on rhythm work and other skills.  We have noticed the benefit that this 

provides in terms of learning information and increasing their music knowledge 

and skills.   

 

I always seem to reflect back on my first teaching placement and the fact that all 

the year 8 classes did music for the whole year – gee I wish I didn’t take that for 

granted back then.  

 

Anyhow having said that, my year 8s are amazing at present.  I have a whole 

class full of them at lunch times wanting to play drums, keyboards, guitars or 

simply make music – sometimes it sounds like noise!  They are just so 

enthusiastic and I love that – although in each lesson I really strain my voice.  I 

just wish I had them for more time so that they could achieve what they know 

they want to learn in music.  Yes Kay we are now making music here at 

Parkview!  (Letter received from Glenda  – 1 March, 2001). 
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APPENDIX 1 – TEACHING PLAN FOR P ROJECT 
 

CYCLE 1 
 
Week 1 
Introduction to class and music room rules Skills 
Revision of rhythms learnt in primary school – Knowledge 
(taken from current pop tunes-played with drum sticks) Performing 
Parts of drum kit Listening 
Students play rhythms on drum kit Reflecting 
History of rap music 
Listen to recorded raps; perform raps 
 
 
 
Week 2 
Students write on raps in self selected groups Composing 
Perform raps Performing 
 Reflecting 
 
 
 

CYCLE 2 
 
Week 3 
Theory – notes of staff, melodies Knowledge 
Keyboard – an introduction: hand position, and note placement Skills 
Practice tunes – 2 from classical repertoire Performing 
 
 
 
Week 4 
Keyboard practice Performing 
Sing keyboard pieces Reflecting 
Performance of pieces – individually and as a class  
 
 
 
Week 5 
Sing 3 new tunes for keyboard Skills 
Practise tunes on keyboard – 2 from modern style; Knowledge 
1 ethnic tune Performing 
Play original recording of keyboard pieces Reflecting 
Theory – structure of melody 
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CYCLE 3 
 
Week 6 
Discussion – what is music? Knowledge 
Seven excerpts played on CD Composing 
Key questions: Is this music? Do you like this piece?  Reflecting 
Why or why not?  
Elements of music 
Graphic notation 
Soundscapes 
Listen to examples of 20 century composed music 
Start to write soundscape – in self selected groups 
 
 
 
Week 7 
Perfect soundscapes Performing 
Practise soundscapes Skills 
Perform soundscapes Reflecting 
Introduction to guitar 
 
 
 
Week 8 
Practise chords on guitars Performing 
Instruments of the orchestra – play musical examples Knowledge 
 
 
 

CYCLE 4 
 
Week 9 
Combining rhythm and melody Knowledge 
Use own name as basic for pentatonic melody Composing 
Perform on keyboard and/or xylophone Performing 
Introduction to composition: compose at least 8 bars, 
Chorus-like, write on staff notation for guitar, keyboard, 
Drum kit and vocals 
Play choruses from various vocal arrangements 
 
 
 
Week 10 
Work on compositions (in groups) Composing 
Practise Performing 
Performance of compositions Reflecting 
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APPENDIX 2 – PARKVIEW STATE HI GH SCHOOL JUNIOR MUSIC PLAN 
 
 

Junior Music at Parkview State High School 
 
Music is a powerful educative tool that contributes to the development of the individual 
through the study of aspects such as memory, coordination, concentration and 
creativity.  It also offers a unique form of self-expression, communication, self-
discipline and artistic freedom. 
 
As music is an important part of our way of life, it makes a profound contribution to 
personal, social and cultural identity.  At Parkview State High School in junior music, 
four main areas will be studied: 

�x�� Listening 
�x�� Composing 
�x�� Performing and 
�x�� Developing an understanding of musical styles 

 
To complement the junior music program it is strongly recommended that students 
participate in the extra-curricular instrumental and vocal programs, which provide the 
students with a wider musical perspective and range of experiences. 
 
In all cultures, in every corner of the world, music has been an integral part of a 
celebration of beliefs and custom.  Today’s pop culture, rather than detracting from this, 
gives a multicultural diversity that permeates all our students’  lives.  From the 
conductor of a symphony orchestra, or the lead guitarist in a rock band, to the 
appreciative musician, the study of music creates a strong foundation from which to 
base either a successful and fulfilling career or a lifelong interest in the music of others. 
 
 
Why study music? 
Music will enable students to develop personally in many ways.  It can provide an 
emotional outlet and a way of getting to know others and getting on with others.  Many 
students find music enjoyable and a way of balancing their junior studies.  They enjoy 
learning more about the types of music they experience outside school. 
 
Music units complement the instrumental music program and/or private music lessons, 
by providing a wider perspective and range of experiences including composition, 
analysis of repertoire & listening. 
 
Research has shown that music studies can assist with concentration and achievement 
in other academic areas. 
 
After music at school, students can continue to be involved in music activities such as 
concert going, involvement in community groups or by simply enjoying playing or 
singing.  The study of music can lead into continued study in the senior school and 
tertiary education as well as a wide variety of job opportunities. 
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The Junior Music Program 
At Parkview State High School Year 8 students get to experience various aspects of 
music in one of the two terms in Semester one.  They will be introduced to guitar, 
keyboards and drums developing basic melodic and rhythmic skills.  By the end of this 
unit, basic music literacy skills will be increased as a prerequisite for following units. 
 
The units presented here aim to introduce students to the study of music which, like the 
other arts, is an important part of our way of life.  These units enable students to 
encounter music in a variety of ways.  They will have the opportunity to play and sing 
music of all types, to create their own compositions and to understand a variety of 
musical styles. 
 
From Semester two in Year 8, students operate on a vertical timetable and are able 
tochoose music in Level 1.  This unit is purely a foundation/introductory unit building 
on the skills that students have learnt in their Year 8 term of music. 
 
If students then have an interest in pursuing and developing their skills in music there 
are two units offered in both Level 2 and Level 3. 
 
 
Links to Senior Subjects 
It is strongly advised that students complete all three levels before choosing music as a 
board subject in senior.  Special consideration may be given to students who already 
study music outside of school and/or who participate in the school instrumental/Concert 
band program, after the completion of a parent/student/teacher interview. 
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PARKVIEW STATE HIGH SCHOOL 
 

JUNIOR MUSIC 

 
YEAR 8 MUSIC 

 
 
 
 
 
 
 
 

LEVEL 1 MUSIC 101 
An Introduction to Music 

 
 
 
 
 
 
 
 
 

MUSIC 201 
Rock and Pop 

MUSIC 202 
World M usic 

 
 
 

LEVEL 2 

 
 
 
 
 
 
 
 
 
 
 

 
MUSIC 301 

Instrumental Music
MUSIC 302 
Vocal Music 

LEVEL 3
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YEAR 8 MUSIC 
 

(Developed as a result of the Action Research Project) 
 

UNIT OUTLINE 
 
PREREQUISITES: 
 
Nil 
 
 
 
DURATION: 
 
One Term, approximately 10 weeks. 
 
 
 
UNIT DESCRIPTION: 
 
The aim of this introduction to Music is to provide enjoyable, practical and varied 
activities for all Year 8 students.  Experience in basic guitar and keyboard skills, and 
music literacy are the major focuses of this unit of work.  However, if the students show 
a special interest in an area and if time persists then investigation into this would also 
take place. 
 
 
 
LEARNING EXPERI ENCES: 
 
1.  
�x�� Listen to recordings – rap music 
�x�� Learn the names of notes and the sol-fa on a treble clef staff 
�x�� Learn the names of a variety of notes 
�x�� Develop basic vocal skill by applying this knowledge to songs 
�x�� Sing repertoire 
�x�� Graphic scores 
 
 
2. 
�x�� Dictate basic rhythms and melodies 
�x�� Improve vocal technique/improvisation 
�x�� Play basic melodies on keyboard to sol-fa 
�x�� Begin left hand technique on keyboard 
�x�� Focus graphic scores 
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3. 
�x�� Develop basic keyboard skills 
�x�� Compose a four-bar melody using sol-fa and time names already learnt 
�x�� Add a simple accompanying bass line 
 
 
4. 
�x�� Sing a popular song 
�x�� Experience score reading 
�x�� Understand chordal structure using sol-fa 
�x�� Learn E A and D on guitar 
�x�� Play the song already sung 
 
 
5. 
�x�� Continue guitar skills 
�x�� E D A Em Dm Am 
�x�� Play these to different rhythms using time names learnt 
�x�� Work in small groups to compose own short “chorus” song with lyrics 
 
 
6. 
�x�� Recap basic rhythmic skills and time names 
�x�� Play these with drum pads and sticks 
�x�� Introduce drum kit and notation 
�x�� Experience these on drum kit 
 
 
7. 
�x�� Theory based learning – more music literacy 
�x�� Notation and time signature 
�x�� Dictation 
�x�� Listening activities 
 
 
8. 
�x�� Student centered task – specialisation on keyboard, guitar, drums, or vocal 
�x�� Choose one and complete given tasks 
�x�� Also complete theoretical tasks 
 
 
9. 
�x�� Continue tasks given 
�x�� Completion expected by end of this session 
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10. 
�x�� Listening and viewing activities based on current popular culture 
�x�� Discussion about the elements including rhythms, melody and techniques as 

learnt in previous sessions 
 
EXPECTED OUTCOMES: 
 
Students will by the end of this unit’s course be able to: 

1. Read treble clef notation using sol-fa as a tool 
2. Recognise basic time names and dictate simple rhythms 
3. Develop vocal skills 
4. Acquire a knowledge of the keyboard: its parts, and role as an instrument 
5. Compose a short melody and accompaniment 
6. Acquire a knowledge of the guitar and drum kit: parts, and roles as 

instruments 
7. Compose a “chorus” for a song and accompany it on guitar 
8. Specialise in either guitar, keyboard, drums or vocal and complete set tasks. 

 
 
 
ASSESSMENT: 
 

a. Create and perform graphic score 
b. Compose a short melody with a simple bass accompaniment on keyboard 
c. Compose a “chorus” for a song with guitar chordal accompaniment/drum 

kit. 
d. Complete set tasks – both practical and theoretical. 
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Rap Composition 

 
 
TITLE: 
 
 
 
 
COMPOSERS:  
 
 
 
 
 
 
4 
4 
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APPENDIX 4 – REFERENCES FOR YEAR 8 MUSIC 
 
Atherton, M. (1991)  The ABC Book of Musical Instruments  Crows Nest:  ABC. 

Brown, A. & Dillon, S. (1998)  Retro Rock – Scores & Style Guide  North Warrandyte:  

Exploding Art Music Publications. 

Brown, A. & Dillon, S. (1998).  Retro rock:  the styles that made rock history.  

Melbourne:  Exploding Art Music Productions. 

Brown, A., Dillon, S. & Purcell, K. (1992).  Reading and writing rock.  Marrickville, 

NSW:  Science Press. 

Brown, A., Dillon, S. & Purcell, K. (1994)  Rock essentials.  Marrickville, NSW:  

Science Press. 

Bolkovac, E. & Johnson, J. (1996)  150 Rounds for Singing and Teaching  Boosey & 

Hawke. 

Byrne, R. (1997).  Don’t Fret:  A Comprehensive Introduction to Music  Torrensville, 

SA: “Don’t Fret” Music Publication 

Charlton, K. (1998)  Rock Music Styles  McGraw-Hill. 

Doricott, I.J. & Allen, B.C. (1985).  In tune with music. Books 1-3.  Sydney:  McGraw 

Hill Book Company. 

Doricott, I.J. & Allen, B.C. (1995).  Listen to the music..  Sydney:  McGraw Hill Book 

Company. 

Doricott, I.J. & Allen, B.C. (1998).  Exploring music.  Sydney:  McGraw Hill Book 

Company. 

Dunbar-Hall, P. & Hodge, G. (1991)  A Guide to Jazz, Folk & Australian Music  

Marrickville:  Science Press. 

Dunbar-Hall, P. (1993)  Teaching Popular Music  Marrickville:  Science Press. 
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Dunbar-Hall, P. & Hodge, G. (1999)  A Guide to Rock ‘n’ Pop  Marrickville:  Science 

Press. 

Furstner, M.  (1998)  All About… Chords Basic 

 (1994) Blues Basics for Beginners 

Moorooka:  Merino Lithographics Ltd. 

Hodge, G., Dunbar-Hall, P. & Pollak, A. (1987)  Active Music  Marrickville:  Science 

Press. 

Hodge, G., Dunbar-Hall, P. & Pollack, A. (1993).  Active Music.  Marrickville, NSW:  

Science Press. 

Leek, S. (1992). Voiceworks.  Brisbane:  Morton Music. 

McNicol, R. (1992).  Sound inventions:  32 creative music projects for the junior 

classroom.  New York:  Oxford University Press. 

Paynter, J. (1982).  Music in the secondary school curriculum.  Cambridge:  University 

Press. 

Paynter, J. (1994).  Sound and Structure.  Cambridge:  University Press. 

Rixon, B. & Merrick, B.  (2000)  Music:  Let’s Do It  Marrickville:  Science Press. 

Stefanakis, M. (1998).  Turn it up.  (Students book, CD and Score book)  Sydney:  

McGraw-Hill. 

Stowasser, H. (1991)  Discover Music Making  Melbourne:  Longman Cheshire. 

The Kings Singers (2002) Book of Rounds, Canons & Partsongs  Milwaukee:  Hal 

Leonard 

Vella, R. (2000).  Musical environments:  a manual for listening, improvising and 

composing.  Sydney:  Currency Press. 
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APPENDIX 5 – STUDENT QUESTIONNAIRES 
 

1. PRE 8C, 8D 
 

2. POST 8C, 8D 
 

3. POST 8A, 8B, 8E 
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NAME:                                                                                               CLASS:  8C     8D 

 

At which Primary School did you do Year 7?  ……………………………………… 

 

What did you enjoy in primary school music?  

……………………………………………………………………………………………

…...……………………………………………………………………………………… 

 

What didn’t you enjoy in primary school music? 

……………………………………………………………………………………………

…...………………………………………………………………………………………. 

 

Did you learn a musical instrument in prim ary school?      YES       NO 

If YES, which instrument?  ………………………………………….. 

Have you continued to learn that instrument at high school?    YES     NO 

If NO, why not? ………………………………………………………………………. 

 

What would you like to do in High School music? 

……………………………………………………………………………………………

…...………………………………………………………………………………………. 

 

At this stage, will you be electing to study music in second semester?   YES   NO 

 

Name your favourite musicians. 

…………………………………………………………………………………………… 

What radio station do you listen to? ………………………………………………….. 

What music programs do you watch on TV?…………………………………………. 

 

What does music mean to you?  How do you define music? 

……………………………………………………………………………………………

…...………………………………………………………………………………………

……………..……………………………………………………………………………. 
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NAME:                                                                                               CLASS:  8C     8D 

 

 

What does music mean to you?  How do you define music? 

………………………………………………………………………………………….…

…...……………………………………………………………………………………..…

……………..…………………………………………………………………………...…

……………………………………………………………………………………………. 

 

 

What did you enjoy in Grade 8 music classes? 

……………………………………………………………………………………………

…..…………………………………………………………………………………..……

………..……………………………………………………………………………..……

………………..…………………………………………………………………………. 

 

 

What didn’t you enjoy in Grade 8 music classes? 

……………………………………………………………………………………………

…..…………………………………………………………………………………..……

………..……………………………………………………………………………..……

………………..…………………………………………………………………………. 

 

 

Have you chosen to study music in second semester?   YES   NO 

Why? 

……………………………………………………………………………………………

…..…………………………………………………………………………………..……

………..……………………………………………………………………………..……

………………..…………………………………………………………………………. 
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NAME:                                                                                           CLASS:  8A   8B   8E 

 

At which Primary School did you do Year 7? .……………………………………… 

 

What did you enjoy in primary school music?  

……………………………………………………………………………………………

…...……………………………………………………………………………………… 

 

What didn’t you enjoy in primary school music? 

……………………………………………………………………………………………

…...………………………………………………………………………………………. 

 

Did you learn a musical instrument in prim ary school?      YES       NO 

If YES, which instrument?  ………………………………………….. 

Have you continued to learn that instrument at high school?    YES     NO 

If NO, why not?  ………………………………………………………………………. 

 

FOR 8A AND 8 B ONLY – What did you enjoy in Grade 8 music classes? 

……………………………………………………………………………………………

…...……………………………………………………………………………………… 

What didn’t you enjoy in Grade 8 music classes? 

……………………………………………………………………………………………

…..………………………………………………………………………………………. 

 

FOR 8 E ONLY – How do you feel about not being able to do music in first 

semester? …………………………………………..…………………………………… 

 

Did you choose to study music in second semester?   YES   NO        

Why? ..………………………………………………………………….……………….. 

…………………………………………………………………………………………… 

 

What does music mean to you?  How do you define music? 

……………………………………………………………………………………………

…...……………………………………………………………………………………… 
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SAMPLE OF INTERVIEW TRANS CRIPTS 
 

1. Louise 
 

 
I Interview with Louise secondary music teacher for 16 years 1 

2 

3 

4 

5 

6 

7 

8 

9 

10 

11 

12 

13 

14 

15 

16 

17 

18 

19 

20 

21 

22 

23 

 Louise thank you for your time today 

P Hi Kay 

I Louise  Grade 8 music fun or a painful experience 

P Fun 

I Can you comment on that and why 

P Uum because the Grade 8s are where it all begins at highschool like you have to 

pretend that it is  

I yes 

P hahahaaaaa 

I Is it working 

P oh yeah 

I yes 

P yeah it’s working um yeah definitely fun first port of call first experience that’s the 

beginning and if it’s not fun it just doesn’t work at all and for me it’s fun because 

they’re so almost naïve and fresh when they begin and you can almost do anything 

with them and if you get the right stimulus happening from the beginning of the year 

Oh it can be it’s wonderful all the different things you can do with it 

I So that leads us into planning  

P Mmhm 

I There’s not set syllabus   

P No 

I For Grade 8 music 
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P No 24 

25 

26 

27 

28 

29 

30 

31 

32 

33 

34 

35 

36 

37 

38 

39 

40 

41 

42 

43 

44 

45 

46 

47 

48 

I Can you tell me how whether you worked in themes or units or had a sequence of 

skills or how did you plan your Grade 8 classes 

P Right units with a sequence of outcomes and then skills derived from those outcomes  

I What sort of things did you do in the units 

P Ok um which actually we devised through discussion with the primary schools at that 

situation 

I Oh that’s nice to hear 

P Which is really…… 

I that you spoke to the primary schools 

P ohh well we had um a couple of big feeder schools and there were a few really very I 

guess concerned um teachers who wanted to actually respond to my questions as to 

what was being done in the primary school um we started out with what we just 

called foundation unit for want of a better name um started with well one of the early 

things that I know that all three of the teachers did uumm Grieg’s In the Hall of the 

Mountain King, Jaws, any number of pieces that were really contrasting that might 

be things that might capture their minds cap you know this is this is interesting we’re 

not going to play recorders and we’re not going to do tatas and titis um foundation 

unit was just all sorts of um basic compositional techniques which tended not to be 

writing anything they were more like an improvisation 

I like looking at elements of music 

P yes 

I and how you could use them 

P yes and it was group composition and through performing in a more improvised 

follow the teacher sort of a way but created those sorts of activities that then lead to 
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the now let’s write down that this is a crotchet and it’s worth one beat it never was 

the other way round you know we tried not to make it that way anyway 

49 

50 

51 

52 

53 

54 

55 

56 

57 

58 

59 

60 

61 

62 

63 

64 

65 

66 

67 

68 

69 

70 

71 

72 

73 

74 

I So the the skills were developed through the music making 

P yes 

I This is just what I’m on about is is great that I’m talking to someone who’s been 

doing this 

P hahahahaha.hh and from that foundation unit we ar gee we ended up with the 

keyboard unit in term 4 

I Yes 

P We had an instruments unit and in the instruments unit for example the key um 

compositional performance activity wasn’t um conventional instruments because we 

didn’t have enough and we didn’t use keyboards at that point it was more like a um 

tsk oh what is that percussion ensemble oh 

I Stomp 

P The Stomp it was a Stomp activity so they had to go out and they found bits of stuff 

from around the school 

I Can you give an example? 

P wheelie bins with the lids that they created an ostinato on or whatever um and that 

was interestingly enough the instruments you know not doing an assignment on a 

musical instrument not playing a recorder um  

I So once again it was through that you were developing rhythmic work  

P yes 

I Students worked at there own level 

P Yes they basically created um it it depending on the the strengths of the particular 

group that it might have been as basic as each one of them created a one bar rhythm 

that they then had to write down and it was an ostinato and they all came together 
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and it formed about a 30 second composition right through to a group that was more 

instrumentally music based and they might have had a 4 bar one so there there was it 

was a really good activity to cater for the kids at all different levels of performing 

75 

76 

77 

78 

79 

80 

81 

82 

83 

84 

85 

86 

87 

88 

89 

90 

91 

92 

93 

94 

95 

96 

97 

98 

99 

100 

I And what was the third term 

P tsk caaahhn’t remember what the third term was um tsk cheu cheu cheu cheu cheu it 

probably will come to me I can’t remember 

 ummh 

I all right we’ ll  leave that  

P All of  the skills there was there was a unit which we worked on every year before 

that next term because we found that there was really differing approaches each year 

we found that the kids obviously term one you know private the kids have really 

differing ability levels um and that we just wanted to change it anyway to keep it fun 

for us and of course the kids 

I So you obviously saw every Grade 8 child for the whole of the year  

 ………. 

P yep 

I for how many lessons 

P 2 lessons a week 47 minutes all year 

I That is a great amount of time 

P Yep sensational 

I and did you have to knock on lots of doors um to get that happening 

P timetabling? 

I yes 

P I was always fighting to keep music for the year but I  was finding that increasingly it 

was being questioned more and more and whey do we always have to beg for our 

subject time? 
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I Yes 101 

102 

103 

104 

105 

106 

107 

108 

109 

110 

111 

112 

113 

114 

115 

116 

117 

118 

119 

120 

121 

122 

123 

124 

125 

126 

P …… 

  that’s important 

P Yeah  

I  Okay umm is there any other thing if you didn’t have any constraints money wise 

time wise are there any other things that you would really like to do with Grade 8s?  

Tell me what you would like to do. 

P tsk uum very bravely possibly something technology oriented 

I Mm 

P tsk uum possibly something where maybe we could edit um maybe we could go to 

the point where they performed they recorded they edited they just just an extension 

on that which then led to a you know an evaluation of the performance with this 

situation but not really I mean I was lucky that um I had a keyboard layer which was 

the culminating thing although having said that actually it would have been nice to 

have had um tsk some more to h to have had another drum kit I really wanted a drum 

kit Oh that was it we did rock music in term three 

I In term three 

P I wanted a really a a I wanted another drum kit for each classroom ah that not really I 

was pretty lucky that I pretty much had what I wanted but then the program was 

structured so that you didn’t need anything very fancy um you didn’t need a 

classroom instrument you didn’t need loads of percussion and that’s really was by 

choice I could have probably had heaps of percussion instruments but I really was a 

waste of money 

I The Rock Unit  

P Mm  

I What did you do in that? 
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P tsk that was where an in actual fact I think that was Term 2 and instruments was 

Term 3 that was where we really developed um rhythm and the key practical activity  

um from which we developed again the compositional activity and the styles 

whatever it was and what that we were doing for this drumming we had drum pads 

we had drum sticks and they loved it and then that was swapped in the later half  of 

the term with guitar so we a class set of guitars 

127 

128 

129 

130 

131 

132 

133 

134 

135 

136 

137 

138 

139 

140 

141 

142 

143 

144 

145 

146 

147 

148 

149 

150 

151 

152 

I Mmhm okay that’s fine thank you can you tell me about your Year 9 to 12 classes 

P aha 

I Did you have separate classes or were they composite classes 

P yeah 

I Tell me the story  

P By the end of the seven years that I was at xxxx High in about my fourth year we had 

our first set we had our first separate 9 separate 10 separate um we had no we had 

composite eleven twelve but it was big  

I And 

P by the time um we got to my in my last two ye yeah it was the last two years there so 

sort of would have been about five to six years down the track from having started 

this particular program we had two separate Grade 9 classes both of which were 

almost 30 in size two separate 10s then followed on from first year of the two 

separate nines and we had separate 11 12s  

I that’s wonderful  

P it’s very fine 

I So what why do you think that you had such big numbers in the music classes where 

in other schools all over the state they’re declining 

I I think it was because the three classroom teachers worked really  hard to develop 

activities that were accessible we looked at the fact that if we were the 13 year old 
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what would it be in the mass market that would appeal to us but not just then present 

them with Rock Pop Jazz it had to be a balance and our work program for the year 

clearly stated there had to be a balance of styles and the classical it was all there there 

was plenty of it it just came from the ads it was on the television 

153 

154 

155 

156 

157 

158 

159 

160 

161 

162 

163 

164 

165 

166 

167 

168 

169 

170 

171 

172 

173 

174 

175 

176 

177 

178 

I Other things 

P or it came from the movies or it had some well like Jaws it some I guess interesting 

exciting aspect to it that it was associated with a shark and they could picture that 

and how that theme developed that emotion and I think that was the biggest thing 

was that we looked at we designed a program it wasn’t out of any standard textbook 

we had Ian Dorricot’s Listen to the Music as a supporting textbook and we used that 

every now and again it had some really interesting stuff in it in places but I think that 

he biggest thing was that we catered we worked so hard to cater for the differing 

needs so that when you had a student that essentially hadn’t already an instrumental 

music program type instrument or was struggling a bit with the knowledge of the 

music notes be it rhythmically or pitch wise we had activities and we structured the 

lessons so that there were things that the variety of levels can manage and that was 

really involved and the three of us worked really hard to make that happen and a lot 

of that came from unit booklets we we found that that worked really well because we 

had booklets for most of the units or even just a section of the unit so that for a 

certain few weeks there was something that was uuh I guess in the end whilst it was 

hard work to put together it was easy for us to use so that we could have activities in 

there for kids that would struggle with essentially the average mark that we were 

trying to achieve or kids that would because of their instrumental music background 

their piano playing background whatever would be just bored to tears with so that 

was a that was a big part of it but it all just meant heaps and heap and heaps of extra 

work hhhha 
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I Mm do you have a philosophy on why the numbers have declined in most state 

highschools? For elective music students 

179 

180 

181 

182 

183 

184 

185 

186 

187 

188 

189 

190 

191 

192 

193 

194 

195 

196 

197 

198 

199 

200 

201 

202 

203 

P Um well yes essentially I think even the really diligent teachers who are trying really 

hard to make the program are battling against an administration that has an approach 

to combining the arts and that that the arts is essentially music art dance drama all of 

those things and that you can teach that in one lesson a week for a semester or ah ah I 

think that’s the biggest problem is that we’re just losing the separate identity of each 

of those disciplines um that makes it hard for teachers then to provide I guess enough 

of the stimulus cause if they’ve only had one lesson a week for one term kids haven’t 

haven’t had enough time to develop rapport and provide those stimulus activities that 

are then going to make them want to go on and choose it but I think too I am I really 

believe that a lot of our music teachers are coming out of teacher training courses 

don’t begin to prepare them for what they’re going to see in secondary classroom and 

unless they’re adaptable and flexible they’re just going to die they’re not going to 

last very long and unless they’re experiences are broad or they’re prepared to 

develop the breadth again they’re not going to manage because uurh because I found 

that immediately I came from a classical background I didn’t know the first thing 

about writing a 16 bars blues or how to write a pop song because I’d gone to the 

University of Queensland gotten a Bachelor of Music who would have thought of it 

for goodness sake it just it just wasn’t enough I had to learn and I had to do all of that 

teach myself guitar work out how on the board I was going to be able to teach teach 

them um yeah well teach them all that for example those things that I just mentioned 

before and if music teachers just think that they’re going to be able to teach 13 year 

olds who live in an environment of pop culture commercialism any number of isms 

they’re going to be able they think they’re going to be able to teach them Bach 
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Mozart Beethoven Jazz even Rock even in the way that um they were taught  um 

they need to think again cause it’s just (unworkable) 

204 

205 

206 

207 

208 

209 

210 

211 

212 

213 

214 

215 

216 

217 

218 

219 

220 

221 

222 

223 

224 

225 

226 

227 

228 

229 

I Good did you do much singing 

P Yes singing from very well first week if possible tended to be I must admit in the 

Year 8 program we certainly didn’t venture into much part singing unless it was a 

round unless it was something like an ostinati on notes that didn’t change very 

much? Um I just found that it didn’t work even though I know our kids came from 

primary schools that sang? Just didn’t seem to work I I wondered whether it was 

because our classes were so big we tended to have up to in the Year 8 class 33 kids 

um which is pretty enormous so we sang a lot of um well we sang a lot of pop songs 

we sang eerr could have been ar Harry Belefonte something that had some sort of I 

guess groove to it or it might have been I remember we sang this this spoof on opera 

so that they could learn some wo some terms associated with opera it was a funny 

thing I can’t think what that was for might have come out of Dorricott’s book we did 

spoken rap songs um but again oh we sang along um two chord wonder pop songs in 

the rock unit um often times chosen because they were currently in the Top 40 and 

they had two chords in them and one of the three of us the music teachers actually 

listened and wrote the damn thing down and learnt or whatever and taught it to them 

taught (?) the night before usually as well um yeah but but lots of singing even 

though I must admit if the singing didn’t start in the first week when I was a first 

teacher? Didn’t start in the first week left it sort of thought yeah we’ll a little bit 

further down the track nup you loose them it’ s just way not cool if you haven’t done 

it the first day cause you’ve got them at the point where they’re integrated into 

highschool they’re cool now they they they dig it you know they they’ve got this 

credibility thing going and they don’t want to sing but you know you’ve got to start 

from the beginning and it it does work then not easily at times but just retain and it 
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usually was that regardless of whether they liked it or not we sang a song at the 

beginning of the lesson or we sang a song at the end of a lesson or if they were just 

losing it at some point and I could not get high quality hha results from them on a 

particular activity we’d just stop we’d shut our books and we’d go and sit on the 

carpet we’d sing a song or we’d stop shut our books we’d go out on the oval and 

we’d do some well one day we did an antiphonal thing because I couldn’t get to sing 

very well loudly so we stood at quite wide intervals and we just kind of sang this 

thing about coke um coke cans that I made up on the spot and we chanted and you 

know hahaha aaa.eee.hhh 

230 

231 

232 

233 

234 

235 

236 

237 

238 

239 

240 

241 

242 

243 

244 

245 

246 

247 

248 

249 

250 

251 

252 

253 

254 

255 

I Mm 

I It just made it relevant to do something that they could um oh what’s the word 

P yeah yeah 

I relate to I guess is the word 

P that was accessible it was  

I accessible I like that word 

P  something about it was just some stupid thing that I made up about do you want a 

can of coke or hhh it was a bizarre thing and of course it got into trouble with the 

classes that were kind of near the oval but anyway hhh hahahaha  

I Okay well that’s about all 

P Oh okay 

I That was 

P Oh dear 

I Okay thankyou very much 

P No problem 

I Just one more question 

 What support did you have from admin for your music program  
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P Very very good I was very lucky and I think that had everything to do with the fact 

that I was the Head of the Performing Arts Department and the school had already 

made a priority to have a performing arts HOD and the admin had actually made that 

priority in conjunction with the HODs but I know that our admin actually had the 

final say on that um it was it was hard but ar in at some times especially at 

timetabling time because I always wanted more spares for my other two teachers 

than they actually were meant to have because they were the same people that set up 

the PA in the hall for assembly every time we did a performance which was every 

Wednesday morning on ensembly the music department had to do something they 

were then fixing up after up after that so we tried to get them extra spares or off play 

ground duty because of all the rehearsals that they then also took because the three 

classroom music teachers were also very actively involved in the instrumental 

program to enhance our instrumental program at xxxx High  
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275 

276 

277 

278 

279 

280 

281 

at the end of the day the admin were very supportive but as a HOD I had much more I 

guess tsk I was much more able to be directly involved with timetable timetabling and 

directly involved with the management group 

I And budgeting 

P that made a lot of decisions about the school and its future and yeah budgeting 

budgeting was a big one 

I Yes 

P that and I I suppose too just uuur part of my nature is to if I believe in something and 

if I want something I’ll argue enough to do my best to get it so they maybe they just 

gave in for those reasons 

I We always have to be persistent 

P but um yeah it was pretty good I mean if if we needed if the Grade 9 music class had 

to perform on Speech night or some night and we had to have a rehearsal they would 
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um cover our class if we were coming out of another class to you know have to go 

and do that at that set rehearsal period on that day any any number of things it it was 

good 

282 

283 

284 

285 I Thank you once again Louise I really appreciate your time
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SAMPLE OF INTERVIEW TRANS CRIPTS 
 

2. Rose 
 

I Year 8 music  1 

2 

3 

4 

5 

6 

7 

8 

9 

10 

11 

12 

13 

14 

15 

16 

17 

18 

19 

20 

21 

22 

23 

24 

P nmhm 

I Do you enjoy it or do you consider it a problem what’s your perspective from a 

teacher’s point of view  

P I don’t enjoy it mainly because the range of abilities in the class is so big so that 

makes it difficult and the range of interest in the subject is also very big these kids 

that come in with a very negative attitude from primary school there’s others that 

have just done so much private music experience and it’s just finding somewhere that 

connect all that together 

I So it’s the wide range of abilities 

P I think 

I So it’s probably your year 8 program that needs the biggest planning because of that 

diversity 

P mmmm yep 

I Okay so then when you go to plan do you work in these or units or skills based or 

how do you plan for this wide diversity of group 

P mm um I I probably a combination of skills and um interests 

I Can you expand on this 

P um try and build up the interest because when you do that that’s where the 

motivation comes from and also they get motivation from being able to do something 

well so it’s I suppose probably a combination of those two elements 

I What sort of skills do you really hone in on 

P um mainly practical skills and the theoretical and aural skills they need to be able to 

do the practical better 
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I which is on keyboard or 25 

26 

27 

28 

29 

30 

31 
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34 
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37 

38 

39 
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43 

44 

45 

46 

47 

48 

49 

50 

P keyboard guitar ar singing um year that’s about it 

I that’s great  

P ha 

I the fact that there’s really no set syllabus 

P mmhm 

I Currently there’s no set syllabus for year 8 do you see that as an advantage or a 

disadvantage 

P an advantage in some ways because you can tailor it to what it depends on if there 

was a syllabus how specific that was because um I means as it is now I can choose 

what interests most students and that changes probably from year to year and within 

the program that’s that’s together 

I Can we just relate it to the last school where you were teaching grade 8s 

P mmhm 

I what sort of a timetable did you have how long how often did you see 

P okay um we had one semester of music either in first semester or second semester 

and that was 2 seventy minute lessons per week for that length of time 

I did you do that for the other school as well 

P no 

I how was it different? 

P it was less than that 

I what would you do if there were no constraints as far as timetabling resources what 

would you really like to do with Grade 8s 

P mm it’s funny because I think um if I had long I don’t know that I necessarily like 

longer time with the groupings that we have no I don’t want more time 

I why 
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P if we had longer time I’d want to arrange the groups differently so that I could stream 

the students and do good things with oh better things 
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64 

65 

66 

67 

68 
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70 

71 

72 

73 

74 

75 

76 

I extend some students 

P or more challenging things with the good students because some of them after one 

term they know whether or not they want to continue or so it’s silly to keep them 

going in this subject just you know for whatever reason sort out the others 

I mmhm 

P because I think that once they’ve reached that point and I think that’s partly do with 

their out of lesson sort of where they’re at in terms of social and intellectual and all 

that sort of stuff I think um that they’ve that they decide after probably a term 

whether they want to wanted to continue that or they want to specialise in a different 

area what’s the point of seeing them all 

I and 

P and they probably feel that it’s wasting time to stay there and my time 

I at the school that you are talking about where you had two 70 minute lessons for one 

semester 

P mmhm 

I what sort of size was that school population 

P um that was about 800 students 

I and what was the flow on then into year 9 10 11 12 music classes 

P very small classes we had about 15 in the grade 9 class and then that went down from 

there to grade 11 and 12 um 

I so there was no grade 10 

P yeah there was um actually there was quite a few in the grade 10 class there was 

about 18 in that then in grade 11 and 12 there was a combined class that had only 

started this um last year and that was six students 
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I okay 77 

78 

79 

80 

81 

82 

83 

84 

85 

86 

87 

88 

89 

90 

91 

92 

93 

94 

95 

96 

97 

98 

99 

100 

101 

P very small 

I I’m just looking to see if there is a pattern where students who have music for one 

term 

P mmhm 

I or have a semester or have a year and if there’s any flow on into the other classes in 

just looking at it like from that point of view 

P yeah mm I think from comparing the two schools that I’ve been at there’s not 

necessarily a flow on cause at xxx there was actually a smaller amount of time but 

we had bigger flow on in terms of cause it was a smaller population but we had 

bigger music classes 

I why do you think 

P and I think there’s a lot of other um 

I there’s other factors 

P other factors involved in that as well 

I do you want to talk about those 

P um I think the continuity of one teacher being there for a long period of time helps 

I yes 

P um the way that the timetable is structured like we had like vertical timetabling at 

xxx so they could drop in and out of music when they wanted to and really interest 

their interests a little bit more um than xxx where they were locked into a course of 

music for two full years grade 8 grade 9 and grade 10 so I think that that’s a long 

period of time for somebody to be locked in after year 8 and say well I’m 

discounting all these other elective subjects to to study music for that period of time 

students like choices 
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I yes some students who I’ve interviewed have said that they’ve been really good 

music students and really wanted to do music but there were other things that they 

wanted to try 

102 

103 

104 

105 

106 

107 

108 

109 

110 

111 

112 

113 

114 

115 

116 

117 

118 

119 

120 

121 

122 

123 

124 

125 

126 

127 

P mm 

I at high school 

P exactly 

I so they elected not to do music there may be an instrumental student or private music 

students and it wasn’t because they didn’t want to do music but because it was their 

change to do some other subjects as well 

P mm that’s right that’s right and if they do instrumental music they say well I’m doing 

some music so why can’t I broaden my areas and do something else instead of doing 

two lots of music and nothing else 

I have you had extension music students at your school 

P no 

I okay then statistically the numbers have declined of students electing to go onto 

senior music do you have any thoughts on why that’s the case or do you have any 

questions on what’s that why that’s the case and theories or ideas you may care to 

share with me 

P mm not really I think ma maybe it’s to do with what career are available at the end of 

it um I think there’s a lot of students a lot of very talented students who also have are 

very talented in other areas particularly the sciences and maths area and they tend to 

see that as a bigger career opportunity for them and music because you know 

professional musicians it’s not a it’s not a money earner 

I yes some students see that as very important 

P the senior syllabus I hard 

I yes there is lots to do 
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P yeah 128 

129 

130 

131 

132 

133 

134 

135 

136 

137 

138 

139 

140 

141 

142 

143 

144 

145 

146 

147 

148 

149 

150 

151 

152 

153 

I do you think it is too challenging for students 

P yeah yeah 

I there is a review coming up for the senior syllabus 

P mm 

I do you think this will have much effect 

P probably not 

I do you do much singing in your grade 8 classes 

P ar yep the sort of singing we do wasn’t related to what we’d do in primary school it 

was um very much based on top 40 music singing along songs 

I yes 

P um so it was more or less just getting them to participate and use their voice rather 

than going into any technical details or that sort of thing and um I think that probably 

did keep an interest and also the fact that we used top 40 music meant that the kids 

that were on the borderline of being interested I know it had some sort of interest in 

being there anywhere 

I it was the real music to them 

P yeah 

I Just going backward when we were talking about planning do you take into or have 

you in your planning taken into account what they may or may not or should have 

done in primary school or have you found you really need to plan your program from 

a different point of view 

P mm I basically start from scratch again but um I realise that within the class there are 

students that have done most of the sort of stuff that we’ve done in grade 8 before so 

the way I treat it in class is very brief and very much um you should have already 

covered this we’re just going to remind you of how it went and try and explain it in a 
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different way to the way that I’m I’m assuming that primary teachers would have 

taught it so it’s a little bit different but it’s still consolidating those basics because I 

know that kids have gone into grade 9 without those basics and year I work on the 

basics 

154 

155 

156 

157 

158 

159 

160 

161 

162 

163 

164 

165 

166 

167 

168 

169 

170 

171 

172 

I Okay that’s fine and the age old problem of support from admin 

P mmhm 

I what did you experience at the schools that you’ve been in 

P um mixed from very good support through to not very much at all um I think in 

terms of instrumental music they see that as a big PR thing for the school where the 

academic side of music they don’t really see the academic um or other things to do 

with the arts that are are good for a student they just see it as being well they can 

performance and that isn’t necessarily what the arts are about so I think that’s where 

it sort of falls down that they’re not aware particularly of those other aspects mm 

I it’s the usual thing for the speech night and when the minister’s coming 

P yep don’t care about classroom music 

I Rose that about wraps it up many thanks for your time today 

P Yeah grade 8 is not my favourite class it would be better just to get the kids who 

want to be there 

I thanks again 
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SAMPLE OF INTERVIEW TRANS CRIPTS 
 

3. STUDENTS 
 

 

These interviews were conducted informally in small groups.   

A number of questions were asked of the students.  Although each student was not required to 

give an answer to each question and discussion was encouraged, the students all gave a 

response.  The students mostly responded in an ordered turn and gave very brief answers.  

There was no discussion.  A sample of the answers given to 2 of the questions is transcribed 

below. 

 

 

What did you enjoy most in music this term? 

 

Group 1 

 
J. I liked it because of the compositions we had throughout the term and I liked how 

we got to make our own songs and experience it by um um singing them and 

showing it to others. 

M.  Well I like music because it’s colourful. 

J. Playing the drum kit yeah playing the drum kit. 

B. Ah playing the guitars that was pretty good yeah and the keyboards were okay 

yeah. 

C. Guitars, definitely guitars. 
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Group 2 

S. Drums and guitar. 

K. Yeah the drums and maybe the guitar. 

L. I dunno. 

S. It was the guitar.  I can play now. 

B.   Playing the drums like this……………………. 

 

 

Group 3 

S. Um playing the keyboards and singing. 

M.   Ah making up a song that was good. 

J.  Yeah making up a song was good.  It would be good to do one with everyone in it. 

B.  Composing was cool.  Ah singing and no not singing playing the instruments. 

M. I’m pretty good at playing the keyboard now.  I want Mum to get me lessons. 

 

 

Group 4 

T. Um playing the keyboards and singing. 

U. Um probably like playing the instruments and basically it’s just fun basically. 

J. The instruments and being working together. 

V. I liked making our own song. 

W. I liked making our own song. 
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What other things would you have liked to do in music this term? 

 

Group 1 

B. I want to learn to play the violin. 

C. Yeah it wounds like really graceful hey.  They don’t there’s no violins here. Listen 

to more real music. 

J. Yeah listen to some R&B. 

N. Listen to music. 

 

 

Group 2 

S. I don’t know really. 

K. Wouldn’t have a clue. 

L. I’d probably like to like play a different instrument rather than like drums or 

something like saxophone or something. 

S. Nothing. 

B. I don’t know um I don’t know. 

 

 

Group 3 

M. Ar I don’t know really 

J.  A bit more of the keyboards and more time on the guitar. 

B.  Um I’d probably like to like play a different instrument rather than like drums or 

something like saxophone or something. 

N. Ah the electric guitar.  Why don’t ya have some electric guitars here? 
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Group 4 

T. Just do guitars. 

S. Set up a band. 

J. Oh you couldn’t be in a band. 

S.   Yes I could. 

T. Yeah hey that would be cool. 
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