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ABSTRACT

The number of students electing to study masithe Senior Leveh Queensland State
High Schools has declined over recent yea¥ear 8 is the last time that students
experience music lessons before beimgetl with subject choices. This study

investigates the year 8 musiogram — its content and delivery.

What can be done to improve music teaghin year 8?2 How can we present
experiences at thisvel that will stimulate studerititerest; improvetheir knowledge

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

This study involved conducting attion research project inyaar 8 music class. This
was done in collaboration with the classrommsic teacher and herasls of 25 students.
The cyclical process as described Hyber-Skerritt — acting, observing, reflecting,

planning — was adopted. The study aimed:

(@) to document positive experiences tleauld be used in the year 8 music
classroom;

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

(c) to discover ways to encourage musiadhers to become reflective practitioners

with a view to impoving their practice;




(d) to offer an action research model that other music teachers could implement in

their classroom.

The data collection involved the keeping jotirnals by the tcher and researcher;
recorded interviews with the teacher and students; videos and photographs of the class;

as well as interviews with bér year 8 music teachers.

The study identified a negative attitude by swuteachers 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 studeslt revealed a nege#i attitude to music

lessons.

This research project has demonstrated ithet possible to set up a program which
engages year 8 studentsnsic making and provides thewith worthwhile learning
experiences. However, at the end of the project, there was not a significant increase in

the number of students electingstody music at the senior level.

The study also set up a model for action rede#rat could be adopted by other music
teachers in their classrooms. The resuf reflective praocte employed by the
researcher and the music teacher providedtipesattitudes for dier music teachers

and encouragement for others to impégnthis practice in their classroom.




Further studies are needed to involvénent music teachers in reflective practice;
collaboration in action research (especiahlythe year 8 classroom); and also the
implementation of the new syllabus that Wilve 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 —aNd of Children’s

Choirs Conference, Vancouver).

Is music edicationa frill or a real sbject? There has beeaxtensse researclnto the
benefits of arts education and in partasuhusic edeation. Despite thisresarch,
music educators in scbls today still struggle to get thesubject accdpd and valed
on an equal level to other subjects. Mgssion for rasic education for all students
makes this stateent difficult to accept. fervently believe that all children, given the
opportunity, can ke beautiful nusic and thenin turn reap thebenefits of being

involved in music experiences thaan nake beautiful children.

My life has been surrounded byusic. | hadmy first piano lesson at six years aje
and from this time the passion has @wn and continues to grow. My usical
experiences have been eclectic, and thus &bl@ to nove betwer different styles of
music quite comfortably. This can involenducting and/or singing in choirs to
teachng private pano students or accqanying at a dance schooll can appeciate
and enjoy the mmsic in a concert fronopera to folk or pop. | play a nier of
instruments and have taughtusic from pre-stiool to univesity level. What then is my

goal in nusic education? Wat do | set out to achieve?

| want ny students to develop a love forynsubject. | do not want to turn theimto

professional rasicians but consimers of nusic for the future | want them to develop a
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love for music tkat will remain with them always. In terrm of outomes, | want
students to take awayoim my lessons positattitudes abut nmusic and an enjayent

of the experiences presented in the clab&usic is somthing that everyone can be
involved in and enjoy for their entire life. ift one of the tools that can be used for self-

expression.

Music lessons should be a 8nof enjoynment and enrichent; a time for exploration
into the wonderful world of sound and site — the world of music. And yet, the
research indates that today’s stadts [espcially teenagers] expss their dislike of
‘school’ music education when surveyed. Wever, this age groups rarely seen

without a Walknan or a CD payer plugged in their ears!

Also of concern tame is the fact tht threre ha been aignificant declir in tre number
of students electing to contintiee study of rasic to a senior kel at school. Is this the
beginning of the deme ofclassream music as an electer subject at the high school

level?

This research data concerning attitudes @aticipation, together with my comiment

to music educationdr dl students, gided ny research. My research set out to discover
how to nake junior secondary osic more stimulating and enjoyable for students. |
hoped that if this could be achieved, futetasses of studentsowld develop life-long
positive attitudes towasdnusic and that somof these widents could &ct to cotinue

to study nusic as a subject while still at school.
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In my research | wanted to talk to battudents and high schoolusic teachers in an
endeavour to investigate seraf the issueshat nay be causing the above concerns. |
also wanted to get ‘sde’ a year 8 classhe last year of compulsory music education]
and work with the taidents in an tienpt to highlight areas that ay be able to be
improved so that the profile of music coule raised in schools and the attitudes of
students to ‘school osic’ may be more posive. Through this research | hoped to
discover sme evidence of what was currepthappening in musicdeication that would
reveal sora useful information that could be taken back into theisie education
classoom | believe the outcoes of this reearch have iplications for music teaehs

planning their future curriculum

Music teaclkrs canbe isolated in thir sdool and the opptunity to network is often
limited — due to lack of both available opportunities ancetim firmly believe that
music teachers need to be@more proactive as a group. Mic teachers need to share
their experiences, ceoarns andtroubles withan atterpt to improve the situationn
schools. Conducting researchtiveir classes and then docemting [or at least sharing]

the findings is very mch needed in music education.
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There has been a steady decrease in thé@auai students choosing to studysit as

an electie aibject after yeaB (see Table 1 below). Ifighcurrern decrease contires
will there be a need for usic specialisteaclers in the future Could we end up with
high schools that do not offerusic as a sulect? The answers to these questions raise
grave concerns that ay affect the ttal education of future generationsducation

without music shortchanges oghildren and their futuregNational Commssion on

CHAPTER 1

INTRODUCTION

The context

Music Education, 1991, p. 18).

Table 1 Year 11 and 12 elective music stents

(1996 taken athe starting year as this is the
commencement bthe 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 progsann Queensland schools. Year 8 in the
Queensland secondary school systenthe last time students are exposed tasit
education before elective subjects are cho&emerally students ipear 8 experience a
wide variety of subjects throughout theirayeof study. For years 9 and 10, students
choose a set of subjects fraan increasingl large range offered at the school. wNe
choices are ade for yars 11 and 12. Studenwishing tocontinueinto tetiary sudy
after year 12 need to select ‘boardbgects as approved byettBoard of Secondary
School Studies. Many schools offer ‘schaalsed’ subjects. These includaisc
appre@tion and contemporary wsic subjects. They have a vocatibaad/or life skills
focus and will nbassst in gaining entry ito atertiary irstitution. It is of concern that
in recen years the nuiver of high school stlents electing to study the boardisit

subject throughout high schoggars has declined.

Until 2002, there was no set syllabfor year 8 music. [A new Arts Syllabus has been
written. This syllabus iavailalle an the Queensland Studies Authority website and was
sent to all state schools #te beginning of 2003. Thgovernnent requires that
principals in state schools report on the outenwf the Arts Syllabus in 2006. The
implementation of the syllabus is amdatoy for all state schools and optional for
private schools. The implications of tmew syllabus will be discussed in detail in
Chapter 4.] For @any teachers and studerthe absete of a syllabus has been a
negatie issue. Whout a set syllals theras nothing to give teachers the philosogal
underpinning to develop their programThis lack of guidance can ean that rany
teachers falter as they attpinto desgn anddeliver their pogram They can strudg

with the issues of what should be in ffregram how the prograncan be irplemented
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with the resurces available and what are theeds of the student community. ledo
mean that all studés across th state do notdve access t@ cae %t of experienceslt
also neans that teaelns do not have guide for planning Rankine (2001, p. 66)
believes there ae 1isks assotted with the alsence of a year-80 currichum. He
states:
The resultant programmay be poorly structured andanmginally developnental,
with no effective sequencing of learningeachers in the por high school are
not encouraged to recognise prior kiesdge. The absence of a curriculum
highlights the lack of forml recognition othe value of rasic education in years
8-10.
However, to have no set syllabus can be atipegpoint for sone teachers. It can free
credive teachers to @velop andimplement an engagingand exding program No
boundaries can ean that a msic prograncan be planned #t will be of interest to the

student population and the local community.

With no guidance in # junior hgh schoolyears, soma teachers teachn ‘adapted’
version of the senior syllabus. This has patved to be very successful as the senior
syllabus is a very prescriptive, westcenttieaetically based course, which does little

to inspre creativty in the senio students, lealone in the junior sdens. [It is nded
that westcentric refers to the classical ausim tradition. However, soarefer to this
tradition as eurocentric given tepth of classical art msic that originated in Europe.]

It relies heavily on trationa methods and tehniques of musiciangth and notation.
The problem, therefore, is hato music teadrs pan a nusic programthat issuitable

to the lower secondary arearhis reseath study was therefore planned and conducted

without the guidance of a kgbus for grade 8 osic.
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Background
In my role as a District Music Coordinattor Education Queensland, one of my duties
is to provide masic staff fo 25 high schools. Over theslafive years | have been
concerned about the following issues: sgrincipals have requested a decrease in the
nunber/time alloation of their dassroommust staf; in one high scbol thee is no
classroonmusic teacér; in five schools tre are no year 11 & 12 music stugerand
in only two high schools are there separateselasn each year level forusic, (in the
other schools elective umic classes are cdomed in conposte classes — years 9 & 10
and years 11 & 12). hese statistics wereurrent as of January 2000. hyhas there
been a decline in the mber of elective msic students anthus a decline in the need
for music teachers in state high schools?
In 1998 | conducted a survey in fivestropolitan schools in an attgnto ascertain if
there were gecific reasns why year 9 stwhtswere not electing tstudy nusic. This
survey revealed that there were many reasons for their subject choices and no one
reason dominated. The reasons given iredud parental decisions, peer pressure,
limitationsin subjet choices, ORoverall position) implications, dislike of year 8 osic
and/or dslike of nusic teackrs, studying nusic privately, and particigtion in sclool
instrumental programs. [Overall position ighe ranking systenused in Queensland

after year 12 for entry ttertiary ingitutions.]

An ethnographic study (Hartwid,999) | conducted in two &e high schools in 1999
revealed that mny teachers and stants have negative attitude to year 8ugic. One
class— The Silent Music Roomconsisted of 25 studés sitting in neat rows of desks in

a roomthat gave no indication that it wasmusic roomexcept for the piano (that was
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never touched) in one corner of the roomor six weekghese stuehts sat in teir
desks and copied down notes and rhyhrom the board. They did not sing, play
instruments or nake any sound These studentsould write a rajor 3° or a perfect %,
but they had no idea what it sounded likehmw or why to usedhe inteval in a
conposition. The teadr felt safe and sereiin the knowledge that eéhstudets were
quiet and well behaved! Discussions witk gtudents revealed they would have liked

to play sone music — as they did in priary school.

The next nusic room - The Fortissimo Music Roomwas he high-tech dream of every
music teacher — keyboards; synthesis@@mputers; pianos; sound systeiVhat
happened irthis roon? Each weekhe eacher would write 8 ba of nelody from a
pop tune on the board. Sheuld denonstrate the elody on the synthesiser and then
invite the students to play with her. Omilyo students were able to play thiglady on
the keyboard. The other 29 students waultke noisdoy thunping on the keyboards
with their hands and/or fists; playing tdeno tunes; experienting with the rhytim
section, andvhen bored with thisjust tdk to one anotlr. This cacphony of noise

continued fo 40 nminutes each week for 6 weeks.

These two studies revealed a very negatictupe of what was happening in these year
8 music classroom. The data on decliig elective nosic nunbers suggested the
problemwas widespread. WAt could | doabout this? | wanted to do sosthing
practica in the clasroon. Fromthis intention the current action research project was
born. This action researchgpect was conducted in collatadion with a year 8 music
teacher. | felt that th type of project woul allow ne to get an ‘ingle’ view of the

situation. It would also enableato engagelirectly in the field vith a year 8 class and
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give nme the opportunity to work collabatively with anothermusic teacher. By
carrying ou the pojed in this manner,l believed that the findings would have

credibility amongst other usic teachers — the theory beingrked out in practice.

The Zuber-Skerritt (192) nodel of acton research was premented becaws |
believed this would enable a collaborativepyach to be undertak in the research.
This proces enabled two msic teachers tavork on real issues in a real dasan
setting. The cyclic nature of action resdameant that the research was ongoing with
recurring famative evaluations of the proge after each ©je. This neant tlat plans
could be constantly reassessed depending spalent interests, needs and responses.
This constant mdifying of the research plafter the ealuation ofthe previous cycle is
the formal structure ofwhat concernedeticlers do asthey strive to irprove their
teaching and the programpresented to thestudents. Many teachers carry out actio
research without being aware of the fatnstructure and ithout docurenting the
information. The fomal structure of actiomesearch can therefore bepiamented in

the educational setting.

Definition of the research questiors
The primary research question forats:
How can music experiences be presenteqgeatr 8 tha will: stimulate sudents’
interest; improve theiknowledge; develop students’ aesthesensitivityto the art of
music and pduce tudents withpaositive attituges towardsschool nusic classs? The
shortterm aim was to documnt positie experierces ad encourge other music

teachers to utilise them their nusic clasrooms. The longerm aim was tostimulate
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new interest in the studying ofusic sothat elective rasic student nutvers would

increase.

In additionto this ceriral reseach questionl wanted tolook at the issugtha arise as
music teachrs workcollaboratively to improvetheir practice, and thugh this be able
to encourage ore nusic teachers to workollaboratively to comtbute to the body of
knowledge in rasic education. At the verjeast | wanted to discover ways to
encourage music teagts to becme refledive practitiomrs — that is, teachers who
reflect upon their own practice with a desiremprove the quality of their work. | also
wished to exaimne the idea that if musieaclers could becommore reflective irtheir
practice, inproved practice would take pkacin the nousic room and thus better

experiences for students would be delivered.

Significance of the study

Music has a unique nati— a special functioto strenghen, to extend, to illumate, to
transform and ultimately, to nake life worth living (Swanwick, 1991, p. 50) and can
thus provide rany benefits for the childThe Gulbenkian Repo(iL982) argues that not
to involve children in the arts is to fail educate thenas fully developed and feeling
human beings. Music educators are failingnié do not find better ways of engaging
our studets in nusic and the arts. Fiske (2000l) suggests:

With the 2% century upon us, we, too,ust be charmions of change; we ust

meet and exceed the challengf gving our young people theett possible

preparation we can offer thenTo do ®, we must rake involvenent with the

arts a basic part of thelearning experiences. In doing so, we will beeom

chanpions of change for our children and their children.
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Little research in msic education has beeapecifically targetedat this year devel.
Whilst very snall percentages of studentsll use their music skills professionally,
worthwhile music experiences can be gpirg-stone to producing students equipped
with music-for-lifeskills. Thesestudents will beome the nusic mekers d the uture as
parents and in the communityusical life. They will al® becone the consurars of
music and th future conert audencs. Beck ha written th&

All schod subjects, expriences, ains andattainnents ought tdbe comreivedin

terms of ther relationships to life goals Schooling should enable learners to

achieve life goals both in school and beysoHool — in working life, faity life

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

The study proposes that young teenage studenteean to express theglves in msic
especiallyasindividualsand as adescentsand that te nmgjority of students intheage
bracket want to be engaged iusit meking and are excited abonraking progress. It
also proposes that it is pasiE to construct and delivestimulating and enjoyable
experiences that will cayre the interest of year 8 studerats well as helping to develop
positive attitudes towasdnusic by these adescent widents. Finally, the study seek
to offer an action researchoatel that oter music teachers ay use as a fraewoik to
becone reflective pratitioners andreses&chers in their dassroomin an attemt to

improve their practice.

Structure of the thess
This thesis is divided intsix chapters. Chapter 1 proes&la brief introduction to the
study, and the background andrsficance of the study. Thesearch question is also

defined. Chapter 2 exanes issues raiseth music educationliterature that ae
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concerned with or infornthe research quiésn. It exanmes nunerous viewpoints in
regard to aesthetic eduaat| nusic education, qualitativeesearch in music education
and reflective practice. @pter 3 provides a basis ftire approach and ethodology
utilised in the study. Action search design is discusseas well as issues of
triangulation. The action research plamplemented and the designedusic project
cycles are presented. The datdlection tools are descrideand the rethod of analysis
of the data is discussed. Chapter 4 dessrilee context of the projectThis includes
the schobsite, the nusic teacher ahthe suderts. The ew Arts Syllabis — Yearsl to
10 (2001) is presented and theplmatiors it will have on future planng is discused.
Chapter Ss a report ad analyss o the data The prelinmary research data is drawn
from the music teadr interviews and studequestionaires. It contains aanalysis
from the four cycles fothe actionreseath project which includes data fromhe
researcher, the usic teacher and the studen Further otcomes of he research are
presented frondata gathered fronthe studats. Systent constraits, timetabling,
value of nusic in schools antudgeting are issuesdditified at the schal level. These
are also pesented. The key issues gleaned fralintheg sources are then uséd
illustrate cacepts releant to nmusic educatin at the juniosecondary level. Chapter 6
presents a summary of the literaturegtimdology and results. It then provides
recomnendations and implications for the futuré seeks to draw together the theory
and practice and provideusic teachers witla research model that can be transferred
into music classrooms. Directions dr future research and develogmt are tscussd.
The coda provides an insigimto the nusic programat the school since the research

was conpleted.
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CHAPTER 2

LITERAT URE REVIEW

Introductio n
This revew of literature identifes tle spetfic featuresof aeshetic edgation and rasic
education directly relevant to this thesiBhe work of Csikszentinalyi (1990) and his
notion offlow, as part othe aesthetic experiends,alsoexplored. Qualitative research
and its place in msic education is discussedrinally, the role ofreflective pradice in

assisting teachers to provetheir gactice is pesented.

Theorists such as Eisner (1985), Landéd53) and Reimr (1989) have focused upon
music as a sybolic form and as an aestiic and artistic way of knowing. These
perspectives have providgihilosgphical basedor the nusic curiculum in Australia
for many years. There has been, howevereaent times criticismof these aestletic’
theories (Hiott, 1995, Walker, 1990, 1996)This criticism questions whether the 19
century Western European notion of what ctinges ‘aesthetic mduct’ is appropriate
for students today. Small (1977) for exden exanines the cultural construction of
what is neaningful in nusic, while Elliat (1995 higHights the inportarce of nusic as
an experience, a process ofusic neking’, a praxial approach. Swanwick (1994), has
developed a theory of music education practn which nousic education is considered
a discourse that allows thgrowth of knowledge about musi This review of the
literature onaesthéc education will diguss the significant ideas drawor each of

these perspectives.
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Aesthetic Education

In 1982 The Arts in Schoolsvas published by the Calouste Gulbenkian Foundation.
This report investigated the principles, giee and provision for #ats in educaonal
institutions within the United Kigdom Following this report, aesthetic education
becane an educational priority (Aspin, 1990)The Arts in Schoolsvas an effective
attenpt to justify the \alue of aits education and idé¢ified aestbtics as a mtinct
category of understanding:

One of these distinct categories of urst@nding and achievesmt - theaesthdic

and cretive - is eemplified by the ats: music, literature, poetry, dance

sculptue ard the graptlc arts.

(Calouste Gulbenkiandeindation, 1982, p. 20)

Abeles, Hoffer and Klotan (1994, p. 78) bedve that the developent of aesthetic

sensitivity is inportant to the developant of our knowledge dlife, stating that:
Aesthetic sasitivity cortributes to thatrea of human growth and developemt
that assstsin achieving percdpn o and insight into huran feeling and huam
enmotion. Furtherrore, it is aesthetiaugdgenent that contributes to one’s sense
of values in arriving atonclusions that affect a ®nal lifestyle and mode of

existence.

If aesttetic education isndeedso closelyrdated to the @ues by whichwe live, then a
primary function of nusic eduetion must surely be to deslop aethetic vdues and
judgenent. Lundin (1967) believes that aestb@esponse is an acquired reaction and a
product of learning. Whilst osic educabn may have rany important non-artistic

functions, the aesthetic inusic education islevoted to eX@ining the intricate nate
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of music. The emhasis inthis case ion the “devel@ment ofsengive people who
have the dep of insight and skill préiciency to use nrusic for the intinsic meaning and

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

Reimer’'s (1989, p. 53) philosophy ofusic edication is based aund the idea that
“music is a way to know the world — to creand share meaning in the world — and to
function efectively in this node of cogrtion, one’s nusical intelligence, mist be
developed”. Reimr believes the deepest vald music education is the enriclamt of
the quality of peoples’ livethrough enriching their experiees of huran feeling. How
would one teach wosic in order to realise itdeepest vak? Reiner suggests sexad
principles:
1. the nusic wsed in nusic education atlllevels and inall activties stould be
good nusic, which neans genuely expressive music;
2. opportunities rast constantly be providefdr the expressiveower of music to
be flt;
3. studentsmust behelpedto becomne progressrely more sengive tothe denments
of music which contain the conditions wh can yield experiences of feeling.
(These elemnts — the msical qualities of mody, harmony, rhythmtone
colour, texure, form— are objective; thegreidentifiable, naneable, capable of
being nanipulated, created, discussealaed, reinserted into context.);
4. the languag used by teachers should be appropriate for their purpose, which is
to illuminatethe expessive content of osic.
Reimer further advocates that the experien€anusic is the ‘be-all’ and ‘end-all’ of
music education. He argues that musiagtshould concentrate dhose qualities of

sound which reke them expressive. Theusic educator in this process needs to
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enploy language and techniques that are truthéonature of msic as an expressive
form. Reimer focuses on both the inherentlitjea of the music glect and the intrisic
nature of the experience. Ra&m(1992)proposes that the principle of aesthetic
meaning requires going beyond content and fonctiHe argues that i$ not that the
context and content are niifluential in the érming of and knowing the work and

experience, but that the expressipmlities should be the focus.

Elliott (19%) hastwo mejor criticisms of Reimer’s intepretaion of meaning in music.
He clains that Reiner’'s focus is upon thart object (the musical work) and that he
places unde enphasis upon the listening exgnce rather than the producing and
creative exprience. Elliott's focusis upon the ‘praxial’ or the practice of usic
making. He enphasises this point when he ufles terns ‘musicing’ as a description of
the act of making msic and musicer’ as a terrthat defines the aker of nusic. Eliott
also enploy’s Schon’s theory (1987, 1984) dflection on and in don to develop an
approach to critical listeningnd reflective practice in usic learning. He proposes that
the nmeaning of music is bound within the idéat nusic experience is a resource for
self-growth, a way of engagy with self-knowledge an@n intringcally ernoyable
activity. In this way, Hiott draws upon Csikszenthalyi's (1996) notion oflow and
the icka that the dclilerge of experience cdnbutes to optimal experience andrgater
conplexity of consciousness. Ellits theory places an gohasis upon practice aral
particular perforrance. Listemg isviewed as @ activity that is irtegral to the meking

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

reflective amlytical experience of rasic.
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Reimer’s philosophy points out the speciaperience that undeels all music activity
while Elliott offers a praxial dimensiorf that activity. A combination of the
perspectives of Reier’'s aethetic approach, his grhasison listening, and his view of
music as an autonaus object and Elli's attertion to practice — the préx of
performance and reflection - would be a firbasis to construct aapproach to msic

education.

Flow as part of aeshetic experience

When we listen to mmsic, create it and perform it we are drawn into the process.
Csikszentrihalyi (1990) says we gdliow from it — an optinal experience or happiness.
He says that optial experierces ad up toa sense of astery, a sese of participation
in deternining the content of life. Hdurther states that access good nusic is
supposed to ake our lives mch richerand when seriously attended taisit can
induce flow experiences. For Csikszeittatyi (1994, p. 74) thesediv experiences, of
which music meking is one,

provide a sense of discovery, a createelihg of transporting the person into a

new reality. It pushes the person to higlevels of perforrance, and leads to

previously undreard of states of consciousness. In short, it transfthe self

by making it more conplex.

Figure 1 below represents whasikszentrihalyi (1994) callsflow. It can be seen that
if a task istoo challeging then the reult is anxidy whilst if it is not chdlengng
enough then the result is boredorthe flow channel representie point where the
challenge and one’s #éiby to meet the challege (skills) intersect. Csikszamnihalyi
believes thet flow forces people to stretch thedves, to always take on another

challenge and to iprove their abilities.
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Figure 1 Flow Chart Csikszntmihalyi (1994)
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The result bflow is a state of consciousneskese there isctually les brain activty
because of the highegree of focus upon thegk. The result is &eling of the task
flowing from our bodies and imds effortlessly — hence the terflow to describe the
feeling. In arts activity @ny artists report this sensation @s people involved in sports
and rmany other human activities. Artsmaking has the potential to delivélow to
participars if the task enables the studeatcess to achiewment without boredonor
anxiety. Arts naking is considezd intringcdly motivating and this isflow — where we
lose ourslves in the intrinsic pesure of the tak. In eduction we facethe dificulty
that skill ased atvities such as readng notation or practising scales are not

particularlyflow producing activities but they canabie access to aneased challenge
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and expressiveness in artgkimg. On the ondand naking art is pleasurable, while on
the other, sl acquisition tends to be copetitive and nore likely to cage anxiety ad
boredom The technical and theoretical knodde is nore difficult to teach but more

easily assessd and stratured irto the curriculum

As the Arts in Schools doclemt argues, all sidents deserve access to an education that
includes nuisic experienes that are a uniqe®urce of enjoymnt and digght. The role

of teachers then i provide challengingand engaging wmsical activities thagive
students access ftow and an understanding ofusic based upon active engagement
with music meking and thinking. If studds in year 8 msic classes could gébw from

their experiences, theslasses woulte enpyable tines for all — teachers and students

- and interest in studyingusic could be stimlated.

Music Education
The literature argues thet all guderis deseve and are entitled ta basic education in
music. Abeles, Hoffer and Klotn (1994) bekve that it is imortant that rasic be a
part of one’s education d@snot only serves to unify ¢hindividual with contemorary
culture, but it also gives insighito the cultural pacticesof the past; it encheslife and

helps bring beauty into the dasistence of the individual.

Much research has been done investigatiegirttegral role that osic education plays
in the education of children. It can play amportart role in a child’s individuhand
social developmnt. Music, as descrideby Higgins (1969), ds in developing a

child's self-respect thnagh a seres of achieement and social recagtion through
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participdion. At the same time, while deriving pleasure fronthe experiece, the

foundations of enjoyent and self-satisfaction for tar life are prepared.

Music has the capability to change the l&agnexperience for all children. Music
enhances cliren’s coridence, selesteemand their prsanal developnent and can
have a great ipact on thei creative inagination. Edwal Fiske (2000) studied the
impact arts have on a child’s learning experience in his I&iwmpions of Change.
His research found that studenwho are involved in the tar attain higher levels of
achieverent and that such involvesnt can atually help ‘level the playing field’ for
youngsters fromdisadvantaged circuistances His findings detail how students
learring the arts use multiple $ks and alilities tha nurture the developemt of
cognitive, social, and personal cpatencies as opposed to focusing on the devedopm

of a single kill in other discidines.

Swanwick (1988) sees musicahcounters as always thdimate and general airof
music educators, but within classra®nt is essential to be able to recognise and
respond to the specific detibf nmusical experiencesengively and paitively. Music
teachng, according to Wanwick, can be eéictive only whenthe rature of nusic itself

is understood and the develogmh of studets respected. Programmeed to ainto
musically educate all midents —nat just the talented ones. Thfocus of providing
music education for all should be the go&imusic education, wh performng groups
such as choirs, bands and orchestras beisgecialised coponent or extension of the
program To achieve this ainall studerd should be involved in musicaking —
conposing, listening and playing - in a pragr that draws on music of all styles.

There neesl to be a balance between liki developnent and the acquisition of
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knowledge. All students need to be givagportunities to express theeives through
music and develop their aesthetic senigjtiv Durrant and Welch (1995, p.8) further
support this:
Music in the classroorshould involve allchildren, especiallyhose not captured
by the fomalised perfornmg groups inthe school. Music is not just for the
‘able perforners’; it plays a part in albur lives, not only at iportant tines and
occasions, Wt also as an everyday experience, which enriches owirngimand

feeling.

The inportance of technology should also not be overlooked as its use dsecom
mandatory in all clasrcoms of the 2% century. Walker (1990) suggests that the use of
digital tecmology places us in a position toake leaps over several generatiools
music curriculumstagnation.  In a furthefescription of curricum, Walker argus
that nusic education eeds to nake music réevant to what rasicians are aaially doing
— repreentative of masic practice nev to be neaningful to children today.
A new music pedagogy for all students rooted in tH& @tury and leding to
other tines, places andultures, uilising digital technolgy in the forns of
acoustic sythesis,seqerncing CD Romand on lir acces to the vast store of
exanples and infamation available world wide, is | suggest the onlyywa
forward (Walker, 1990, p. 120).
Choksy et al. (1986) report that the qmnter society of the 1980s has presented new
challenges and opportunities fowusic educators at all lelgof instruction. A new
literacy is now requireaf both teachersma students in all subject areas, inahgd
music. They believe éhfield of music @ucdion will be dhanged and mod#d by the

conmputer society.
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McMurray (1991, p. 37) susup the aims of music education in a translation frotine
universal aim of general education:
It (music education) igo help everyone toufthe awareness of patterns of
sound as an aesthetic gooment in the widd of experience; to increase each
person’s capacity to contrthe availability of aesthe richness through music;
and to trasform the pblic musical cuture into a recogised pat of each

person’s environent.

Contemporary music education

The nusic education mthodology inplementedin schools varies frontountry to
country and fromschool to school withircountries. The preddmant methodology
used in primary music, in sone states inAustralia and ta United States, is a highly
skills- based programsng the Kodalyphilosophy (Choksy, 1974). Tmethodology
was introduced in Hungary by Zoltan Kdglan the 1950s and 1960s. For those
students wbse skills reach a higktandad, this approach can be very successful.
Unfortunately nany students who struggleo reach tlese high statards can see
thenselves as a ‘faile’ in music and develop a lited view of what music education
at school is all about. DeVries in hisidy of nusic teaching in Queensland (1999, p.
84) reported: “...solfa just didn’'t evk...the children didn’t want to do it. And those
that did were confused by the hand signgnequit, soratimes throwing a tammum and
giving up on singing for the lesson”While he questioned ata Kodaly approach he
noted that the sequential develaarhwasgood and there were plenty of great ideas,
but he used this @hod in conjunction witlother ideas and ethodologies. A Kodaly

approach isnot always inclusig of all nusical experiences. To arfje degre it
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excludes the use of instrents other than #hwice. Ligenng and creativity althagh
includedin Kodaly’s phlosophy are soetimes neglected ¥ school nusic teackers in

their attenpt to teach thekills of rhythmand nelody.

| agree with DeVries (1999) &lh the Kodaly method has & ko offer with its sequence
of developnent of musical elements, but questionolWw relevan this spetfic
methodology is for students schools in the Zicentury. Reirar (1989, p. 168) for
exanple believes that:
the primary objective of general msic ould be to irprove every student’s
capacity for nasical listening, that is, #ir capacity to perceive all the ways
sounds becomexpressive, in contextsahencourage feelgful reactions to

what is being perceived.

Music programs and curriculum
The approach to date, ofusic program in high schools or junior secondary schools
does not appear to have followed arendiable plan. There are mny diverse
approaches evident in schools. Both in the United States and Australia, there are
schools that offer specialisadstruction to selected studks in nusic; sone schools
offer a band or choral class that is paftthe everyday curriculumwhile in other
schools arts educators battle to have theiresilvpcognised as anportant part of the
education of the students. Sesthools adopt wdt is referred to by arts teachers as the
‘shopping trolley’ approach. In this approach, ipear of four term, students in year 8
(or their first year of highschool) are exposed to a terft0 weds) of different
disciplines in arts education e.g. music, aama, dance. The concern with this

approach is that the tinistoo krief to give students nuch more than &aste’ for the
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different disciplines of the arts. Sermachoo$, with vertical tinetables, allow students
(before they enter high school) to choose wiaidk strand they ay study. If students
have had unpleasant experiences in arymchool, their choice @y be nade on
uninformed prejudice. There are semchoolsthat offer an arts subject for ansester
(20 weeks). Very few high schools offer thamre strand of the arts for study for the
whole year except in the schools where a pasdrcsirand of the arts is a focus. There
are school dr exanple that offer music aa special strand dftudy through the five

years of high school.

Schools hag a duty to present all studentsthviequity of access to all subjects. A
student needs a base on whiclmgke his or her future choices. As Abeles et al. (1994,
p. 278) state:
Every child should have a general, liaausical experience before embarking
on his or her choice of spetised activities. Whoutit, most students would not
be able to make intelligent choices.isltfor this reason that the foundation of a
successful school wsic programresidesin the general msic programin the

junior high schools.

What should be the aimf music educatn for students who are 12-14 years old, in
their first year of high@hool and about to ake subject choices for their future study?
Reimer (1989) believes that the overall goakion of the general msic curricdum is to
develop, to the fullest extent possible, gvetudent’s capacity to experience and create
intrinsically expresse qualities of sounds. He belieas that thisaeshetic sengivity is

present in every student to serdegree. Elliott (1995) believeghat using a praxial
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philosophy to teach children thrduguthentic music eking that nusic is a diverse,

human, participatory, social and perforng artshould be at the hdawf the curriculum

How can year 8 classom programs be struated so that they buildrothe skils and
knowledge that have been acquired i theven years of pramy school rasic
educatio? What need to be doa in year8 to ensure musicdecation flourishes?
Abeles, Hoffer and Kloten (1994) see the puspe of nusic instruction in schools is to
educate all students in music, not to sepatfaenore talented fom the less talaed.
They state that worthwhile educatiomperiences in msic should be providedor

students so that they gain aslzaedication in tle subjet

Unfortunately for nany primary schools studes about to enter high school, theirwie
of classromn music is based on the idea that the wtengoal in rasic educations
being able to sing in solfa and play the reles, rather than enjoying the experiences of
listening, composing and perfonng rmusic. This view by the studentseans that @ny
cone into high schobwith negdive attituds towards msic — thus raking the task of
the high school msic teacher more deanding. (This was revealed in resges
collected frominterviews wth year 8 students when askabout their attitude to

primary school rmasic.)

How can music tedners cope with this nedave attitude to their subject? Does this
negativty influence sme teachergo dowhatthey need to do ttsurvive’ classes as

they do not know how to cope with thisrpading negative attide to school mmsic?

Chapter 2 — Literatve Revew 25



Swanwick (1999) proposes an approach tsimlearning that is inclusive of people,
place and mcess. In his bookA Basis fo Music Educ#éion (Swanwick, 1981), he
introduced the CLASP athod. Swanwick desdres the activities of musicaking and
defines what educational qualities are unitpuenusic and those that are sharedhw
other disciplines. This acronystands for cmposing, literature, wdition (listening),
skills and perforrance.

Composition: formulating a nusical idea, raking a nusical object.

Literature studies: the liteture of and about usic.

Audition: responsive listening as ¢tigh not necessarily in) an audience.

Skill acquidtion: aurd, instrunmental and notatioal.

Performance: commnicating nusic as presere.

Conposing, audition ah perfornanceare directly related to usic experience and the
skills and uderstantchg gained in these tvities ae uniqie to nusic. Literdure and
skill acquidtion have sipporting and enablingoles, which reans that whilst ksll
developnent and literature support and enable develoment in nusic, theg sklls
might also be gainedrdm other disciplinesor indeed trasfer to otler disciplines.
Swanwick suggests that cposing, audibn and performance are distinctlyusic
activities. While literatue and skill acquisition suppoaind enable the understanding
and naking of nusic they are not necesdgrimusic activities. They can be gained
through otler disciplire study. Also comosing, auditionand perforrmg are fun,
active, padical and intrinsicdly motivated activities thd most stuents néurally
respond to, being creative and expressmiéh sound, whilst liteature and skill
acquisition are mre extrinsically notivated. An undue focus on extrinsicallyativated
activities can tend to turnwstents off msic and linit their understanding — as seen in

the Silent Music Room These skills (litetaire and skill aguisition) can easily aise
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from conposing, audition and perfoimg activties or be inbedded within reaningful
music naking. Swanwick is advocating thiaching msic should involve attention to
the intrinsic aspects of usic such as copwosing, audition and perfoing. He
articulates that the focus ofusic education should be upon theagking” activities.

This is the approach adopted tbe action research project.

Qualitative research in music education

The first decades of rearch in music edweation were clracterisedoy adherene to
quantitative models (the scifiic empirical tradition), rather than erploying qualitative
models (the naturalistic phemenological node). A typical example of the research
conducted is the study by Abeles and @€or(1978) of preferences for usical
instruments accorahg to gender. It was founthat girls texded to choee flute while
boys selected trobone. Many other studidgave concentrated on the preferences for
styles of music by different aged studemtsd the developent of musical skills.
Gordon developediusical Aptitude Profile1965) andPrimary Measures of Music

Audiation(1979) all along quaitative lines.

Even in theHandbook of Research on Musieathing and Learningregarded in the
music world as esseal to systemtic teachng and resarch) the edits, Richard
Colwell (1992, p. xii) makes an apology tleaten though he is ariusic educator who
thinks about curriculum, program and satl evaluation...there is no chapter on
qualitative evaluation”. Little attention is paid in the book to the roles that music
teachers mght play in generatingand contibuting to tre knowledg base of music

teaclhing.
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Missing are the vizes of the classroonteachers, their gagions and cocerns,
and the interpretive fra@s teachers use toderstandard improve their own
classroonpractices (Bresler, 1994, p. 4).
There is a chapter on qualitative researgdthodology in music education by Bresler
and Stake (1992). In this chapter they reviee/basic theory andetihod of qualitative
research in music education anemtion thatthe first decades afesearch in msic

education have been characteribgddherence to quantitativeodels.

In the second edition ofhe Ne&v Handbook of Research on Music Teaching and
Learning(2002) a range of usic education researdtudies that usea wide variety of
qualitative nethodologies is presentedAlthough the nurber of stidies in music
education has grown, usic edwation regarclers nay take another tepearsto becane
accustorad to the fact that qualitativeuslies often yi&d insightsthat have prallels
with the insights gained frommusical expéences, for both can be powerful, etmon-

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

Roberts (194) identifies two speific problens that hinder musicdeication research in
effecting nuch meaningful change imusic education instructional patterns. First is the
lack of involvement of the teaher d music in the researchf the disipline and tle
second is the fact that thesearch paradigrthat currently donmates our professional
enterprise, which is the psycho-statistical dsea node of research which is typically
at odds with the way teachers vigae socialworld in which theywork. Hence this
paradigmfails to offer new knowledge which iseaningful for teachers in the context
of this professional social world. Roberts sugjgehat unless there is a shift in research

paradigmto one that inglves teachers in thesearch, little meaningful cinge in nasic
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education will take place. Swarski (1984)wrote that galitative regarch in nasic
education was so difficult it was almostpossible. Edwards (1992, p. 5) states that
“research in masic smply hasn’t producedgnough useful inforation to nerit the

attention of pradtioners”.

Increasingly qualitative resedr studies in msic educatia have been conducted in the
past decade. In fact, two issues of Bidletin of the Counil for Resarch in Musc
Education(1994, 1996) were devoted to qualitatnesearch in msic education. As
reported by Bresler and &e (1992) the ilRsbury Foundation 8idy (Moorhead &
Pond, 1941) set a new direction for investign for music education. The study was
conducted with three to six year oldildren attending a kidergarten designed
specifically for research into umical creéivity. The nethodsof study involved in-
depth observation and analysis, with the Ifirgport being a set of three short case
studies of individual children. Anothstudy conducted by Stake, Bresler and Mabry
(1991) comprised a set of eastudies that included tders’ experiences of the
curriculum and their perceptions of hindi@es to better music education progsam
There were eight case studies conductedoby fesearchers. Teachers’ knowledge of
music and gpertise in #itudes towards msicin relation to their practice provided a set
of issues that eerged out of the juxtapdsin of emc (those ofthe participats) and
etic (those of the writer) perspectives (8ez, 1994). The study involved elentary

school teackrs and inestigated arts prograsr(visual arts, draa) dance and usic).

Qualitative research is multethod in focus,involving an interpretive, naturalisic
approachto its subject matter and it involves thestudied use and celttion of a variety

of enpirical materialsthat describe routine and problatit moments and reanings in
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individuals’ lives (Denzin & Lincoln, 1994) Qualitative inquiry is therefe
particularly relevant in music educationln particular, action research is valuable

because its ains to inprove what ideing reearched.

Refledive practice
Eisner (198) asksthe question“can educatbnal regarchinform educational mactice?”
Roberts (1994, p. 24) also draws attentiowhat he sees as a “substantial gap between
the results of researchn music educabn and a reasably expcted agree of
classroomimplementation”. His recomendaton is that “teachersught to be involved
in research processesth their own agenda’and this requires tundanental shift of
paradigmto qualitative rather than quantiteg methods in music @ucation research. A
method of aldressing tis is for the musicdacler to becora a reflective practitioner as
described by Donald Schén (1994) in his bdbk Reflective PractitioneHe believed
that through engaging in refitive practice teachers coutdprove the quality of their
practice. The reflective practitioner stance “dandsa disovery of self, a recognition
of how one interacts with others, and how otheeadand are ready this interaction”
(Taylor, 19%, p.27). Music teadrs are ale to reflect ontheir workand the workof
their studets. They are able to ask quess that outside reselers may not ask and
they may see patterns esrging that others ay not see. Teachers, along witleith
students, create a very portant social rday that need to be investigted. The
teaching of music should becoamuch nore than the transission of knowledge — it
should becom a journey of discovery. Roberts (1994) believes that with some
guidance fron experienced researchers,sic teachers can offer an agenda for enquiry
based on first-hand lived experience in tbatextualised situation found in the school

classroom He further reportghat qualitative madels provile opportunitiesiot only to
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pursue resarch in a contextuaksl format but also to take advantage of the rather
extensve lived experience that the teachere@gher canring to kear on the anays

of the situation.

Teachers are knowers and these this knowlége base in theirrpctice. However,
especially in the field of osic, teachersawe not participated in the generatiar
information that inforns the practice of teacty. This hasgenerally been carrieout
by researchers fromniversities. Cochran-Sth and Lytle (1993) arguthat we need to
develop a different theory of knowledger fteacling - one that regards inquiry by
teachers theselves as a distiive andimportant way of knowing about teanf.
When teachrs doresarch, the researcis embedded inpractice. It povides an
insider’'s perspective anis a lived expeence. As a result of being engaged in
reflective practitioner resedrcteachers are empoweredgenerate their own theories
on teacing and are enabled to caoastly revseteacling procedures. &cher research
Is con@rnedwith the guestionstha arisefrom the lived exgriences of teachers and the
everyday life of teachmpexpressed in a languatiat enanates fronpractice. Teaads
are concered about tle consequeares of tleir actiors, ard teacher research istei
prompted by teackrs’ desires to how nore about the dgamc intergay of classroom
events. Hence teaehresearch isvell postioned to praluce precigly the kird of

knowledge that is currently neededtlie field (Cochran-Smith & Lytle, 1993).

If music tezhers were to becoenreflective practitiones and delibeately set otito
docurnent their thoughts and idettgey could then collaborateith other music teachers
on how issues arise and develop in thH#edent contexts of their classonms and

schools. Through this collakation music teachers cdd then develop mitiple
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repreentations of these issues. Collabmabn comnon issies would also provide the
possibility of conparison and the opportunitg extend the aidity of the regarch. For
a group of teachers who havet heen invéved in research, the taborative apprach
could prove exciting and worthwhile, esplyi for music teaches who work in
isolation on a day to day basn their school otheir circuit of sbools. Musicians are
highly trained in perforimg tbgether so working collaboraely could be an extension
of that training. “Wthout cdlaboration, there would beo nmusic meking apart fom
isolated solasts hemetically saled (Adelman 1994, p. 70). It could also engage the
imaginative powers of the group in an efftwtmeke and renterpret the sources of any
understandings and knowledge. Adamnhas stated that:
The time and efort of identifying isstes and of reflective regarchon what
would otherwise be taken for grantprhactices has beeiound worthwhile by
the paticipants. Partipants beome remaerkably aware o the freedorm and

especially the constraints on thpioductive inagination (1994, p. 80).

Of course collaboration in research or any other endeavour will not be totally
straghtforward orwithout its problems even ifthe paticipants ae eageto paticipate.
The interactions and relationships betweempaticipantswill affect the dta collectiom
and analysis of the data. However, a dmlative approach can be veryeaningful
and enlightening for msic teachers and thean be a distinctive and portant way of
knowing about rasic teaching. Wen teachrs colldorate there will not be just a series
of discrete findings but thémultiple perspectives thateachersbring to their work,
which together generate unique interpretiveverses” (Cchran-Snith & Lytle, 1993,

p. 60). Cochran-Sithh and Lytle also acknodge that inquiry conducted by teachers

is a way to build knowledge both locally amwre publicly - for tle individual teacher,
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for commnunities of teachers, and for the lardield of university-bsed researchers and

teacher educators, oy makers and school admistratos.

The teaching of msic and the knowledgef music teachers have undergone some
fundamental changes in the last ten yealew questions and new research issues often
require nethodologies different fronthe taditioral ones or those that haween
enmployed for a nurber of years. Music reaechers need to beindful of this and
explore and conduct research imaisic education in a diffemé light. | argue that the
glaring omssion from the general body ofsearch in rasic education has been the
voice of nusic teaclers. This is suportedby both Roberts (1994) anBresler (198).
The use of qualitative resear methodologies and in partitar reflective practitione
research would help to overcenthis onission and could in the long run serve to
improve the teacghg andquality of must education. Taylohas written that:
Reflective practitioner researchers are neegtain of what the future will bring,
what discoveries we will ake, whd troulding questions will occur for us as we
listen, watt, intead and hear..there is confort that our journey is a huan
and hunane one, ér while we seare for meaning within our owniéld setting,
while we reach out in the hopé connecting with our kis, we participate in the
struggle of inquiry, a struggle which sidoeen shared by amy teaclers and

artists oer time (1996, p. 55).

Conclusion
This revew of literature on aesthetic echion, music education, qualitative research
and reflective practice hassdissed the varigs views ad perspectives of theorists

includng Reiner, Elliott, Swanwi& and Csikgentmhalyi. Each theost contrbutes
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important insights for the delgment ofmusic curiculum and its implerantation in

the clasroan as described in this chaptein planning the actionesearch project, the
strenghs of each theory have been drawn upon to construct and develop, and then
analyse a gramof music learimg that isengaging and relevantrfgear 8 studrts.

The context of the school, theusic teacherand 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 projeohducted in collaboration with a classroom
music teackr in a year 8 rasic clasroom The chapter opens with description of the
methodology that was ephoyed — action reseen. It discusses two Zuber-Skerritt
models. The action research spiral (Zubleer8tt, 1995) was adopted as theatel for
the project and the OFSP nodel (Zuber-Skeitt, 1992) definesaction research. The
CRASP model (critical, reflective, account@ab self-evaluating, participatory) is
discussed and related to nusiducation. [The CRASPaud of action research is not
to be confused with @anwick's CLASP mdel for describing thectivities of music
making. The CLASP mdel was discussed ithe previous chapter.] Issues of
triangulation are examed in relation tothe study, and the datzollection tools are
described in detail. The umical conceptaused in the project are detailed ireith
relevant cycles. Finally the analysis pesses and process of the action research

project and the osic teacher iterviews are specified.

Action research
The termaction research was coined by the social psychologist Kurt Lewin in the 1940s
to describe a particular kind oésearch tht united the expenental approach of social
science withprograns of social action toddress social problesn Lewin’'s researhb
aimed to pronote social action through dcratic decision-mking and active

participation of practitiones in the research proge (Kenber & Kelly, 1994, p. 2).

Chaptr 3 - Methodology 35



Kemmis and McTaggart defe actims research as:
a form of collective self-reflective enquiryindertaken by parijgants in social
situdions in order to improve the t@ndity and justicee of their own social o
educational practices, as well as thanderstanding of these practices and the
situations in which thesgractices are carried out...&ducation, action research
has been employed in school basedriculum developrent, profasional
developnent, school improveemts proganms and systesiplanning and policy

developnent (1998, p. 5).

An action research odel was chosen for ith project because it erlad me to work
directly in the clasroan with the teacher and the stud®r in the atural tting. As
Ira Shor describes, “it [research] happenerywhere els except eery day in the
classoom where it is needed(cited in Regelski, 1994/95, p. 65). Also, | welcam
the opportaity to work collabaatively with another rasic teaclkr. So often music
teachers wik in isdation in their school isolation fran general teachers aralso
other nusic teachers. Kmamis and DiChiro feel that collaboratiodefines action
research (cited in Miller, 1996) and kKenis and McTaggart (1988) state that the

approach is only action reseamhen it is collabrative.

| was also concerned with the gap between the theory ancuthiculum presentedor
year 8 nusic and the dly practice of nusic education that | have observed over the
years. According to Kuzith (1987) there i® gap between reseéarstudies and their
practicd application in music education.Action researchers try to close this gap
between resarch and actice by ceating asituation in which praittioners defne

research problesnand ©nduct research in such a way that the ougsoare directly
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useful to classrooror other educatiohaituations (Kerber & Kelly, 1994). Grundy

and Kenmis (1982, p. 87) descrikection research as follows:
Action research is resarch iro practice by pactitiones, for practitioners...In
action research, all actomsvolved in the research mess are equal participants,
and nust be involved in every stage die research...Action research of any
developed kind requires that the practitiengenselves control lathe aspects
of the research process...The kind infolverment required is collaborative
involvement. It requires a specidind of communication...which has been
descriled as‘'symmetri@l communicatioh..which allows # participarts to be
partners of commmication on equal tems...Collaboréive paticipation in
theordical, practichard political discourse is thuslaallmark of action research
and the actio researchocess.

This quote defines the approach taken is 8tudy. The study consisted of research

conducted § two nusic teachers for osic teachers. All participds involved were

equal participants. The study wasdacted with collaborative involveant.

Action research has beamsed in nmany settings inalding business, industry and
education. Carr and Kemmis (198#9fine educational actioresearch as a terosed
to descibe a Bmily of activties in curricdlum developnent, professional development,
school inprovenent prograns and systesplanning and policy develomnt. These
activities have in common thdentification of strategiesf planned action, which are
implemented and then systatically subnitted to observation, reflection and clggn
Participants in the action being considerae integrally involved in all of these

activties.
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Action research in musc educatian

Is action research then a valuable methodotodye used in msic education research?
Regelski (1994/95) believes it is. Heemdifies the central pblem of research
application and educational change iosia asarisng from a basic dilure to takeinto
consideratia the situatedness die teacher'snique worldof experiege. He believes
that nusic education is carried on as a tratving no basis for pctice other thathe
tacit theaising of teachers who are apprentidtedeach as they were taught. hi& a
craft merely involves a standrd reperbire of skills, a profession deamds an
understanding of the conceptstbét field of practice, the dory that unddies it. And
he stateghat if music teachersare tobe professionalised, tdsinog praxis nust be
predicated o valid and reliable edwatioral theory and in light of a generally acteg

knowledge base concerningusic, teacing andeducation.

Regelski believes that action researclcasmcerned with askinguestions or stating
problens in terns that the actors involverecognise as problesncan relate to by
critiquing their own praxis and can applyitoproving future praxis. He also believes
that a turmg toward action reseeh in nusic education will prorate a denocratic form

of public digussion tlat will alow for an uncoeced flow of ideas and rguments.

Have there been any action research pmjts conducted in wsic classroors? An
abundance of published papers was not foulfttee were located. One such published
paper included an actionsearch projectanducted by Beth-Anne Miller (1996, p.100-
115), a nusic specialist:Integrating Elementary Musi Instruction with a Whole
Language First-Grade Classroom.She chose to use action research because she

wanted this study to iofm her teachingand she believed thatelcollaborative ash
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cyclical nature of the actioresearch mdel best descrilbeher life as an eleemtary
general msic teacher and besersed herin her rde as teactr-researchr. She
beliewved that the collabaative naure of action researchmight be @rticularly appeéing

to specialists, sucas nusic teackrs, whatraditionally hae found themselves set ap
from the mainstreanof general classroorteachers. She reported that an unexpected
positive resilt of the study was a aked incease in collegiality between classroom
teachers andlerself. In her action researplgect, ste explored ways to integte her
music instruction with the core curriculumithout sacrificing the integrity of the
musical agenda. She was curionbethe integration would enhance learning and
student motivation. She collaborated with first gra@ classroonteacher in fanring
and inplementing irtegated units basedn the whole language approach, but still
focusing on basic osic concepts ofhythm melody, harmony, articulation, dynacs
and tinbre. The study changediller’s view of integation from one entity tovared
manifestations with different purposespntexts, and educational functions. This
informed her teachin@nd clarifed rationales and functiorfer curricdar activties. It
also helped her ave from a relatiely authaeitarian teachng role to a more facilitative
one. The study infored her teacing in both ontext and style, as well as changing the

whole context of her teaching.

Another nusic action reseah study is reported iffhe New Handbook of Research on
Music Teaching and Learnin2002). This study was conducted by P. O'Toole in
1994. It is a study of power dyné&ms in the choral rehearsal class addressed the
guestion of why anyone woulbde willing to participatein the typical perforrance
ensenble, in which the individual's opinionghoughts and feelingare subordinated in

favour of the director’s opions, thoughts ancélings. Theesearch questions focused
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on replacinghe tradtional power relations of the chonaiusic classoom with a €ries

of three 8week prgectsthat inplementedfeminist pedagogy in tiee choral ensemble
settings. Working in collabvation with two high schoolhoral directors and her own
choir, O’'Toole used their classroom concetmslesign projects &t would give rore
voice to individual students’ responsegysical decision-raking and input. O’Toole
attenpted to involve the students’ feelingsgeds and reactions in the rehearsal setting
through activities ranging froarge group dicussion of the poetiext, journal entries
about the rehearsals and student intervialaut their experiences. The data included
field notes, teacher interviews, stid irterviews, student-conducted intesws and
researcher journals. The narrative is jpeigd with tales fromclassrom events and
with critical commentary, verbal apshotsf interesting rmments from the classroom
projects andmontages’ (a series of eges tht play with the points of view established

in the snapshots).

A third music action research project svane conducted by Ciey (1993). This
project involved a group of secondarysit teachers, schools and the local professional
developnent centre inthe developrant aad nonitoring of anti-sexist classrao
strategies ahteaching raterials. This aabn research wabased on a spiral whereby,
after clo® monitoring of a classom situdion, teachers accuaated evidence alb a
specifc isste. This led to the planning attion steps and éhn positie practichaction

for change in the school situation. The apwas repeate@ds nany times as it was felt

of value to refine the process and focus an gpecific isse. A nuniber of strateges
arising from the project werproposed to suggest possilpieactical ways for change.
Sonre of these included:

X teach ‘nusic’ ratrer thanconposers
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X gender issues which only entreat a betteal for boys in msic education
should be carefully considered

x adopt girl and woren centred ways of thinking

X create our wn music in the new contéxso that a different voice can now be

heard.

As | wanted to gemate public dscusson re the teacghg of year 8 rasic (the
curriculum content and its delivery), dewg mllegiality betweenmusic teachers and
collect gories of classram events and studés’ comments, these studies confidhior
me that action researctvas the model to flow. | believed tlat in order for the
published report to obtain credibilitym@ngstpractising music teachers, the research
had to be practical and | had be involved in the ‘action’ | would not just be an
observer, | would be an equal active gapant in the study. | believed by being
involved and engagedn the classrom | would becone an acceptegart of the class to
a certain extent. It should bealised that having a secom@cher in the classrooom a
regular bais is not the orm. The task for mwas to be able to be thoa teachr anda
researcher in the classro@nthe samtime. AsPaton (1987, p. 75) explains:
Experiencilg an envirmment as arinsider is what neceisates theparticipant
part of participant observation. At tilsanme time, however, tére is clearly an
observerside to the praess. The challenge t® conbine partigpation and
observation so as to becensapableof understanding the experience as an
insider while describing thexperiene for outsiérs.
Paton, however, goes on to state “the ideabisiegotiate and adopt that degree of
participaion which will yield the most reanngful data gien the cheacteristics ofthe

participars”.
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| also support Atkin's view1989, p. 204) that “not uch progess in education is likely
to take place unless teachers bee@gentsn the inprovenent of their own practice”.
| needed toreflect on my own pctice inorder to set an exaste to other rasic
teachers. | hoped to learn about my owacfice and instead of playing the role of
expert or interventionist, “to adel the pocess of engaging in dialogue about the
‘concrete particularities’ of our own pram” (Crites cited in Clandinir& Connolly,
1991, p. 268). | would not be just an obseiwatr an equal participam the project in
an atterpt to capture ta essence of #on research. McNifét al state tat:
Action researchers are intent on desagpiinterpreting and explaining events
(enquiry) while they seek to change thémtion) for the better (purpose) (1996,

p. 13).

Research design
The nodel adopted wadevised by Zuberdrritt (1995, p. 13), as shown in Figure 2
below. She describes actiorseach as “colaborative, citical andsdf-critical enqury
by reflective practitioners who are accountaatel nake the results of their enquiry
public’. Action research is a cyclical pregs of planning, acting, observing and
reflecting. Planning includeproblem analysis and strage planning. It involves
construting a plan, a lan tha is flexible sothat it may cope with unforseen issues.
Acting means inplementing the strategic plarthis acion is ddiberate and cotrolled.
This pratice means putting th ideas intoaction. Observig includes monitoring and
evaluating the action and its pact on theparticiparis and the stakeholders. The
effects of he intended and unintendexttion are documented. Reflecting on the

evaluation resultsneans drawing fiactical and theoretical conclusns and planning the
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next cycle of inprovement or change inthe action reseah spral in light of the

findings.

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

Originally Zuber-Skerritt had the arrowminting downwards and then sideways. She
then changed the arrows to pointing upwardisis upward spiral indicates continuous
improvanent of practice ad extension of knowledge personal knowledge and
knowledge in the field. The four sectiookplanning, acting, obseing and reflecting
are not static steps but as Zuber-Skefti®92, p. 112) describes, “dynaammornents in

the action researchisal”.

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

describing the use of action research fafg@ssional developent in higher education.
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Although it was developed for the university level, theded can be used in secondary
schools as it has at its hedrat action researchight leadto a better understanding and
improvenent of learnng, teacing and st developnent. This nedel defines the

research rodel that guided the study.

Figure 3. CRASP mod (Zuber-Skerritt, 1992)

Action researchis:

Critical (and self-critical) cbaborative enquiry by

Refledive practitioners being

Accountableand naking the results of their enquiry public
Self-evaluding their practice and elaged in

Participatory problemsolving and continuing professional develagm

ACCOUNTABILITY
Basedon extrnal values

ard eviderce of quality <
CRITICAL ATTIT UDE RESEARG INTO PROFESSIONALISM
basel onprofessional PRACTICE improved pradte,
values aims and —» | cycles of karning —__» | organizaion
peronal through eperience devebpnent reports,
construets of andactionresarch papes

SELF

EVALUATION

reflection
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| have used the aboveodkel as a basis to ape mymusic educatiorproject at the state
high school involved in the aot research project. Chan’s (1993) paraphrasing of the
model [as cited in Zuber-Skt (1995)] has guided andflnenced the issues being
addressed.Each of the headings frothe modd has been used and put into thasm
education and wosic teacher context. €Be issues havbeen related to wsic

education.

Issues of the CRASP rodel
Accountability
As nusic teachers weeaed to beame accourdible for what is happergnn our nusic
classrooms. Action research helps to ensamntinuous quality iprovenent. As he
research is carried out by teachers in tlassroomthis model is lilkely to bring about
more accontability to sudentsand teachersThe published rept of the prgect could
form part of the on-going responsibilitwe have as music teachers to provide
accountability for the ééctiveress of the teaching prograrm music. Music in some
schools has been coneréd a noressential pamf the curriculumor a ‘frill’ subject. If
music teaclrs want to be seen as professil, and masic a valued part of students’
education, we mst becore accountable foour subject and ke this accountality
public.
Critical attitude
Action resarch helps encourage the deymhent of criticd attitudes to persoal
contacts, attributes, values and siand its probable relationspi with students in
learrning. The project endeavours to encourdlis deelopment in music teachers. It

encourages music teamls to becme reflective practitioers and tlen act on tht
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reflection aswell as working in ollaboration with other nusic teachers. It allows
students to becoema critical and vital part of the learning.

Research iro practice

Action research provides a platfoffor music teachers to tak owneship and control of
their teaching practice.Action researcttonducted by music teachers can be more
appropriate and eaningful than educatmal research aaied out by theoristsard
applied to practitioners. As stated previgubere is not a large body of research that
has been conducted in music education inpte that contains the voices of the music
teachers antheir studets. Action researcban help to bild this body of knowledge.
Self-evduation

Action research encourages selfleation of teaching @formance, of individual
courses andf whole programm by nusic tachers theselves. This can be done
individually and collabratively. This evaluation procedrings about improveent of
teachng practice. Teachin@nd researchactivities nee not be islated. Action
research cabe an ideal way of linking theory @ractice tgether in nusic educatia.

It can be a way of making umic educationrelevant to today’s student in today’s
classroom

Professionalism

As previously described in this chapter,gekski suggests thatusic teachers need to
be ‘professionalisd’. Action resarch can contribute to this pre§sionalismby
encouragng music teachers to criticalljook at their own practice and aim for
improvement and then docuent this discovery. Music teachers, by their own
professional actions, can jmove he attiudes towards music education at their own

school level, community level and then asoatbined group to state and national levels.
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Triangulation

Triangulation is the processf cross-checking the imgety of the information
accunulated by the researcher. It involvesng multiple data @thering techniqes,
strategies and sources to verify infaton about an itenof interest. Triangulation is
“the process of comparing and justifyirdata fromone source against that imo
another...the mssage is siple — use rmre than one observation technique in order to
see whether your results are consistédtember & Kelly 1994, p. 18). Multiple
methods and miltiple sourcesof data collectio were $ed to autheticate the data in
this study. In relation to this researche tmethods included: personal journals from
myself and the msic teacher, observation egt meeting notes, recoed inteviews —
class nusic teachers and students - videewpf classes and student perf@mes,
student questionnaires and photographse irathod of checking the validity of my
observationand inferenes was cdirmed by gving the® to the msic teacher for her

reflective consideration “respondent validation(Zuber-Skerritt, 1992, p. 138).

Another definition of triangulation is gen by Cohen and Manion, cited in Zuber-
Skerritt (1992, p.139):
Triangulation nay be defined as the esof two or nore methods of data
collection in the study of soenhumanbehaviour...triangulatin techniques in
the socal sgences attempt to @& out, or explain nore fully, the richness and
conplexity of human behaviour by studgg it from more than one standpoint
and, in so doing, by aking use of bdt quantitative and qualitative data.
Zuber-Skerritt recomends the us of this miltiple method trianglation as appropate
for a nore holistic view of educationadutcones. The above-entioned rethods of

data collection aswvell as obtaining data fromvarious sources including yn own
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reflections; the msic teacher’s reflectian data obtained fronthe stulents; and also
input from other rasic teachers meets theiteria of multiple method triangtation.
The use of these uttiple methods ad sources reflects an attginto secure an inapth
understanding and adds riclsseo this inquiry.
In educdéional reseach, thee is also jistification for the se of at leat three
different viewpoints in analysis. Each pbif the triangle stands in a unique
position with respect to access to rel@vdata about a teaicly situation(Burns,
1998, p. 323).
In this study the nusic teacher and [, tbugh reflection, \wre alle to access ourvn
intentions and the aisin the study. The students were ateexplain how the actions
of the teachrs (tke music teacher and yself) and the curriculunpresented influesed
the way they respondedin my position as participant-obsrverand researdr | was

able to collect data about the observable festof the interactions the classroom

The action research plan
My action research project was conductedramee termat the school — ten weeks.
There were four cycles. The cycles wegianned collaboratively with content and
activities asthe drivingforce. At the Bd of each cycle, students were expedted
conplete a task — soaimes individually and songtimes within a group. The plan was
then inplemented. Monitoring and evaltiag the action took place next during the
cycle and tkn a reflection on theesultswascarriedout where padical and tkeordical
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 tien franes depending on the theatic work to be
covered. Cycle one was tweeeks cycle two three weekgycle three two weeks and
cycle four lecane two weeks after a changethe schobtimetable,but orignally three

weeks had éen set asalfor this cgle. Vaious assessemt tasks were set atetlend of
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each cycle. Both indidual and goup assessants were catucted. The task for cle
one was the coposing and performing of a@up conposition in rap style. Cycle two
involved individual perfomance on the keylaad of the peces the students had been
practising. Individubperformance of chords on the gar as well as group cguosition
and performance of a soundscapas wequiredn cycle three. Fothis soundscape, a
graphic score had to be prepdraml preseted for the clas® view. Cycle four was the
culmination of the term, and a group cpwsition using voice, keybard, guitar and
drumkit was required. Students once againl kaprepare the score apdrformtheir

conmposition for the rest of the class.

According to Oja and Smulyan (1989, p. 18)ccessful daborative action research
depends on a project structure that allowes ¢haracteristics afollaboration, focus on
practice and professional develogimto enmerge They believe that a project strueu
conducive to effective action researamsists of at least four elemts:

® frequent and open comunication among participants;

(i) denvocraticprojed leadership

(i)  spiralling cycles of planningcting, observing and reflecting; and

(iv)  positive relationstps with the skeool contex within which the project

occurs.

The action research project was destgneith importance placed on the above

elenents.

The nusic teacher from the high school ifved inthe study will be called Gleia.
Glenda and | = frequentlyand had an effective line abmmunication. This involved

a brief discussion after each less@ plannd meeting after each cle and cosant
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contact through phone andhail. The specifigoals of the projeawvere articulated and
mutually urderstood ad acceptedypall the stakholders at the initial eetings. As the
instigatar of the action researchrgpect | becane the official ‘leader’ of the poject.
However, as Glenda was the only other person involved, we ezamo-person tea
and assumd shared responsibility. At all tes the needs, perspees and skills of

both of us were considered.

The project proceeddtirough four spiraliig cycles of paming, acting,observng and
reflecting. The spiralling cycles are fumdental to any action research project “to
provide participants with the opportunity work through several cyes in order to be
effective...This allows practitioner® us their own reflections, understandings and
developing theories to infor both pradte and research” (Oja & Snyan, 1989, p.

20).

The adnmistration at the project high ool wholeheartedly upported the project
being inplemented. The deputy principal wasvited to kecome a participant bushe
preferred to be an outsidapport in providing adstance and consultation when needed
or requeted. The initial contactacceptace and organisation of ¢éhproject were
through this deputy principal. This was suppdrtetally by the principal. It certainly
would have been an advantage to have ideas and perspectives in our plathne
meetings, but on the other hand Glenda anwdre provided with the freedoto express
and share our ideas, expeem and develophe project our own way. As the project
was not school initiated Glenda was notegi any tine on her tiretable for the extra

load that theproject involved. | was always fullyaware otthe extra buden | had placed
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on her alredy busy timetable and | asincerely gratefl that she gave so willinglpf

her tine.

Data collection tools
Journals, observation and meetig notes
Glenda and | both kept a journal through theoactesearch project. In these journals
we recorded the plans we hadda and the dons that were taken. They contained our
impressions and personal opinions aboutab#ons taken and the reactions to them.
These journals were very personal and condarecord of what we both did, what we
thought and our critical refléons of the project. Nosefrom the cycle reetings are
included in my journal. Also included my journal are observation notes frahe two
lessons each week. These journals offeredlag of collecting datahat would help
create ‘thick description’ (Guba & Limin: 1990) of the umjue situational and

transactional aspects of our experience.

Glenda and | were both very ctortable withkeeping a journal throughout the project.
Whereas | wrote gnentries into a large book specially designated for these recordings,
Glenda would go homand imnediately recod her thoughts on the computer. At the
end of the project sheaw able to hand ena hard copy plus a disk! Mine had to be
typed. | always adire other people’s gréase of technology! Supporting the journals
are a nurber of conplementary docurents. These irtlude our plaa for eachweek and
cycle. A copy of the cycles can be seen in Figure 4 above whitgeadatailed weekly

plan is included in Appendix 1.
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As there was no set syllabus for yéathere was no reference docmty howeer,
Glenda’s overview ofinits of nusic to bepresrned in the nusic programat her school
is included in Appendix 2. Also included Appendix 2 is a copy of the year &.sic
unit ouline that was eveloped afer the ation research poject was cormpleted. A copy

of the handouts given to students during tharse of the project can be viewed in
Appendix 3. Acadmic tests in reading andaths for all the students in the five year 8
classes are described in Chapter 5. A copyoth journals is included. Also included

in Appendix4 is a list ofresources for the sjdrt — Book and Multiradia.

Video tapes

Video recordings were ade of sore of the lessons. However, the presence of the
video recorder soatimes influenced the stuas’ behaviour in a negative way. They
reacted tahe pregnce 6 the video and weranable to bcus on theask at hand. As
this was not a desirable influence, the berof lessons videoed was mirairio keep

the classrom ‘scene’ as norah as possible. All the stueknts’ pesemations oftheir
conpositions: tle raps, soundscapasd find composition task wee videoed. These
provide an accurate and detailed recorthefpresentationsThe stuénts were always

very keen to view the videadter their presentations.

Photographs
A few phobgraphs were taken of the studeatswork. All the graphic scores were
photographed to provide a record of this taskfanthemto be availald to be used in

future classes. Sates ofthese are included in Chapter 5.
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Recorded interviews

All interviews were recorded and then tramised. A sample othese inteviews is
included. Seven secondaryusic teachersas well as one university lecturer were
interviewed in a érmal way. Each intefew involved sore open ended questions and
always allowed the interviewedse opportunity to raise points interest to them The
issuesincluded teachers’ attitudeto year 8 music clasroons, the tinetabling of
classes, planning for year 8usic programs, suggestions for runng the class without
restrigions and the suport recaeved in the sclool for music. Inteviewees were also
asked what they comered were the reasserior the decline in séor elective misic
students. The transcripts were analysed dgrahing for responses and/or tlesnthat
commonly occurred. They provided richcaants of other teachers’ reflections on
issues such as the year 8gic classeshow they should be taughnhd what should be
taught. Informal discussions also took pkaavith the two deputyrincipals of the
project state high school and three high scipooicipals as well asanother university
lectuer. Notes fom these inbrmal discusgns were induded in ny journal enties.
Discussions took place with the studetitsoughout the projectiuring their lesson
times. Once again notes fratimese discussns were recaled in ny journal as they
occurred. Som formal interviews were conducted with studemtidentified as key
informants (Woods, 1986, p. 59) dugi the last week of termThese interviews were a
combination of individual and grop setting to enable tb informants to both speak
confidentidly by thenselves and atsfeel secus and willing to partigpate in a grap.
The fomal students intervews were recaled and transcribed. A sala of these

interviews isincluded.
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Student questionnaires

These questionnaires (as seen in AppendooBjained both closed and open questions.
This was done to gather sp@cidata fromthe targeted gup and also give the students
the opportunity to express tihgoints of view The analsis involved searching for
common responses. The students fi&ln(theaction research pyect group) and 8C
were given questionnaires to cplete at tleir first music lesson at high school. This
was done to collect their thoughts, ideas segponses to priany school msic as well
as their aspirations and expectations fghhschool msic. All year 8 students — 8A,
8B, 8C, 8D and 8E — we given a questionnaite conplete at the endfdhe sersster.
From this questioraire | wanted togain the stdents’ lespases to thie term of music,

or in the case of 8E, their resgento nothaving access towusic lessons at year 8 in
high school. The questionnaire also gadeinformation as towhether students had

elected to continue with nsic education or not andaheasaos for their choice.

Analysis

“They [qualitative data] are a source a¥ell-grounded, rich descriptions and
explanations of processes in identifiabdeal contexts” (Mils & Hubernan, 1994, p.
1). The data collected provided a rich dg#awn of the year 8 msic classroom As an
enornous amount of data was collectedotighout the projectthe analysis was

ongoing and began at the outset of the study.

The analysis can, however, be describedivie sections. The first section of the
analyss involved the reviewing of the trastripts frominterviews of seven classroom
music teachrs andone univergy lecturea. These interviews were conducted to gather

data on oter music teachersideas for the teaching of year 8usic, their curent
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practices and school contexind their views of ‘best préce’ for the future. These
teachers camfrom a range of school setfys both in the metropolitan and country
areas. The analysis involved identifyi thenes and issues that were both
conplementary and contrasting. The questiomaa conpleted by the year 8 students in
8D and 8C at the school weres@lanalysed in this firstaye of analyis — before the
commencement of the action research projethese two classeseve the year 8
classes about to have access to their tefrmusic lessons. Through reflection and
analyss of the inteview transcipts andthe student questionnaires thesnwere
located. Tlese were the thess that both # music teachers andetistudents identified

as inportant.

The secondsection inelved anaralysis after each of tle four cycés of the pryct.
Decisions and planninfpr each cycle were ade after the analys wasconpleted for
the prewus cycle. These decisions werdirectly related to what had occurred,
discoveries rade, and reflections both durirmgnd at the eshof eachcycle. Reference
was nade to journal entries by Glendand nyself; students’ comments and
achievenants in thér work; and the arriculum being delivered. At the end of the four
cycles,the data collected frorthe studets were aralysed to identify the issuethat
emerged as irportant and relevant to thenThe voices of the students were viewed as
being an important and integral part okthtudy. This second part of the analysis
provided the prirary focus of the study. Is docunented in the following chapter
under the headings — plan, aghserve, reflect — frorthe our action research cyale
The thenes that have eenged from the stdents’ voices throughout the project are also
docunented in this part of the analysis. The analysis of data is represented by the

reflective nature of the action research cyclde reflective phasat the end of each of
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the action research cycles enabled tm identify key issues as theynerged. When
personal knowledge arises out of one’snorational reflectionupon one’s strategic
action, it nay be regardeds authentic (Carr & Kamis, 1986). Through deliberation
on the data collected and byaking authentt and professional interpretations, thesm
were identified. These thess were then stied and discussed withe participats and

colleagues.

The third section of the analis involved looking into th questionnaires thateve
conpleted by all the year 8 students at #olool. Comments were collated from the
actionresarch project clasad all the other year 8 classé@s;luding the clas that dd
not have access tousic lessons The fourth section identiftesystent constraints that
becane apparent throdmgput the action researgdroject andthose that were idéhied

by the nusic teachers during theirtarviews.

The final part of the analys{section five) consisted of aanging of the dita from all of
the above sources. The identification of eBakfeatures (thees, concepts, assertions)
that energed fromall sourcesof the datacollection is dscussed in Chapter 5. From
this, the inplications for nusic teackrs inthe fuure, for treir plannng and delivery of
year 8 nusic progrars is presented in Chaptér Chapter 6 also raisesiges for future

consideration and discussion adlvas further research ideas.

Conclusion
This chapter has provided the framf referace, which has determed the nethods for
acquiring the data for this study. It hascl#bed in detail the athodology of action

research. his methodology was most approate for the study as it provided a tool

Chaptr 3 - Methodology o7



where the researeh andthe nusic teachecoud work collaboratively, and it allowed
for improvenents to be rade throughout the dieery of the progranof instruction. It
also dlowed me to be amactive paticipant inthe research and not just an observer. The

following chapter provides a detailed degtion of the corgxt to the study.
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CHAPTER 4

THE RESEARCH CONTEXT

Introductio n
Chapter 4 describes the hist@aliand local context for thetudy. Firstly a brief history
of music edicationin both the primary andgecondary school in the state of Queensland
is explained. Following this, the setting filne study is detailedthe school, the class
music teachr, and the year 8 umic classes ahe school. Issues of collatation for
music teachrs are raised, and then a disoms is presented on the implications and

issues arieg fromthe recent pulzation of The Arts Syllabus — Years 1 to. 10

The Queensland scene
Primary music education
Music specialist teachers have not alwagsrba part of the priany school staff and
tradtionally music education was ¢éresponility of the classroomeacher. This was
evident in 1960 when The Dapment of Education published Syllabus in Music, A
Handbook of Music for Teacheend Tunes to Sing. The books were specifically
designed to asgithe classroonteachers téeachmusic. The stated ainwas to:
bring the teaching of music in schoolgthin the scope of every practical
teacher. Eery teacherduring his o hertraining and experience, shlouhave
acquired at least an elementary kienlgeof the fundanentalsof music and it is
felt that such knowledge is sufficiend enable any teacher, lomad with

enthusiasm detemination and keen defe, to attenpt with a corsiderable
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degree of stress the requiremnts of tre Departrental Syllabus in Music (1960
p. 1).
The syllabus covered usical elenents from Grades 1 to 7. No setethodology was
endorsed. fie sections covered includdoreathing practice, voicigaining, nodulator
practice (recommending Curwen’s solfa systerhythm training (using French tim

names), ear training, creative wiq songs and appreciation.

In 1974 the Departemt of Educatio issued a new uosic curriculumThe Departmetal
Curriculum Guide for Musian the Primary School.The aim in this guide was “to
nourish the artist that is present to sodegree in every child”. The guide suggested
that this aimcould be achieved through tkhevelopnent of the child’s “awareness of
music; respnse to rasic, and capacity for eexpression in rasic” (p. 1). Flexibility

in interpretation and aplication of the guide was strext  Whilst sone skills and
concepts were presented in seven stagek developed sequentially throughout these
stages, it was acknowledged that the progromired interpretation by teachers prior to
operationalisation. In particad it was suggested in theide that needs, interests and

abilities of children could dictate chges in the content of the stages.

This 1974 guide contained no explictatenents on pedagogy or athodology, no
overviews or lessons plans. Wever, it was recomanded hat Let's Make Musican
activity kit, be used gpecidly in the lowerschool. This was conseently issued to all
Class | and Il schools in the state. [Thasaehools of over 450 students.] A series of
units was also developed poovide further support for ¢himplenentation of classroom
music prograra Units 1 to 4 were desigddor the niddle schooland units 5 and 6 for

the upper school.
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A number of teachers were chosen to umalee a 12veek insenice course. This
course wasespeciallydesigned to pepareteacters who cold assst in inplementing
the nusic g/llabus. While soma schools now had msic teachers available, it was
intended that in all schoolsads teachers had the respoitigjtfor the organisation and
implementation of classroonmusic programs. A range of in-service programwas
offered in order to provide sarsupportfor music curriculumdevelopnent and to

improve levels of confidence andrmapetence of teachers.

In 1976 the then Queensland Supervisovafsic evaluated the Metropolitan eat
Sydney Music Research Project. Thgd®ey project was based on the Kodaly
methodology of music education. The Supsov of Music saw possibilities in the
Sydney project for the iprovement of nusic education in Queensland schools and
established a developmentalusitc pilot program in Quessland. The pilot mmsic
programwas begun in an infants’ schoahd a primary school in 1977, and a third
school joined in 1978. The prary school assmated with the infants’ school was also
then included. In ththree schools involved itine pilot programall classes fronyear 1

to 7 had weekly msic lessons with the epialist nusic teacher. The three teach
involved met each weelto plan their work protans. Schools comitted thenselves to
the progranto the extent that clas®wm teachers observed the spectatrgisic lesson

and conducted daily follow-up sessions with the class.

In November 1982, the Queensland DepartmehtEduation conducted a study of
music education in Queensland state prynstiools. The reporttated that the ajor
objective ofthe invesigation was toassistin the planning of future develomnts and

initiatives within the primary school rasic curriculum (p. 1). There were eight
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recomnendations inclded in the report.Of significance in the recomendations was
the staterant that strategies for eradicatittge image of music as a ‘frill’ sybct be

investigated.

Following this study, a further study was conducted in 1985 of the pilot music progra
that was being iplemented in the three schooldssues raised in the report of the 1985
study (p. 33) included the cdnsion that the ot music programnin operation indicated
its usefulness for osic education, howeverthe successf implementation of this
skills-based programdenanded a high level oskills from the techer. Another isse
highlighted in the report was the need foodification of the program in the upper
grades. The report concluded that:
If skill-developnent cannot proceed a high level, the prograncould be
changed to renew tarest in and ersurepostive attitudes tanusic in general.
Years 6 and 7 ay be enrichrent and pracdte years based on previously learned
skills and concepts, perhaps with m@m®phsasis on inprovisation and use of
classroommusic instrurents. In thus eploring new directions and possibilities
for broadening children’s usical expéences without losig five years of
literacy-building, the programcould be maintained as a vital, creative,
challenging basis for usic education irQueensland priary schools (p. 34).
From the work in the pilot prograreeven nusic booklets were published in 1983 — one
for each lee of primary school. These booklets contaired overview for the year

level and lesson plans thaiutd be implerented weekly.

In 1996 Music Syllabus and Guidelines Years 1 tas published by the Department

of Education. This docuemtrepresented thefficial depatmental docunent designed
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to support music education in Queenslanmnpry schools. It was published as an
interim doaument pending the future arts syllabus develeptn Thisnew docurent
formalised the prograrmplemented in the jot schools. The inforieion presented in
the seven ipot music program was transted into an official msic syllabus withat

change despite the findings of the 1985 report.

Secondary music education
Until the late 1950s, osic as a subject was lgravailable tosecondaryahool stuerns
through stdy with private nusic institiions. These English systansuch as Trity
College of London, the Associated Boardtleé Royal College and Royal Academy of
Music, becara entrenched in Queenslandie early years. B$955, music was listed
as one of the subjects to be included indteior and Senior Certificate examrations,
but responsibility for music vgato be given to the new Atralian Musc Exaninations
Board (Stowasser, 1983). By the 195Qssimappreciation classes began to appear in
schools. ®wasser (p. 76) skes a commart about the music examinations of the
period:
By 1957, the \Vestern nusical world wa steeped in jazzimpressionism,
expresmonian and serialismyet AMEB exanmers cominued to expct every
Queensland—indeed, every Australian4gu candidate to produce the usual
pseudo-eighteenth or nineteenth ceptyrn-tune, doored, alas, never to be
performed, while the technique so laborioustyestered to crea this still-ban
masterpiecewill rarely if everbe usal acain. It was perhapsevitable that the
progress of the secondary school music curricubppeared to be sawhat
retrograde in the first céury of its history. Inteaching masic through the

exanmnation papers of forer years, and following courses through which they
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thenselves had passed,usic teacherdiad no incentive to find out what was
happening in the living world of usic. The huge rgority of teenage students
in Queensland would have found little wa$evant to their needs and interests
in the nusic curricdum being ofered, whileits sexist nature and its lowly status
in the schobsubject hierarchyurther encouaged the yoth of Queensland to
leave the sty of music to a srall elite.
The first Queensland Secondary SchoolsMuS/llabus, publishedn 1966, presented
music as a copulsory but non-examable subject to be taken for one thirty-five
minute period per week in Grades 8-10. In order to produce sufficient musiergach
the Queerland Governrent offered teaokr scholarships A special cours for
secondary school umsic was initiated at Kein Grove TeacheisCollege in 1963. A
survey was conducted in 1966 by lan McKinfeym the Queensland Secondary School
Music Teachers’ Association. His report indezhthat the lowly status ofusic, as a
non-exanmable subjecthad contrilbted to tke teachers’ gegral lack of enthusiasrfor
their nmusic classes and about 75% of teadhers involvedn the survey coplained
that the syllabus was unsatisfactory. Téeomnendations suggested that school music
was not acieving enogh success to warrantyaplace in the curridum, and for it to
have any value, reforsrmust be mplemernted without delay; 60% ofeaichers taking
class nusic detested it, and students respahbadly to whatever was being done. The
AMEB public exanmnations continued to baccepted as part of the Queensland Junior

and Senior Bblic Exaninations.

With the establishent of the Board of &ondary School Studies, theisic curriculum
underwent a gradual change. The introdurctiof the practicalhbased subjects

Production and Performance 1984 andMusic in Prectice in 1985 opened up the
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study of music to a wider range of studentBoard of Secondary School Studies
Syllabuses in Junior and Seniousit were ssued early in 1988. This was the last time
any new developents were rade in the yinior music area until the introduction Bhe
Arts Syllabus — Years 1 to ibdraft form in 2001. (The completed syllabus document
was issuedo all schots at the leginning of 2003.) A new SenioByllabus and Music
ExtensionSyllabuswere piloted in the erly 190s. Fromithis trial the SeniorMusc
Syllabus becam available to all Queerssid high schools in October 1995 and the
Senior Music Extension (Perfoemce) Sykbus in June 1996. A review by Edward
Gifford in 1995 of the Senior Music Syllabgsated that msic teachers believed the
subjet to be too dificult, that tlere is too nuch to cover,and that it is perceed as
appropriate ranly for talented students. Aurther review ofthis sylldbus is curratly

being conducted.

The research setting
The school
The action research project was doated ata gate hgh school in Queensland. It will
be known ad?arkview State High School. iBhschool was a highly appropriate choice
for the action research project becausthoaigh it was not a newchool in the true
sense of a school just being openede thinking, enthusiasmand curriculum
innovation at the school were all undergoingrcd® The admistration and the staff at
the school were keen to offer the schont ats resources for any new projects or
research that were availabl€ernission to be involved ithe action research project
and to cormplete the questionnaires was obt&d fromthe parents of all the year 8
students. The Gfith University EthicscCommittee examed the reseah topic andhe

methodology and approved the proposal. Thportance of obtaining the free consent
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of all the participants before undertakinge ttesearch was noted. It was agreed that

confidentidity of all information would be guaranteed.

Parkview State High School is situated anlow socio-econoin area of the city.
Although the school has been established foy&#rs, over the last five years it has
undergone mssive changes. During thisne, Education Queensland hagmyed two
local high schools in close proxity — Pakview State High School and Ranger State
High School. Both schools had been eigecing decreasing student nbems, the
buildings and resources were in a state sfegiair and there was an inity to offer a
large range of subjects tousents. The decision wasade to amalganate the two
schools ontdhe site of Parkview State ¢h School. An organising oamittee was set
up to oversee the aiganation and funds of $willion were injectednto the prgect to
upgrade the buildings, grounds and facilitieshis neant that Parkview State High
School was transfored. The grounds wererdscaped and this inediately gave the
exterior of the school a well-kept image. d@luildings were renovated. Fousic, this
meant access to a dedicated periognartsblock. This block contagtwo teacing

roons, modern keyboard lab, instrental pracice roons, storeroors and a staff room.

The school today has 600 students in yearsl®. The primry schoolfeeder area for
the school is very large du® the amalganation of the two schools. There is a
principal and two deputy principals. Onepdéy is responsible fatimetabling and the
other is involved in curriculunand budgetig issues. The curriculumeputy is very
keen to promote osic in the school. She i@one from a school wih a very large and
promnent music program and is keen to licgie tha a Parkview. To this end,

considerable aounts of noney fiom the bulget have been abiated to msic.
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However, on close observation, most this noney has beerallocated to the
instruental program  Many aministratas are keento channel mney into
instrumental programs & they see this as a way of obtaining a ‘showpiece’ for the
school. For instruental progrars to reactexcellent standards h@wer, there needs to
be a firmfoundation being builin the classroomprogran. Paynter (1982) believes that
the classroom activity should be the point framich everything elsgrows. He als
states thatlassroommusic will be enhancedvhen use is lae in the clasroomsetting

of instrunmentalists and instrusmtal music.

The school has 70 stedts in its instrumntal program Two visiting instrunental
instructors Msit the schol each week foa day each. One teacher has 36 woodwind
students in a day and also conducts thecert band. Thether teacer has 34 brass
and percussion students in a day and conduetsttfge band. In this geographical area
students rely on the school to supply themh an instrunent so the nurbers are
dependent on the instremts available athe school. Wh the amalganation of the
resources of the two schools, sufficient instents are available for those students

expressing an interest learnng an orchdsal/band instrument.

In classroommusic, the schoaloes not currently offer year 12 electiveisic. There
is, howevera year 9-1@onbined music classDue to thevertical timetabling tha is in
operation at the school, year 8 students hegeneral tiratablein semester one and
from then on (semster two) have to choogkeir subjects fronthose offered at the
school. This maans that arts subjects olusic, dance, draenand visual art are only
offered for one ternf10 weeks). Unfortunatelyalso means that not all year 8 stems

are timetabled to coer these arts dajects insenester one. The stlents therefore &ve
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to make subject choices without being altte experience the subject at high school

level.

The class music teacher

Glenda (a pseudonynwas very keen to bawolved in the study. As a researcher
herself, she was keen to further the researchusic education. Glenda was new to the
school in tle year 2000 (the yeaf ¢the project) and was retung to teaching after a
period of leave. She works #te school two and half days per week during whic
time she is only required todeh music. As well as héeachng duies, there is the
instrumental programto coordinate and ahoir to rehearse. There are frequent
performances for each of the enshi@s and tese are generally outside of school hours.
Glenda has had experience in both teachimgistudying in Australia ahoverseas and
is curertly completing her PhD. Be is a keenand energic teache and very eager to
raisethe pofile of music at tle sclool. Glenda is working towards having a year 12

elective nusic class in th future.

This study offered @nda an opportunity to exame dosely the year 8 uwsic
classroom as traditioally this is seenby high school music teaets as the most
difficult dass. This is partly due to thadt that ths is a corpulsory class for eary
year 8 student and these students may kawe from many feederprimary schools.
This can nean that the standard ofusic skills and te erthusiasmfor music classs
may differ widely. On the other hand, fropear 9, students elect to studysic, and
the classes are generally qumed of students with soeskill base and a desito be in

the class. As Glenda was new to thkost she looked for the wsic work programs
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from the previous years only to discoveatmothing had been left by the previous

teacher.

The year 8 music classes
At Parkview State High Schoah the year 2000 there werievé year 8 classes with an
enrolment of 114 students. These students vassegned to classesndonty after their
enrolment. For the first seester these stents are involved in any subjects before
becomng part of vertical subject tiatabling insenester two. This neant thathat the
following music timetable was draw up:

8A 1 hour per wek for terml

8B 1 hour per wek for terml

8C 1 hour per wek for term2

8D 2 hours per week for term 2 (The action research group)

8E  Nomusiclessons.
During the frst week 6 term 1, all year8 students were given aaths test and a
reading age test. The usual age of a studehisaevel is 13 years. At the end of term

2 all year 8 students were givemasic questionnaire to cqotete.

The student nubers in each of the ye8rclasses are tisd in Table 2 below.

Chapter 4 — fie Reseait Context 69



Table 2 Year 8 class numbers

Class Student
Numbers
8A 24
8B 22
8C 24
8D 22
8E 22

Figures 5and 6 belowpreseh the results of the acad@&nteds of the five clases.
Acadenic tests such as theaths and readijp age tests conducted the school inform
and assisteachers of all subjects withgpining their progras) deciding how raterials
will be presented to sidents; andwhat diferent steteges will be used toasess

students. Tese reslis also highight the range o#bilities in the class.

Figure 5 Maths ted results
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The graph shows that theaths average isowest for 8B, with 8A, C and E by
relatively the sam® and 8D slightly above these This naths test contained 40anks.

The results indicate that tlwwerall level of naths abilityacross the year 8 population is

quite low.
Figure 6 Reading age results
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The reading age graphahis that tie spread fron7 years to & yearsis canstant in eat
class. Except for the gak with7 studentsat 12 years in 8A, thaumber of students
with differing reading ages is silar acrass the grades. Thiseans that the music
teacher is daling with students with the sampread of reading ages in all of the five
classes. As the average age of year 8 stadehB years, at this schioihere is a lege

nunber of students in year 8 who fall weklow this ag in their eading ability.

Chapter 4 — Tie Reseailt Context 71



The above results indicate that the acaddavel in both maths and reading is below
average at this school in the year 8dsint population. This inforation has a
significart impact on planning a usic progam When tasks that reipe readhg sklls
are a corponent of a programthe reading ag of the class needs be taken into
account so that students will be able to ptate the tasks. If theeading age of a class
is at a low level, tasks will need te peseited in variols ways otherthan throug
reading. This reading age will alsmpact on the settingf written tasks as see
students ray be unable to @adthe taks st. Maths am music aretwo subjets
requiring students to work with syools andvalues. Low m#as scores can indicate that
extra assistance ay be required when expéug students to work with osic symbols
and requiring students to reaad interpret msic notation. Sone students ray also
experience difficulties in unddaesting valles of notes ad their relationships ithin

bars of nusic.

Sone research findings have sugtebs thatmusic educatia contributes positively to
student learning across a rangfecurriculumareas. Studiethat have suggested that
music education contributes to academchiezement in mathematics inclué Casta-
Giomi (1977); Fox and Gardiner (1996and Price and Hallan1997), (quoted in
ASME Publication, 1999, p. 8). Bridges (19&upports the viewhat regular rasic
study leads to iproved perforrance in othe acadent areas including athematics.
Research findings also suggest thaisim contributes to acadam achieverant in
reading andanguage lglls. The® include IBx and Gardiner (1996and Hanblen
(1993) (quoted in ASME publication 1996, p. 8Pearson (2001) cqited and edited
the bookletWhy Music is Basic: Théalue of Music EducationThis booklet contains

12 studies that explore the relationship hesw nusic instruction and reading skills.
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All of the 12 studies suppbthe existence of a connaxt between music study and
reading. The booklet also reports on fowdsts that provide support for the assertion

that nusical instriction can aid naths skills.

Most regarch agrees thatamsfer of learningdoes takeplace acrossubject areas.
However, not all agee that rosic itelf benefits learning in othe pats of the
curriculum As Gifford (1988, p. 121) reportsit is unlikely that the individual’s
mental faculties a improved throuf the powerof music...It seems nore likdy tha it
is not nusic per se but rather the way inialin music is stdied thd leads generly to
higher standards...It is the attitude to study and the developaof concentration and

memory that transfers to loér areasfothe currictun?’.

With the low level ofacadenic achieverent in maths and reading atafkview High
School, any transfer of leang that nay occur frombeing involved in a msic progran
would benefit students. Any positive iatles to study andhe developrant of
concentration and emory skills could conthute to the achieveent of e students in

their other abject areas.

Gardner (1993) suggests thatsit is a discree intelligence. Themplications of this
are that aneducation in music is estial in developing fully the learner’s huan and
musical potential, and a music educaticayrbecome a means through which a range of
curriculum areas are addressed, providing stid with altenative pathways tdhe
developnent of conplex understandings in bér learning areasFor Gardner (p. 32),
“an intelligence carsene both as th conteh of instruction and the eans or medium

for communicating that content”. his suggsts that a msic eduation contributes to
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the conplete pidure ofthe stuént’s intdlectud and cogitive devéopment in a rage
of ways. Once again, any contribution thaisic education can ake to enhance the

potential of the students atiRaiew would be of benefit.

In 2000 the year 8 students cafrom 22 different prinary schod for their first year of
high school at Parkview Statdigh School. This is aexceptionally large nubver.
Two surrounding high schools repedl that the bulk of thestudents camfrom seven
and eight prirary schools. Thexceptionally largspread of feedegsrimary schools for
Parkview High School akes it impossible for # nusic teacher to be in contacitiv
all the primary nmusic teachers to lkow what the studentsati covered irtheir pimary
years. It also mans that there hadeen22 different styles oteaching and msic
prograns (or in sore cases, absence of) perged to thesstudents. The task de
high school music teaeh becomes an evermore daunting task underdbe conditios
and it becores very important that prograsrare designed to est the wide range of

needs in a class.

During term 1 8A and 8B were involved music clases. During this ti@ | went to
the schobeach weekdr the lesso for 8A. | becane an assistann the clas and
helped out wherever possible. | did this for the tesonl could becore beter

acquainted with the school seeand the students, and alsgalve ne an opportunity to
get to know Glenda whorh had only justmet. | becane a familiar face especially
around the music block. In second tettma action research project waspiemented.
8C and 8D had wosic lessons in this termThe only criterion usd for seleting the

action research project class wae thasisof timetabling — when m timetable could

accomnodat visits to the school. 8D, thefiore, becam the action research peat
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class. Glenda had decideditagplement the ame curricdum plan in 8C as we oauld
deliver to 8D. However, she needed tekm ajustments as tfs class - 8C — would
only have one hour of music per week (8Ehe action researchads — was tigtabled

for two hours of rasic per week).

Issues of claboration for music teachers
What are the issues raised when a Ousthlusic Coordinator and a usic teacher
collabaate in the clagsom? In my previous collaborative work with osic teaches |
have always found ynposition as a supesor to be a hindrance. If | ade a
suggestion it was alwayskien on board — without questipand some teachers had
expressed concern that | wdube in their room (even though they had the option of
being involved or not). Wh Glenda it wa different. As she had been newly
appointed to the school atetlbeginning of the year, wead not worked together as
coordinaor and nusic teacher. And asHad taken leaverdm the position to do the
study, the barrier of supervisor and music besiavas not there. However, Glenda did
make an entry in her journal expressing acam re ny visits but also rade nention of
the positive:
| have to dmit Kay that nost nights beajre this leson | stress oua little
wondering and hoping that it willogok and smoothly with you thereBut |
usually end up thinking rather positivedpout this whole situation knowing that
you are a support and have an understanthat nobody else in the school can
possibly have (except probably Jane as tstught year 8 usic in sone of her
schools). Bt also for the fact that yoare researching and understand the plight
of music education. The & benéit of this poject is that it rakes ne redly

contenplate what do | really want tdo with these students and why dm
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wanting to @ this — whais the point??For them | nean. This rdédion is also
excellent lecause | strogly beliewe thatit makes one emrch for ickas for
improvament and begin to solidifya basic and grounding philosophy for work
that we do. | hope thisakes sense. Soany times | have just felt like wanting
to slacken off but this project has kepe motivaed depite feeling totally
exhausted frontack of sleep at home, éhbusiness of life with Annie at school

and of course gnown thesis.

This entry confirned my beliefthat Glenda and | worked mewell together and became
firm friends both durig and after the study. We worked well bessawe respected
each otlr's ideasand &ills. Mog importantly we both hd a vison d wanting to
improve our own practice, as well asetiplanning and delivery of year 8usic
prograns. We worked as equal participamighin a professional discourse. Schon’s
design — where the talents of all parties inform the research act — \wkesnemied

(quoted in Taylor, 1996, p. 31).

Respect and integrity were of special sigiaihce for ne throughout this project. féer
learning of sora of the @nstraints for théeaching of music d@arkview High School |
wanted to corplain to the principal of th school that soething should be done. Upon
reflection | realised had torespet the pofessional integty of both theprincipal and
Glenda in their individual roles, and wods a teammember in bringing about soen
positive change. | needed to be opennded andlexible and not domate withmy
own ideas. | needed to be ahidisten to and respond toetlsituation as well as reflect

on nmy own teaching as well as that others in a professiahmanner.
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| amvery grateful to Glenda for allowingetio cone into her classroorand erbark on
this jouney. This study has identified posi@voutcones for teachers and students
through the use of reflective practice and actesearch. The adel is presented so that
teaches in the future will reflecon their own and one another’s ways of seeinggtin
and strive — at best, through reciprocaflection-in-action -to communicate about
them This could be a starting point tdl fihe void in music eseach (as identifed

previously by Roberts, 1994).

New Arts Syllabus

Paynter opens the foreword to his bddksic in the Secondary Schoalir@culum with

this satenent:
It has always worried me thatusic which, outside school, alost continuously
goes in and out of young people’s heads tclwitirs their felings and activates
their bodies, becoes when presented — as presented — inside schools, a ‘dead
bore’ (1982, p.viii).

This is further elaborated by Mallée (1990, p.97) when she states:
Music is listened tdoy mast of the population for soaportion of eaclday, with
radio gations devoted entirely tots dissermation and multi-nlion pound
industries to its production and dibution, with nore and nere young
people...\Wy with this nassive affirmation of the inportance of rnasic to the
human condition, is it solittle understood, so wlely undervalued and so

generally under-resourced in our sclsabolleges and universities today?

Is this the &ult of the msic teacher, the curriculumor the school? A starting point

would be to look at the curbum. This is dificult in the case of the year 8usic
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curriculum because there is nocdudocunent. This neans there is nphilosoplical
underpinmng from which music teachers can wio and plan. For creative teachers it
allows themto plan an exciting andngaging pogramthat will meet the needs dhe
students. &r strugding teachers this can add to their woes. For estisdacross the
state this reans they are denied aruatjaccss toa core set of msical experieces ad
activities. Brady and Kennedy999) believe that a core rticulum can be seen as a
guarantee @t all studets will hawe accesdo an agreedset of learning and tlat their
progress will be mnitored. Lawton (citeth Brady & Kennedy, 199%urther adds that
the idea of a coman culture curriculunis notto reduce everyone to the satavel, but

to meke sure that eveone has the oppamity of access to the sankind of basic
knowledge. Given a set of core experiencesic teachers would have assistance in
preparing their lessons but then have the stopedividualise the msic curriculum to

meet the needs of the students, the school and the community.

Many nusic teachers have at the base ofrtpanning tkat they need to ‘prepare’ the
students so they will be atstandrd to contiue the sidy of nusic. For nany this
means doing lots of theory tite expense of usic meking.
The theorypart is samportant. We have to go backo basics in year 8and do
all the foundation things. They cermto year 8 fromeverywhere. W have to
get themready for year 9 msic...because it is quite hardhey won't cope

without a good background (Margaret, in Hartwig, 1999)

This is ironc when we exaime the declimg number of students who continue with the
study of nusic. Are we writing te curricdum for this very snall nurmber? What about

the ngjority of students? Payeit (1982) points out that thnestory of music in school is
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a continuing story of anpparent dichotom between praee and teory; between the
‘fun’ of making music now and the hard grind of acquag techniques which will (or
should) nake it possible to havenuch nore nusical enjoynent later on. He further
states thiathe implication that thee is sonething slightly fivolous abouthe ativity of
music-makingwhile the study of msical treory is acadeioally respectable, is an echo
of a controversy going badk the Middle Ages and havings aigins many centuries

earlier.

The rise and influence of the publicusic exanmation systemas well as the
establishrent of the school instruental program has sen a rise in perforing
standards and a growth in schools of esthas, bands and ensembles. This has
certainly helped to iprove the status of nsic in secondary schools. However, this has
tended to exclude large nbers of young paple who do not have high standards of
musical playing skills and who have no irtien of pursuing rasic as acareer and has

not helped the develommt of the musi curriculumin the classroom

There are |l plenty of people (parenisteachers and admstrators) today who
continue to see wusic as a 'fill' in the curriculum and certainly not an area for seiso
study by all students with the exception of takented few who sy make a career of
music. As his study shows, this negatititude can have ampact on tinetabling
and budgeting in schools. It can also infleeparents when they are assisting children

in subject choices.

What is the hope fathe future? A newvArts Syllabus Years 1 to 1€ aurrently keing

published and will be deliveredo schools by the beginning of 2003. Full
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implementation ofthis syllabusaaoss Queesland state sdols andstate Igh schols
will occur throughout the nextriére yearswvith schoolsreporting on the outcones by
2006. It includes five distinct and separdisciplines — dance, drama.edia, music
and visual arts. This new syllabus seesdtie as irportant as they entertain, redo
events, promote ideas, provoke responsesnulate discussion and provide
opportunities for us toreate, reflect, challengetualise, critiqueand celebrate. They
play important rées in expresag and shaing the vitality ¢ cultures ard communities,
in construting persoal and cltural idertities and in trasmitting values andideas
(Queensland School Curriculu@ouncil, 2001, p4). It is stated that the usic strand
focuses on studentsaking music and develping the abity to think and expess
thenselves in sound. Meaning, it is said¢@nstructed througmegagenent with music
that is carefully chosen for itsusical conert with the abilities,experience, needs and
prior knowledge of students inind. Saisfaction and enjoyent cones from
experiencing masic through singing, playg instrunents, listening, mving,

improvising and comosing (p. 18).

The syllabus is based on an outesmbased philosophy. No musicethodology is

prescribed, however the core content isttem using the termology associated with
the Kodaly philosophy and ethodology. Thes are three outcoea for nusic. They
are written in terma of (1) aurally identifing and responding tmusic; (2) singing and
playing; and (3) reading and writingusic. All thes staterants lan towards the
teacher engaging the dents in nusic making. However, close examation of the core
content is very disappointing. This contdists sequences of mical skills that can
only be described gsertaining to 19 certury classical Viésternart music. There isa

heavy erphasis on writing on the traditionfiVe line staff using intervals and scales
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found in Western music. The words éate’ and ‘listen’ are msing from the
outcones. There is no emtion of grapht score or coiputer nmusic technology when
notating or recording music.l believe that for those wsic teachers who insist on
teaching the theory of music, as in ti&lent Music Roomwith little or no time ér
“music meking” the newArts Syllabugthe music conponent]will do nothing to change

the stye andcontent of their teaahg.

At the planning stages of tteetion research project, aafir copy of the new syllabus
was available. Aér studying ths syllabus,Glenda and | decidedot to use this new
syllabus in our planningWe did not want to be restricteid tradtional music writing
techniqees and classical Western art musiour program The philosophical base of
our program was “msic neking” by the studerst To do this, we did not want to be
restricted bythe style ad techniqesof music to be studied and used in classiththe
issues that this study hassed, | believe that the neArts Syllabus- Music Strand will
not encourage teaels to seek andlentify new and exciting ways of engaging their

students in music aking.

There is, however, a very positive issue #@hnates fronthe introduction of the new
syllabus atts eduation will be campulsoryfor all students fronyear 1 to 10. fe
benefits fran being involved inarts eduation will now nd only be availade for all
students intate schols, but will be a nandatorypart of their education. In years 1 to
7, the five strands of the syllabus -usit, art, dama, dance andnedia —will be
mandatory to a rmimum of 100 hours per yeatn years 8 to 10 it will be copulsory

for students to study one of the arts strafodsL80 hours. Ahough each discipline of
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the arts has its own specialoperties, the overabenefits of being involved in arts

education will e available fo students through to year 10.

A transfor mation takes place
Since the ompletion d the actionreseach project and further reflection on the new
syllabus there has been a sBmmetion in nmy thinking. | believe that although there
are som constraints in the osic strand othe syllabus with the coreontent and the

outcorre statenents, thee are nany positive issues to be fghlighted.

It is exciting thd the ats arenow consiéred one of the key learning areas of the
education curriculunfor years 1 to 10, anddhthis syllabus is amdatory. Hopefully
this will encourage mre involvement inthe arts by all students. The syllabus, as
mentioned, has at its base an outcomesdabdosophy. By specifying essential (core)
learning outcores, the syllabus seeks toseme that all studesitare provided with
opportunities to achieve success, #mat trey know and understand what is required of
themin order to denonstrae their achieveents. This wil mean that thedcus ison
student learning — what studsrinow and can do. Reportimgll not be done in terms

of grades but in tersof what outcores ae denonstrated by individual students.

There is now a sequence of learning farsival conceptscross thesfirst ten years of
schooling. Once fully impleanted, across Queensland schools, there should be an easy
transition fromprimary school tchigh school for students the nusic class. Although

the sequence of the core camt in nusic is written ugg the ternrmology generally
associated with a Kodaly philosophy, set nusic nmethodology is mplied in the

syllabus. This allows teachers tos@i theirprofessional responsiltty and expertise to
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identify relevant and appropriate learningperiences, and to organise and integrate
these in wgs that natch the nees| inteest and abilities of students in a particular

context.

Sing and play is coreutcome number two.This will mean that lateaches will be
required to involve their studenits singing and playing. Thus, tis#lert music room
may no longer exist. Coreutcone number three involks reading and writing of
music. How does one read and writesio in the 21 centuy? Wl it be using vaious
types of scores — traditional and graphioymputer progrars video, tape, or digital
processes?Although these various techniquare not rentioned in the syllabus, usic
teachers adld enbrace the technologies of the presenttwgnand tlus neke these
writing processes Hevant to todays studerd. The use ofliscreéionary outcones will
enable the music teaghto presehmany expeiences (ther than the core ctent) to
students. These experiences can begdedi to neet the ever-changing needs of

students at their particular context.

With the introduction of arrts Syllabugnot just a msic syllabus) opportunities may
arise for nusic teachers to work ag®e the artand with other arteeachers. This coad
assis in the collaboation process and semusic teacherdess isolated in the music

roons.

Conclusion
This chapter has presented a brief historynaéic education and the usic syllabus in
Education Queensland schools. It has alsfined the local context of the action

research prect — tle school, the music teamhand the year 8 usic classes. This
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chapter hagaised isues of collaboratin when two rasic teachers plan and work
together. The final section of the chapter discusses the AresvSyllabus— its
implementation and implidgons for the future of nusic education in Queensland

schools.
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CHAPTER 5

REPORTING AND ANAL YSING THE DATA

Introductio n
This chapter, organised into five sectiongares and analyses the data collected during
the study. Section one contains the prlary data that emerged during the interviews
conducted with the sevenusic teachers andne university rusic lecturer. It also
contains details of student responses frih@ questionnaires cqieted by 8D (the
action research class)&B8C (the class oeiving nusic lessons during the sarterm).
Section two details an analysis of the foycles of the actiomesearch project. Secho
three contains inforation gathered fronal the year 8 students at the school. This
includes year 8A and B who th@access tonusic lessosin term1, 8C students who had
music lessons in terra alongwith the action research ckas 8D. Comrants fromthe
students in 8E (the year 8 class at $hbool who nssed out on being included in the
music timetable) are also includedSection four identifies the systemconstraints
facing nusic teachers. These were itBed throughout tk project and also
highlighted in themusic te@her interviews. In section fve the main thenes that

emerged from all the data are drawn togetioeiorm the ngor conponent of the study.

Section 1 — preliminaryresearch
Music teacher — interviews
Seven msic teaclers and one unersity music lectuer were interviewed in a forah
setting before the commencent of the action research project. There were nodbr

selection criteria for choosig the participants for the intelews. Teachers were
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randononly invited to be intervieed. | did lowever lookfor teachers who had had
sone experience teachgnmusic and not beginng teaclers. | wanted to draw on the
vast knowledge and experms from those teachers who had been teaching for some
time. This in no way dimmishes the talents of beginning teachers, however, | felt
experienced teachersaynbe able to sharieir experienes across a number of schools

and a large nuber of year 8 classes.

The intervews were inbrmal discussionsvith no formal questions. | did however,
guide the teachers to discuss certain issUdsese were sies that | considered could
inform the actionresarch prgect planningand also asst in creating a bank of
knowledge of year 8 osic classoom experieges. Theyincluded: teacher attited to
year 8 music classroors; the timetabling of classes; planning for year 8 programs;
suggestioa for running the class without seictions; and the support received in the
school for music. | also sought to have timterviewees identifyeasons that they
believed to be behind the fact that the beanof elective seniomusic students was on

the dedine.

Although teachers acknowledged that year ®iésnost important year level for osic

in the highschool, theyrevealed a negaevattiude tothe teachingf that year lesl.

Rose, a rasic teacher finl2 years stated:
| dont enjoy it (year 8 music) amly becauséhe range of abilities in the class is
so big so tht mekes it dificult andthe range binteres in the subjetis also
very low. These kidscame in with avery negtive attitude from primary school.
Theres others that have just done soamyrivate nusic expeience and it's just

finding somewhere that conneditthat togeher. (Lines 5-9
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And fromLyn:
They alwag put the good teaehns atGraces 11 and 12 and that is so
fundamentally wrong fecause if you don’'get grade 8 right the rest of the
programfalls apart you don't and | don’t aéy enjoy it | mean they can wear
you down particularly where if you've got eigiitade 8 classes. It is frustrating

but hey you know you go in there and just have to doined 17-22)

Desiree, a teacher 6e years exprience:
Grade 8 music is the probably theoshimportart the most irportant why
because thas where the cligs thefuture yearswill come from therefore it has
to be fun. | think the practical side a&ay but we have to do theory and they
don’'t want to do that. | don’t want to dcath They play up. Whave classes of

30. You can’t do real osic. (Lines 84-89)

It was encotaging to har sone positive commants fom Louise:
Yeah it's working yeah definitely fun firsport d call first experierce that’s the
beginning and if it's notun it just doesn't work atll and for me it's fa
because #y're so almost naive drfresh when they begiand you can alost
do anything with themral if you get the right stimus happening fronthe
beginning of the year. Oh it can be i®nderful all thedifferent things you

can do with it. (lines 14-18)

The interviews revealed thatast schools timtabled year 8 osic for one semster or
for one term. In only one school of theusit teachers interswed did the year 8

students &ave access tanusic lessns for thewhole year. In the scbhol where this
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occurred, tke teackr revealed tht shehad fought over many years to get year 8s
timetabled ér the wholeyear and tht she wastsl fighting to keep the gar's timetable.
| was alway fighting to keep nusic forthe year. | was finding that it was being
questioned more and more. hWdo we always have to beg for our subject

time?(Louise, Lines 98-100)

Now that Lyn had mved on, the timetalohg of year 8 classes had changed:
Lyn: ...with all the vicissitudes on tienclanping | fought like a rad man to
make sure we kept osic right througtthe whole year | know the school | was

at has now gone haha interestinglysémesters and ters (Lines 51-54)

The intervew data revealed thatamy music teachers condted a foundation type unit
to comnence their year 8 usic clases.
We started out with what we justlieal foundation unit for want of a better
nane...foundationunit was just B sorts of basic conpositioral techniques
which tended not to be writing anything they wererenlike an inprovisation

(Louise, Lines 36-43)

| start sort of back from scratch butvbuld always use the language that they’re
used to rhythnwise and hand signs thdéyad to learn sadf all those not only
because it's what they know but it works and there’s a solidical reason

behind it. (lyn, Lines 268-271)

Rankine (201, p.67) reported thaklnad witressed a msic teacher sato the studets,

“forget all that kids’ stuff, gdoack to the beginning, thiswehere real music starts.” He
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further states that seadary music teaches who buildupon the accoptishments of the

students, from the start of year 8, ‘ttheir students a great courtesy” (p.69).

Murray (a high school principal) reveal@d discussion what he thought was wrong
with year 8 music:
What's wrong with year 8 osic is the sae thing that's wrong with all year 8
subjects — teachers belietre children know nothing. ¥have to build on their
seven years of knowledge — not continuglige thenmback to the beginning.

(Entry in Kay’s journal, 5 June)

Most teachers revealed thiie practical comonent of the lessons was enjolalor
both thenselves and the students.
They [the students] love it when we'oa guitars and keylaods. (Desley, Line

120)

Where I've been the guitars cerout fora little section tht theyre doing and

the kids respond so positiyel(Desiree, Lines 126-129)

However, Lyn stressed that singing was itten part of her classroommusic program
as she beliead that:
...you can’t learn an instruent properly ina classroonsitudion in a couple of
periods © one even not even a wholerpml a week so we are kidding ourselves
if we say we teach them instrents we're tezhing themthe geogralpy of the

keyboard ad a few bits of skills to g themlearning... (Lires 185-188)
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She also stated that theidents ejoyed the irstruments:
...therearesone days when | cahl’'m not a singer no way ainsinger there’s
sone days | just can’tdce it and | goy the instrurents and they gay the

instruments in the classroomnserles andhat sort of thing. (Lines 201-204)

John, a university lecturer stated that he beliethat the problerwith year 8 msic is
that the progams presented are hpractical.
It seens to e that you know the first pblemlies in the facthat prograra are
not practical they’re not based on activitatik the first problem Secondly that
those that are based awtivity are notbased on maningful activity and third
that they dom'know how toselect materials in such a way and franhemin
such a waythat thg can meke it meaningful..Children are not engaged in

making music. (Lines 17-28)

Sink (1992) believes thate need to r@ke nusic meaningfulfor the stuénts as “nusic
behaviours, stabilised and changed duridglesence, strogly influence desires @ah
directions for continued music learning gpatticipation as a conswn conposer ad

performer”.

Another point that | broughtip for discussion during theterviews was the issue of
support given by the admistration in school$o the nusic departrent. This support
varied fromteacher to teacher.
Very very good | was very lucky and litlk that had everythig to do with the
fact that | was the Head of the Perfiong Arts Departrant and the school had

already nade a priority to have a perforng arts HOD and the adm ha

Chapter 5 — Reprting The Data 90



actually nade that priority in conjnction with the HODs. (Louise, Lines 256-

259)

Mixed from very good support through to nagry much at all uml think in
terms of instrunental music they see thas a big PR thing for the school where
the academs side of nusic they dort really see the acadeimor aher thngs to
do with the arts that are are good for a stiidleey just see s being well they
can perforrance andthat isn't necessarily wat the artsare abotiso | think
that's whereit sort of falls down theythey're not aware particularly of those

other aspects. (Rose, Lines 166-171)

The deputy principal treats us like idi@ad basically saygou’re over stresed
and you're being typical perfolimg artsteachers whenever we go to see her.

(Maree, Lines 309-311)

Teachers déred nmany suggestions as tahy the nurbers in elective senior uaic
classes had declined over recerdrge These suggestions included:

admnistration (Louise);

teacher traimng courses not prepag music teachers well (@uise);

instrunental students eléother subjects (Rose);

talerted nusic stuents &so tdented in other areas (Rose);

the syllabus is way too ha{taree, Desley and);

crowded curriculunfLyn);

students not getting the intedted and nusical satishctionout of the 8 to 10 progna

(Lyn);
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syllabus not conteporary (Desiree).

Summary of music teacher interviews

The data fra the nusic teacker interviewsrevealed that osic teachers acknowlge
the inportance of rasic at the grade 8 lel;ebut unfortunatelythey have negative
attitudes twards teacimg at this level. Could this be helped by having a byla
docunent which wouldhave a philsophy undenmning this teacimg, ard a set of cee
content? @uld set time allocationassis teaclers indeveloping an effectes progam
over a nurber of years?What new ways andleas can be used to support the work of
music teachers in schools andk®a themand their subject feeldued? The widy
sought to address serf these qutions. Wth the introduction offhe Arts Syllabus —

Years 1 to 10 sone of these issuesay also be resolved.

Teachers revealdthat both tky ard theirstudents goyedthe pactical conponents of
music lessons. Could this be a key stgrtpoint for lessons? If both teachers and
studentswere pogive about tfs practical canponent it cald bean exciting place to
commence and then becem springboard foother activities. Manyeachers identiéd
that nost classes commencedth a foundation type unit afrork. Although this could
be identified as the way to ascertain pkopwledge of students in the classytme he
presentation of this introdtion to high school music needslie addressed in tesnof
what will ergage the stlents. If using a foundation unit, Wwalo we cagr for students

who, on entry to year 8, haveghiy developedislls in music?
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Student questionnaires
The pre project questionnaires were givelyear 8C and 8D students. 8C hadsia
lessonscorcurrertly with the action resech music clas 8D. Tyical stueénts’
responses when discussing their attitudentisic and their prirary school experiences
included:

I like music just not the typéhey teach in classro@n

| didn’t like playing the recorder

Playing the recorder and writing $all the tine (I didn’t enjoy)

Singing baby songs sucks

| didn’t enjoy pretty nuch everything

We had to do these stupid haigeis and write all the tim

Ten students (out of 22 fror@D) sad they enjoyed NOTHING in priary

school nusic.

A positive featue identified by sudents oftheir prevous exyerierces vas the playing
of percussion instruemts. The mst popuér aspiration othe students in their high
school nusic class was to play an instramb. Not surprisingly, students’ favourite
radio stationwas B105 (FM rock mmsic staion), with most studats watching TV music
prograns such afkageandVideo Hits. All students were abl® write their favourite
musicians- all of whomwere popmusicians. As this conterporary genre of msic is
what young students are totaipgaged in, do music prograiat the year 8 level nde

to reflect this?Does pop msic belong in the school usic prograr?
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Section 2 — Results of the oroject

The action research project

The four cycles of the pre¢t are discussed under theatiegs of planning, acting,
observing and reflecting. Glendand | net to construct a pin for each cye. This

straegic plan was then implemented. Our ideas wereupinto pratice. We then

docurrented in our journals our observaticmsd reflections of thempact our actions
and the plan had on the students.e Wen met to refect and drawtheordical and

practica conclusions. This datawere tlen used to informthe planning of the next

cycle.

CYCLE 1

The project begins.

Planning

Glenda and | discussed the topics and el@sto be covered in each cycle. elanted
to build on the students’ knowledge frgomrimary school, not subject them to lessons
involving relearning the basic extents of nusic. We realised that due to the large
nunber of feeder schools we would hat® be observant foany students having
difficulty with the knevledge and skills we were assuming had been develaped
primary school. V& were united in our goab have aspects of cquosing, listening and
playing in each cycle drawingon Swvanwick’s (181) CLASP nethodology -
conposition, literatue gudies, audion, skill acquisition ad perfornance. W agreed
that the students should betively engaged and aking music in each lesson (Elliott,
1995). Using the data gainelom the nusic teaclr interviews that practical

components of lessons were positive and sssful as well as the students’ comments
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on the questionnaires that theynted to learn to play anstrurrent, we decided there
would be many opportunities for the studentbéanvolved in playing instruemts. We
agreed on a teateaching approachnd that the core content in this first cycle would

include rhythns, raps and drurkit.

Acting
In the first lesson the students were expetteaurally and visuallyecognise rhyths)
and thento extend theirskills, the sudentswere given drursticks to tap therhythms
and in turn play ta drun kit. This workedwell and thestudents wee able toreall and
performrhythms learnt in primary school. They respondgasitively to the use of the
drumkit. My journal notes included:

Students knew basic prary school rhythrs.

Drumsticks put srites on their faces

Drum kit ‘lit’ them up — everyongvanted a turn. (Entry 10 April)

The students easily perined the recorded s - in fact they were too easy and upon

reflection too young for this clas€slenda wrote in her journal:
8D appeared to grasp the rhythmeallywell and | think thatooking at the rap
was good — they really liked the clapgirhythmc ostinato in the exapte
given. This says to enthat a concentt®sn on this could be beneficial. ma
going to get other exgoies of Rap to plajor them to boost the stylistic concept
of the genre and their listening repertoalso. The rapook and CD was good
but not “old” enough for them think. The neaning and msical structure

behind rap is irportant — need to dmore of this. (Entry 10 April)
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In the secod lesson of this cycle, a histoof rap nusic was presented as well as other
recorded versions. The students alsotetiato conpose (in mall groups) their own
rap. All students perfored their raps in the second weelDuring this first cycle of
two weeks, the students were qmsing andperforming. This worked extreely well
and nost students were on task. The perfamoe and videoing of the raps proved to be
very successful. The raps were well writ{éor a first task) ad nmost groups took pride
in their perbrmance and were keeto seethe video of the perforamces. My journal
notes read:
Students hesitant at first in front of the video — we had to give lots of
encouragemnt. At tre end theywere vey excited to see # video — and then
becane very critical of nstakes theyhad nade while perforrmg. Students

asked to view the video @sond time. (Entry 17 April)

Observing

| believed tle teamteacling approach waworking well and the content was effective.
Two music teachers in the room — fatites Students arerotask — | guess this
is also helpd by the two teachers can’'tget away with rach. | feel quite
accepted agart of tle cultue d the classand certainly not aroutsider.
Students comup to me asking questioasd geking asigance. Gleda and |
seemto work well together. W are bothvery different and have different styles

— but maybethat is good.(My journal entry 17 April)

My observations of the action this first cycle were positez The students responded
in an irteresed manner and were egcially keen to play the drurkit. Glenda and |

worked well together ahthere was the lgening of nusic meking in the classroom
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Refleding

Glenda was positarabait the progess to dateut also expessed conea after this frst

cycle:
| think this class &d a good solid musiknowledge basedzause st of them
handled this[the rap task]really well. Some were worried they hadn’t had
enough tine with the drumkit in rehearsatime. | pushed them all to perform in
front of eaxh other. Initially only one ofhe groups was keen to do their
performance which | thought was unusual. Many of the girls were very shy
despite the progress they hadd®. Even though they had one and a half
lessons to @pae | felt that sone peformances were weak. It is demding
here that many of the students need reaturing to adually conplete given
tasks. | tink that theyenjoyed thisrap task ad then wlen they #empted

writing the rhythmthis was vensurprising. (Entry 17 April)

| wrote pogively after this frst cycle because afterlgriwo weeks, there were studsn
reinforcing their rhythnt skills learnt inprimary school, being exposed the stylisic
features of rap, coposing their ownraps, and performg their conpositions.Although
sone students were ‘shyvhen it cane to the perfornance elerent, each one of them
stood in from of the classand performad their own comosition. | wrae in ny journal:
We are naking music! There are musitaounds in this roohiThe students are
interested in what we are doing. Thigggests that yearsdudents do reember
rhythims from prinary <hool and that thewre nore than ready to ave on in
high school. Although the standard ofmmoof the students’ raps and their

subsequent perforances were not brilliat, | bdieve that the students enjoyed
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the task and that we haveatie a good sirt to their nusical experiences for the

term (Entry 17 April)

This first cycle proviéd an opportunity for Glenda amoe to build on the students’
rhythmic skills from primary school. W then noved into putting tese skills ito
practice on the drunkit — drawingon Elliott's idea of prectical experiences inthe
classroomand having the studenpday the instrurant and nofust look at a picture or
video clip of a drunkit. The new concept plored was thetglistic featues of rap ad
then the students were extended intonpgosng their own rap compositions and
performing them The features of SwanwiskCLASP modéewere all employed in this
cycle. Glewla and | wes pleased with thehythmic skills of the clas ard decidedthat
they were ready to ave into melodic and kgboard skills in cycle2. We were excited
that the tudents hadall attenpted treir first composing and perfoing task and were

confident that these beginning experiencad laid a foundation on which to build.

CYCLE 2
The key areas that had been developed irecyalere thetudents rhythmic skills and
their ability to performthese rhythm on the drum kit. This basic rhythm
understanding would be further developed wheimg the keyboards in this cycle. All
students had now been expogedheir first nusical perfomance as both a perfoen
and the audience. These experiences avdad built upon with further perfoiimg

opportunities.
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Planning

Cycle 2 was prirarily to be devoted to keybahskills. Glenda and | decided on the
repertoire of five pieces for keyboard -awlassical (Ode tdoy and Morning Mood),
two modern (Truly, Madly, Deeply and The from Titanic), and one ethnic (Innay).
For the singing we decided to draw on kegyboard raterial and use the contg@orary
text version of Ode to Joy as well asulix Madly, Deeply, Them from Titanic and
Innay. In keeping with ouphilosophy of actively engaginthe students, all pieces
would involve the students in singing apthying. We aimed to have all students
playing the keyboards but wereamdful thatsonme students would be able to use both
hands on the keys while othergynbe onlyable to use one hand. éMould encourage
unassisted note reading, but were also geelpto be fexible to indvidud student

needs so that all students could parti@gatthe music @king at their own level.

Acting

The orignal versiors of all pieces were plad for the $udents so thg were ake to
identify a professionalgformance of eaclpiece and also airto developing listeing
skills in different syles ofmusic. Tine was spent on develing the note reading s
and the technical aspects of the keyboasdwell as work on vocal technique. A
problemin the delivery of this coponentof the progranwas having enough resources
so stueéntsand teachersould work efficiently and effectiely. The singing sections
were hindered by the studentiick of willingness and coitfence to participate.
Glenda and | had to work extrely hard in these segnts to encourage the students to

sing.
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Observing

The aimin this keyboard section was to getleatudent to at least be able to play the
right hand & each piece. Whoped that somstudents woldl take up the challenge of
using the left hand as well. This cycleobght mxed results afirst. The taskwas
made a little harder as ¢hne were not enough keyboarids every student and some
were in a state of disrepair. W& sone students worked well at the keyboards, some
students (rainly those wo were experienog difficulty) found this a tira for annoying
anyone around thenthunping on the keyboardsind naking lots of noise. This v&a
very evident when students did not haveittown keyboard. At this stage thegjor
drawback was having insufficient resourcegaod repair for the students to use. $om
students however excelledChris was very exciteé@bout playing keyboards and
practised in her lunch hourShe exitedy repated to ne: "Hey Miss | can play two

hands". Chris continued to do vergliwith her keyboard sks.

There were other steds who initially werenot as successful. Steve was troubteso
and at first did nothing excepnnoy others around himGlenda identified himn her
journal:
We discussed that "boy with beans" -viaas pretty bloody awful - have to think
of sonme ways to include Im in "on-task activities withme as the "nnder" - if
you know what | mean. Boys a& alwaysthe ones that have difficulty in
behavioural area - | wonder why?? Are agglressing this fact in a positive and

successful &wy?? - | don't think so. (Entry 4 May.)

| decided to reke Steve m personal challengéor this cycle. | s& with him for the

whole next lesson and he worked very weltl dne was able to aster the two rmadern
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tunes by the end of the sessi He did not fully understand the rhyttand was not
able to read all the notesthout the assistance of semames being written on them
but he fad succeeded He was very proudf himself. | was also thrilled withthe
results - but how often canteacher sit with one child fane hour when there are 29
others in the roofh Glenda reported th&teve had started cang into the keyboard
lab to pradise at lunctime. In her journal she wrote’| think he (Seve) felt good
about actdlly being able to play the pieces -dsi to self esteeinThis keyboard cycle
was successful for the students and they wavaya keen to get into ¢hkeyboard lab.
As we net each week for the lessomany would ask: "are we gag nex door (into the
keyboard lab) today? It was an encouragg outcone that this aspect of the program

was seen as posiawy the studds.

Refleding
Although the keyboard cgmonentwas successf and engaged any students, the
disappointing issue of this cie was the struggle with singing. éMad attempted to
sing nost of the keyboard songs as well agypthem This was not very successful.
“What a struggle witthe singing!! Girs not too bad though{Glendas journal). More
and nore | believe that we need to contintiee primary school stiegy of singing in
every lesson and certainly at thiesf year8 class. If singig is not included the
studentstonfidence seesto disappearA student - Mark - comanted:

"Oh Miss! You nean we have to sing!

Glenda: "Why dont you want to sing?"

Mark: "Caug | cant!"
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This comnent was of concern as it had c®fnrom a student who has just spent seven
years in a prirary school rasic programthat has, as its base, singing! Maybe this
situation could be an indication of thgpe of nusic program operating in some
primary schools espedig in the ugper pimary classs. The students becanvery self-
conscious at this stage when it @to openingheir nouths to sing. Wy is this so?It
could be because singing has not been @ lpegt of their prirary school years and in
their hone. Upon reflection | believe wésuld have included singing frotthe first
lesson; maybe this would have helped. lan informal discussion with Peter, a
university lecturer, he revead that he ephasised to ki pre-serice studets that
singing nust take place in the first lesson aowhtinue to be a part of following lessons.
However, he also revealed that whenvisted high schools, singg was veryrarely
part of the high school musicqgram He furber statedhat he always instructed his
pre-service teachers tmclude snging in their first year 8 lesson. However, he
suggested #t sonetimes the first year teadr does not have a lot of influence over the
estalished music teactr at the schol andwhen singinghas not been an acceg fart

of the nusic programin previous years iiakes tine and effort to produce good results
and break down preconceived ideas. (Entmynjournal 12 May) In the osic teacher
interviews Louise was the only teachehavhad singing as aajr component of her

program

Harrison (2002) found that thmain reasons boys were retant to participate in
singing andmusic was that thy were being bullied or sintp that, in their vew, it
wasn’t a cool thing to do. Harrison séioat changing the perceptions of boys iasi
at his school. He is sldy seeing sora results withseveral ‘popular’ boys now

involved in musicals and draatic productions at the schooHe believes that when the
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school honours all kinds of eaavours then boys feelame encouraged to do things.
He believes that if the school honours tbety teamas well as the boys in the band,

choir or nusical, their individual wadh in the conmunity is eised.

In this cycle, the students again were happyaanvolved in playig an instrurant (the
keyboard) but not so happy to sing. Does tlue tlzat they have an instrigmt in front

of them give themmore conidlence? Their idols in pop culte play instrurents so they
may want b copy them, but this fact dinot flow into the singing. The rgging
conmponent needs to be investgd further and ways ohgaging these students in this

activity need to be further sought.

Glenda and bdieved the stuénts skills in using the keyboard, and forost of then
reading nosic notation, had developed throughthe cycle. V& had concentrated this
segnent on audition, skill acquisition and perf@ance (Swawick) andstill at the heart
of the experiences was the concep pradical engagement (Elliott). The idea of
continually revisiting the mmsical elenents butat deeper ahdeeper lesls (Reinmer and
Swanwick) was merging. The rhythm skillsleveloped in cycle 1 hadnhproved and
further developed in this cycle. h& newskills were conerned withreading music
notation. These skills as well as the studemgthmic skills werepractically applied to
the playing of keyboards. #believed that the students weeady to proceed to cycle
3 as they now had basic rhytlonand nelodic skills as well as practical experience in
playing drum kit and keyboards. Our onlyncern was that we had hapthe final tak

in cycle 4would include singng. As thiswas not extremly swccessful, insteaof
dwelling on the eleent and spending ore time in an attept to change the studls’

(especially the boys’) attited, we decidedo move into cycle 3 and introde tre
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guitars and the copwosing of the soundscapeshe students had shovwgreat irterest in
playing the instrurents and we wanted to cape this irterest andenthusiasm and ove

onto the next cycle.

CYCLE 3
The students had now worked edy with the drumkit and the keyboard. Both their
rhythmic and nelodic skills were aveloping. Their instrument playing skills wold be
further developed with the introduction of theitar in this cycle. The basic rhythine
and nelodic skills already acquired would laebase for the mu=sal knowledge needed
for the guitar playing. The writing and pemnfning of the soundscapes would also use
their previously acquired knowledge and hoflg encourage further exploration of
sound. Although the singing c@mnent was not asuccessful as origally planned, it
was hoped that the students would be ableexplore and use their voices in the
soundscapes This use of voice would not brestricted to traidonal singing, but an

exploration of all sounds thabuld be nade with the voice.

Planning

The inportant tasks in this cycle were tiveiting of soundscapesnd the developing of
guitar skills. All students had a guitar andreveaugh three bag chads. With this
knowledge of three chords the students wergowered to be able to playamy pop
songs. It was hoped that serstudents wuld be interested in expanding their
repertoire of songs and expedamh with ongs other than those used in the program.
For the soundscapes the students workeselfiselected groups. They used graphic
score br the notationand worked with te nmusical elerents of termpo, timbre,

dynamcs, rhythmand nelody.
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Acting
Before the soundscapes were posed, nany different pieces of osic from various
styles and countries were explored. Qioservations suggested that the students
enjoyed tis segnent ater sone initial readions to the different pieces of usic.
Glenda wrote in her journal:
| wanted to approach this lesson a&distic world view of music. Try to
expand their opinions/awareness on whatsic can coprise. | felt tley
enjoyed listening to the different typef nmusic. | drew on their comments
made about rhythmbeat, words, etc led telenrents. Plan to expand this by

further listening to pieces displaying elems. (Entry 22 May)

Most students had not been exposed terdisg to nusic other than pop and some
found it difficult to believe tht all the examles were rusic, especially msic from
Disappearing Culture from Kenya — Masaii Peopl&ypical student comments after
their first rearing the selected wsic included

Most of them are bad.

Is th& really music?

| only liked No. 1 (this wa a piece by Jimmy Hendrix).

No. 5 was crap (Disappearing Culture fr&mnya - Masaii Bople).

That was the boringest music | have elveard. (Entry in mjournal 22 May).

These commnts suggested that students a$ tige are not exposéa different styles
of music ard have little accdpnce and tolerae of nusic that is different frontheir
favourite ‘pop tunes’. Thisobservation is supported ke identification on the

questionnaires of their favourite radio 8ias, television prograsand musicians.
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Although tre studets were very critical of tle pgeces plagd the dscussions tt took
place were gy productive and they were alitediscuss the pieces in tesrof musical
elenents, e.g. pitch, tibme, rhythm lyrics, nmelody, harnony, instrunmentation,
dynanics. This led to the students expesnting with sound. W experinented with
sounds we hear around us — inside and deitsi as well as the sounds that could be
made from tradiona percusgon instrunents and non-traditional instriemts. As
Glenda expressed in her journal:

The disadvantage of the percussion imasnis was that stlents autoraically

fell into playing stict rhythmic beas and plagd the waythey assumd was

supposed to be played. This was also evident iregoups where a lot of

students started to write specific rhythnot soundscape at all. (Entry 23 May)

In my observations, | noted:
Although we told the students they coelxberinent with any type of sund or
sound source, and play the instemts inany way they liked, it was interesting
to observe that ost groups were vertraditional and played their instrumts
like they belonged to the Queensland @stha. Are our priry programs so
tradtional that we do ot encouage expemmentatior? Is there oly one way to
play a percussion instriemt? | guess popnusic is predormantly in 4/4 tine —

so they naurally lean tothat. (Entry 25 May)

Observing
The soundscapes producedked results. Soeof the soundscapes were very creative
and imaginative. kgures 7 and 8 below shawvepies of two of the soundscapes. Some

contained much detail andade use of conv#ional nusical notatioo such as bar lines
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while others were quite brief and used piesiand syrbols to epreent theér idess.
Sone of the performances contained creativeaas but were very brief. | réaed that
more help was needed ¢émable tb dudens to expand and develdipeir ideas and #n

also have aafidence in the msentation of their coposition.
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Figure 7 — Student composed soundscape - 1

This soundscape used large pictures syrbols to represent the sound. The
legend is brief without muctetail. There is no indication of texframe except
towards the end with the use of barlines before the final sound. The sequence is

very evicent and the guitar is aain feature.

This was composed by Steve, Mick and @eorThis group needed a lot of el
to get started with a basic struaur Although brief the soundscape relied
heavily on the guitar, but also includedmne percussive sounds and the use of
the voice. Steve hadidnd som new ®nfidence in the music room whereas
Mick was very interested in continuallglking about who héad 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 det&dkerforners would need to understand
the legend very clearly before perfame. Taditional use of bar lines shows
clearly eachsection witha double bar line amrking the erd of the pece. A
variety of sounds and instnents are explored here.

This piece was coposd and performed with confidence by Sue, Jane, Helen
and Jares. This group was very much on task throughout the experience and
required little asigance. Both B and James learnt instrurents in the
instrunmental programand were rambers of the school concert band. Helen had

learnt to play the saxophone at pamnschool.
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Guitar practice was greeted wigneat exciterent. Appareny every stuént (espcially
the boys) wanted to be ableftay a guitar. There wasever a tine when the students
had to be encouraged to Worl wrote in ny journal:
Guitars really light thenup. Once thelrum machine beltsout the rhythra for
their accompanient — they strunalongwithout encourageent — | guess they

beliewe they are rok stars! (Entry 5 June)

Unfortunately, problem occurred when themwere not enough guitairs good repair for
all studems to use and #ndenands placednthe teacher are extremvhen therare 30
students in the roorand sore students neehdividual assistance with tuning or finger
positiors. The positive issue helis that the guitars doeottake as mach trouble to kbing

up to standard as the keyboards and inlaively short tine students can be working
once a string is repaired and retuned. Matydents returned tthe music roomto
practise the guitars and sertook guitars hom for extra practice. Steve also showed
sone interest and initiative. He had guitar with a broken string. Instead of
conplaining or annoying sosone beside Im he pronptly fixed the string and got on
with the practice. He had c@ma long way! May be he had hadl@awv experierce, o at

least sorm individual trarsformation had occurred.

This cycle concluded with a session on insteats of the orchestra. Adtthe work on
the guitars the students wemet particularly interesed in hearingabait instruments
such as the tuba and the ttoone and the hpr In the session Qiela played her violin
and deronstrated som classcal music and ats sone Indian nusic. The studds
responded quite well and were willing to diss the different tones in the Indiamsit

as conpared with the Western clasal traditon. This was pleasing to note as it was a
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different response froiie initial negative attiide displayed earlier in this cycle when a
range of types of osic was phyedto the gudents. Somof the instrunental students

were also imited to cone into the class andlemonstrate on theirstruments. This was

a great idea — to have perfamces by peersHowever, the instrusmtal students were

not well prepared for the task and often did not play anything except one or two notes.
With better prepaation | believe tht this coutl work well. It couldalsoinspire some of

the year 8 students, by seeing what sahtheir peers could do on instrents, and

encourage therto participate in the instruental program

Refleding

In this third cycle the students found it diffiit to play and expenent with sound. The
sounds they produced on the percussiorrungnts were very traditional and ast
performed their soundscapesitw the feeling of a 4/4deat. The 1996 Queensland
Primary School Music gram based on trational classical westn music, does not
appear to encourage listening, qmmsing, ad performing in any other style. he
students ray not have had an opportunity tweate their own individual sounds and
experinent with sound. The students needattouragemnt and assistance to break
free of traditional ways to play the instramts and traditional sounds. To achieve
better results in creating what is reallgamt by a soundscapera work is needed with
the students to allow themo truly exploresound, how to ke it, and how to put it
together in one coposgtion. Many activitiesand experiences as described by Paynter
in his book Sound and Structurer exposing the students to McNicolSound
Inventions would help them to move frontraditional nethods of sound rad
conposition. However, the end products wenesomne cases very creative. The

students were engrossed in this task ardithken nach more responsibility for their
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conmpositions and perforamces than in cyclé. This was edent to b¢éh Glenda ad

myself. In fact we both wrote a silisar comnent in our diaries.

Glenda:
The students reamed on task better thaimey have before | believe. They
practised with the irisuments that they hadhosen and | indicated that they
could extend their pieces by adding mor&runents or increasing the length of
the piece. Most of themeturned to their score andpnoved thenmwhich was a
good thing. Although | gave thehlalf anhour to rehearse s@of themstill
wanted nore time to get ‘it right’. Mosif the performances were actually quite

creative. (Entry 29 May)

| wrote:
Lots of noise in the room- but lotsof activity. The students are busily
practising— ideasbeing exchanged — copositions being created — new ideas
being tried out — a big buzz to be in thiemfull of excitement Oh! If only all

lessons could have this much intiyand interest. (Entry 29 May)

The student Steve and his partners, Miokl &eorge, needed a lot gliidance wh
their conposition. They were unable to get staF and needed a lot of help with getting
a basic structure. However, with setance on @pping out a structure and
braingorming ideas, they were able paut together a good cgusition although it was
very brief. But again with #hratio of ondgeacler to three students this group of boys
was able to produce a cposition and perform it for the cda. This resource ioh

available in the ‘nor@’ music clasroom
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| believe that somof the studets, espeailly Steve, had dlow experiere in thiscycle.
Csikszentrihalyi (1990) says we gdlow from an optinal experiese. These optial
experiences add up to a sense aktery and a sense of participation. Steve was

certainly @awn into the process distenng to music, creatmit and perfornmg it.

The guitar playing was a skill that all studemtanted tanasterand treir participation
and eagerness were evident. For the saapds the task becanas challenging as
each goup wanted it tdbe. As tle stuens self-selectedher working groups thy
were comfortable with the people in thgnoup and this allowed each group to work to
the ability of the group, achieving thbalance between anxiety and boredom

(Csikszentmihalyi, 1994) which leatts enjoynent and achieveent.

After the successes in cycle 3, Glanand Ibelieved that the students were ready to
proceed into cycle 4 where the task wbuhvolve dawing on all the skills and
knowledge fromthe previous ttee cycles. This taskwould bring all the nusical skils

together — a culmation and a holigc approachdr the final weeks.

CYCLE 4
The students had now been working witstianents (drum kit, keyboard, guitar and
percussion) and lited use ofthe voice. They had exprimented with tle musical
elenents of rhythm melody, tinbre, tenpo and dynants. They had coposed a rap
and a sounstape andesformed both of theseonpositionsin a snall group tothe rest
of the class. All these #ls would be further developed angnhanced itthis final cycle

with a culmnating task mvolving all the skills acqued throughout the project.

Chapter 5 — Reprting The Data 113



Planning
After the success of the introduction of the gyitavas excited about the final cycle. In
this cycle, we planned to bring togethdrtak musical skills and ta understanohg of
musical elerants that the students had galnand been exposed to over this short
period of tine. The culnmating activity for tkeir term of music would be a group
conposition and subsequent perf@amoe that would include kgboard, guitar, vocals
and percussion (especially drukit). The composition would also be notated. No
restrictions or criteria were set dovior ths notation. Students were free to use any
medium, style or nethod of notation. A$slenda nentioned in her journal:
| actudly really erjoy setting tasks like tis be@use the widents tend to need to
express their kind of creatian their work gus it dlows themto reali® tha
they rally do have thelslls to acheve songthing like this. Entry 19 Jue)

The students would once again be ablseib-select their working groups.

Acting

Unfortunately the practe time for this projet was cut short by a week (2 lesspas
the school introduced a special étable for yar 8s to conclude the term (and this did
not include music — it was based on literacJthough it is acknowledged that literacy
developnent is very important, it was disappting that we were not notéd of the
change until the week before it was to happeit this late stage we wre unalbe to
make alternative arrangesnts for the sidents to have the amnt of tine we had
originally thought would be needed for thekalt is also of concern that the use of
music in developing literacy skills was nosdissed with the usic staff at the school.

The resarch denonstrating tle cortribution tha music can nake to liteacy nmay have
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assisted in encouraging the adrstrationto use nusic for this sgcial week (ASME

publication, 1996, and Pesain booklet 2001).

Some groups were able to set to work iregirately incorporating the skills andusical
terms and processes they had encountaetedng the term Others needed much
guidance but were still abte produce a copostion. My special group of boys once
again nedel help to @t stated with iceas and staiure. Again with individual
attention they were able to produce anposition (although it was not of the standard
of somre of the others). The ideas presesh by the groups in the performances showed
sone creative and ireresting ideas Theloss oftime for practice reslted in sane
performances not being as polished assweped. All students however, did perform
their conpositiors in front of the class.They were eager to do sod happy tobe

videoed.

Observing

Glenda’s journal read:
8D did their perforrances today and yooould really see just how undeveloped
they were. Vith more tine they probably could have been really good. &om
them really do have great skills thatcould work on with themand nake

sonething out of thenbut this wil never happen. (Entry 22 June)

She was disappointed for the students ase®xaiting things were beginning to happen
in the class and it wouldave beengsitive for all involved to be able to further develop
these msical conpositions. However, it wagery postive to seethe studems bisily

working in the last session. Everyone veastask and the only sounds that could be
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heard were all very producgv No one was aving around te roomwanting to chat or
annoy soreone else. The roomas abuzz wh energy and for emy students this was

an optinal experiege — an arts experience that creatédwa opportunity.

Refleding
| was very disappointed to finish therrte with a shortened timefraen |1 felt
disappointed for the students also as they slothat they knew that they could have
performed at a nuch higher standard if we hdxken able tase tle last week of term.
During the first cycle and their perfoamcesof the conposel raps, | doubt if rany (or
any) of the students were concerned alibet standard of their perfmance or its
musical cotent. But now, ten weeks latéhe students were upset at reduced practice
time and thus substandard penfiances. | considered that a breakthrough. My journal
noted:
If only we could continue osic lessons wth these studets in the nekterm and
build on the achieverents that hawe resuted in the workthis terml  (Entry 22
June)
It was also interesting to see that the siggin their corposed melodies in this final
task was a little better than the class activitiesl wondered if the students felt more
comfortable singing when they had instents in their hands — something to hide
behind? Did this give themmore confidenc2 Or is this the wathey see the pop stars

predoninantly perforning?

There had been s@igh and low points tloughout the term but there had beesnyn
very positive things happening with the stoidan the nusic classroom It was exciting

to be able tawitness thanusical, socialand personal skill developmnt of the students
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in this class and be a part of their engag@mwith nusic over the term The practical
experiences of playing instruemis was verysuccessful for alltadents,especially the
guitar playing. The sging activities were # 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 gext showed that is possible to design and jphement nusical
experiences for year 8uslents that can captutheir interesand asist in developg
positive attitudes towasdnusic. During tle last week ofthe term | askel the stuéns
about the things they liked ost about theiterm of music. These were recorded and
transcriled. Sone of these commnts receied fromthe 8D studentat the conclusio
of the termincluded:
| loved being a copose.
| pretty nuch enjoyed everything.
The songs we got to create and perform tlhexs great.
| enjoyed nostly everything
| thought learning the instruents was the best.
Playing the guitars that was prettyagl yeah and the keyboards were okay yeah.
| liked it because of the cgmesitionswe hed throughoti the termand the
senester and | liked how we got toake our own songs and experience it by um
um singing themand showing it to others.
Playing the drunkit yeahplaying the drunkit.

I liked making our own song.
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We did nmake nusic (Elliott, 1995) in ths clasroomand without copromising the
integrity of music (Reirer, 1989). The sidents were engaged and there was obvious
developrent in their musical skills andsa their understanding ohusical elerants.

For sone students tis was the firstime they had been pgsed to music o#n than
from their ‘pop culture’. As they were exposed torenand nore listening examples,
their tderance and interest in lbisning to ‘different’ styles and genres of usic
developed psitively. Of course tb project did not provide all thearswers but in dct
raised nany issues worthy ofurther research,ush as te developrant of singing at

this level ad the engageemt and teachingf boys especially in the wsic classroom

As Melton (cited in &k, 1996, p. 602) mintains, “junior high or nddle school
education is the ost impotant level of educationfo review, dung which time
lifelong values are fored”. This would appeao indicate that iflve want to develop

lifelong attitudes and skills in wsic, the year 8 level is the tiento do so.

Section 3 — Further outcomes of ta research
Students’ responses
All year 8 students at the school were gi@eguestionnaire at the@ of the sermster —
after the action research peo} had been completed. This questionnaire sought to
identify wha the 8A,B,C and D students eggd about their osic classes and also to
seek any coments fromthe clas thatdid not have access tousic — 8E. The
guestionaire also identifiedthose students whbad elected to continue with their
music study in year 9. The twoost popularactivities of the year 8 usic program
were identified as learning to play usical instrunents and participating in the

conposing tasks.
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Learning to play instruments
When students were asked at the end oh tehat they enjoyed ost about the term
overwhelningly they listed learning to gy the guitar aswunber one. Many also
enjoyed the keyboard and the drikih Of the 22 students in 8D — every student except
three listed playing instruents (sone speciically listing the keyboard, guitar and/or
druns) as the st enjoyable part of theerm The three studentshe did not list
instruments, nade the following comments about their st enjoyed component:

Mostly everything.

The songs we got to create and perform them

Nothing!

Unfortunately or this last studehwe had &iled to inspire Im in any ofthe activties
presented. This student obviously did not get to experigmee | had the opportunity
to chat to this boy after the class had doded. | wasnterested to find out how |
could have better assisted him havinga more positive experiencda the nusic
classoom He was not inteded in talking and told ne music sucks We had
obviously not engaged this student and yet Gdesnd | recognised that he had not been
a disruption in the class at any érand had padipated in dl activities. We had not at
any time throughout the termdentified thathe was not interested in what sva
happening in the class. We had not insphied and yet his behamir did not give any
indicaion o this to eitler of the two nusic teachers working ithe room. How many
other children are sitting in our classraoing all that is expected of thebut

without enjoynent orflow experiences?
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On the positive side, throughettuse of the instruents, students felt confident about
playing nusical instrumentsgeveloped their playing skilland were introduced to the
essential eleents and qualities of musiclhe boys especially identified the guitar and
drum kit playing as ‘cool’. For manyetenage boys these instrems most probably
repreent the nmusic that is ‘nost ral’ for them. Their selivorth and self-esteemose
when they realised they could do what thieiols’ do. This was pdicularly evident in
the case of Steve who started toneanto the music roomo practise at lunchtiemonce

he realised that he was able to play the keyboard and guitar.

Composing tasks

Conposing their own music radevery highly for nany girls in the class. One student,
Sue, commented: *“lidn’t think | could ever conpose a piece of usic!” Another
student, Mary, said, “I liked it becae ofthe compositions we had throughout the term
and the semester and | liked how we gotmake our own songs and experience it by
um singing themand showing it to others”Jane commented: ‘@king up songs — that
was good — it would be good to do one with everyone in it". During theasimy
tasks the students were called ‘composefsane students were very quick to report
that being called a cgmoser nade themfeel important and their self worth and pride
was inproved when they realised thatethnow could comlete a composing task
whereas once they thought thais skill belongd only to others. As ost of the
students had never attempted to ‘compose’reefihe task at the beginning of the term
was greeted with comments such ascdh’'t compose. How do you cpuose? What
do we do?” It was irteresing to note the dference inthe attitué as the term

progressed and the eagerness with whioststudents attempted the final cposing
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task. There were noné the above questionsThey now had the experiences akitls

to plan and create their cpositions.

However, sora of the boys struggled witbomposing. | had noted the special group
that | red ecially helped on a number otaasions neextl very specific guidare.
Glenda also noted “that senstudents can work really weliut others needed really
thorough explanation and demstration befor¢hey could begin work The boys that
had difficulty actually ended up with a worthike prodwct ater | woked with them
through the task given. The boys needederhelp with setting up the task. This could
be due to the fact thabys appear to respond betteatoore structurabpproach. “For
biological reasons of brain stitwre, boys ray have a slightdvantage in dealing with
structured or ordered subjects” u&ingham 1999, p. 7). One reason given by
Buckingham for boys’ decline in perimance inliterary skils was the rove away from
the structved approach to the teaoh of readirg. Two studies (Victoria DET, 1998,
and West, 1995) concluded thé#tere is somevidence thaa nore structured approach
to literacy teaching s a benécial effect on lmys’ performrances. This appears to be
confirmed in this action research projed@nce the boys were given assistance with the

structure of the task they were ateconplete the corposition activties.

8E commers
These students did not get to experienesiain their first year of high school. When
asked about their reaction to not gettinglo nusic their responses included:

Not very happy.

| would have liked to have done it.
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I would have liked to do it because Wdit no [know] whd is was like at this
school.
| wanted to play an instruent.

My friend learnt the guitar and said it was great.

These commnts indicate a desire by aoarity of the students to have the opportunity
to be invdved in tre sibject. The final comment incktes how sora students will
share their likesand dslikes aboti the sibject with their peers. HIs may have
influenced the coments with the 8E studestin wanting to have been involved in a

music clas.

There were however, s@rstudents whowvere not bothered by issing the msic
experience:
| don’t like music anyway.

I don’t know what they did.

Subject choosing

At this particular school, year 8 studentskmn subject choices aftsenester 1. Tey

are locked into these choicastil the end of year 10. Eigbktudents in total elected to
continue their study of music. The studentsenspread across the five classes as listed

in Table 3 below.
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Table 3 Year 8 music elective students

Number of elective
Class
students
8A 2
8B 2
8C 1
8D 2
8E 1

Year 8A and 8B were taught the samust programby Glenda in term 1 — with one
lesson per week. 8D wersviolved in the ation reseech project and had two music
teachers in the roorand had two lessonsipeeek. 8C bd onelessm per weekwith
Glenda who had delivered an abridged wersif the action research project program.
8E did not receive msic lessons. Although el of the above classes were exposed to
different music program for different anounts of tine, there was no significant
difference in the nufvers of students acros$ise classes who chose to continue with
music study. Upon gnfirst reflection on the ght studentsrbm the year 8 classeshe

had chosen to continue withusic, | was dsappointed with this low number. This also
did not support m idea that in engaging stents in year 8 msic, there would &an

immediate increas in tre nunberof elective nusic stueénts.
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| decided to explore the reasons behindghmlents’ subject choices. Twamportant
issues arose. Firstly, an investigationtioé subject selection formevealed tht the
compulsory subjects are heavily weighted tbe meths, lalguage scierce and kalth
and physical education areas. Secondly, stsdendgt take English and Maths in each
senester and three cgmulsory serasters eactof Science, SOSE (Studies of Society
and Environrent) and Cormputer Studies. Once these gebts are locked in there is
little room for electives. This type oftimetabling disadvantagesusic and in fact all
the arts sujects. In semester two of ye&ronly one elective is to be chosen — the other
subjects are copulsory and locked in. Ashe year 8s at this school do not get to
sanple all subjects in first seester there i strong desire to ‘try’ the other subjects.
Students, on the questionnaires, id&direasons for not choosingusic:

| didn’t have enough room to dousic.

I would like to explore other subjects.

Had other subject to do.

Because | like food studies.

Because | caldn’t fit it in my schedule

A major factor for not choosing music for s@ students was identified as parental
influence. ®udents wrote:
My mum said not to do it.
Because of my parents. They chosesubjects without mmknowing what they
were.

My mum said there was natire in music.
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Because m parents and thought for a better job and where | glow thesinl
would be better at other subjects.

It's no good for your OP.

As music teachers, we need to be fullyae of how we can best support and encourage
students wan they wisho elet¢ to do the nusic subject. The students’ choices need to
be made on accurate infmation and tinetablirg needs to be strared so that it does

not disadvantage wsic andarts sulpect sdections

I noted that none of the studeesponses had anything toith not liking rmusic. For
sone students it is hoped that they had pusitexperiences in the usic classroom.
However, for sorait may be as Paynter (198Believes that outsidechool, nusic goes
in and out of young people’s heads asthconinuously, but it is different at the school
level. Although there are a niber of factorghat influence studest subject choices,

this is another issue that contisue need further exploration.

Section 4 — Issues at the school kv
Systemic constraints
Providing nusic education for students at thénsal level can be affected by issues that
are somtimes beyond th control of the masic teacher. This section identifies sysiem

constraints that becaapparenin the study.

What are the issues thaitlwn the franework of a school can affect the develamn
and the teaching of a classroamusic pogran? Many systent constraints \ere

identified during the action research projectd nentioned by the music teachers at
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interview. These constrasineed furthemvestigaion thanselves and are not weto

music teacimg or arts edcation in schoal. The constraints identified included:

Timetabling;
Value placed on msic by adninistration and parents;

Budget for music.

Timetabling

Glenda, newly appointed to the school, was keanspire all the year 8 students. This

was very hard to do when she did not getde all the year 8 studks during ther first

year at high school and enalllemto experience msic atthe high school level. As

was reveked in the inteviews and noted elger in this chater, many music teacérs

have had to fight vigorouskp keep their tinetable.

Glenda also shared withenher dscussion with the deputy principal.

G:

K:

I have spoken to the deputy prindiphout the present situation with 8E.

What happens in the other arts areas?

Both dance and draamonly have two class this termalso, but art will have
seen all five classeby the end of term.

Do you know how they were able to get that?

They have been fighting over the lastvfgears to get it that way. h&n | spoke
to the aputy this week) askedhim if | put a bottle of scotch in his pigeon hole
for Christas, will | get to ®e all the year 8s neyeaf?

And?

He said YES! So | will play theagne with him.
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Value placed on music by administration and parents
The value acedon tre subject rasic variesfrom school to schooladministrationto
administration and parent to parent. All thakeholders need twork togetter ard all
must see that osic is a worthwhile actiwt for music to fourishin school programs
What can be done so thatusic is not sen as a ‘frill subjettand therefore not
important?
We have to have usic. We just have tdight to get it, iight to get it adegately
funded, fight to get it taught. Nothingskethan that will do in tersnof the long-
range goal of what we want for @elves, for our dldren and for our
civilization (Marsh, 1990, cited in éhReport 6 the Natiom Comnission on

Music Education, 1991).

Further in the Reportfahe Natioml Commission on Music Educatiahis suggded
that a set of recomemdationsalone is not enough to emsuthat nusic and the ther
arts can asgme their rightful place at the o&re of children’s edcational lives. It
suggests it “nothing &ort of a full-scale, miti-level effort, fromthe gass roots ups
required” (p. 29). Heid (citeth the Report) believes our $teefforts, as professionals
in the nusic business, should focus qmromoting excellence in music in our
communities, and in recognisitigat success willieed succss, that music creatés
own denand. This is an idethat music teacheruld take ‘on boardn an endeavour
to pronote excellence in osic in their om classroomn their own school with the
hope that this excellence Wbe recognised and ackntatiged by the school and the

wider community.
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Further ways to assist in protmg the subject rasic would include giving music
promnence on subject selection fanso tlat those students who do wish to choose
music are able to do so; and parentay need assistance in understanding the
significarce of subject choiceand accurate iformation about OPs {@rall positions
for tertiary entrance). Music teachers need to dowe to strive to conwce
administrators that msic is an inportant sibject and that all students should be given
access to it. \Wh the introdation of the rew syllabus the ats will become a
mandatory subject to year 10, howeveusit teachers ay still need to b advocates for
their sulpect, as oly one strad of the five arts strandsréira, dance, radia, nusic and
visual art) will need tde studied by studés in the lower secondary school. If music
prograns are not inviting and engaging fstudents, theronce againwhen subject

choices are @adle,we may find that music isot chosen over the others arts strands.

Roomallocations are also @st importart in a school. To teachusic as effectively as
possible, the roonand equiprant need tdbe appropriate. As$lenda reported, she
would rmuch prefer to have the desks in ssha, but as she sharecetroomwith the
English teacher, the desksush renain in rows. Keyboarsl and guitars need to be
supplied in nurbers so thatlastudents hae one to practise on during the lessons. The
‘sharing of instrurents’ immediately places éhstudents irsituations that can lead

undesirable behaviour in the class.

When one feels that one’s subject is underwd) this can place a lot of strain on the
teache. After striving to cre&e a paitive image of nusic in the schdp Glenda beaae

frustrated with the lack of support.
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...l was a |loe more positive at te beginning of the sesster but when you start
to realise tlat thingscauld actually be heaps bettéor the students and the
music departrent as whole at thisschool then you begito gé a little
negatie...l have tried rally hard to nake a positive irage and stateemt to the
students and staff and admstration ad sometines to tle detrment of my
family...but what really is the reason fame to do this when there is no benefit
to me and the rasic departrant and thesupport from admmistration is not really

there. (Entry 22 June)

Budget for music

Finance is alsoignificant for classroommusic as it is for everysubject inthe
curriculum It is difficult to teach music asffectively as one woud desire if it is not
resourced properly. Very low budgets fousit can also send aessage to parents that
music is not as iportant as other subjectsSone schools spend ost of their nusic
budget on the Instruental Program This programs certainly a worthwhile part of the
music programat a school and any times nore visible. Administrators are generally
very concerned with this ‘public iage’. What they nay fail to understand properly is
that uness there is a good foundationirge built in the classoom program the
instruental programwill never reach the heigts they would desire or are capalof
achievng (Paynter, 1982 This isse was also raised by theusic teaclkr Rose in her

interview.

Section 5 — The key isges
This setion identifies the key sues that energed fom the nusic teaber irterviews,

the student responses and &dlcion research project.idure 9 below lists these issues.
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Figure 9 Key issues

negative attitude
foundation unit

practical taks enjoyel
instrunmental tasks ejoyed
little admn support

Music teackr intervews — »

learring ingruments positie

enjoyed composin
Student responses —— 1Y posing

learring indruments positi\e
enjoyed composing tasks
Action research project —_ . | students engaged — practica
music naking

Many of the nusic teackrs interviewed had aegative attitude to th teaching of year 8
music. They predomantly started with a fouradion unit so that #y could ensure that
all stucents had grasped the basics. There sddambe littleconcern ér those studets
who already had obtained skills either byperiences at priany school or through
private tution. Music teachersonfirmed that they enjoyethe practical lessons @rhe
lessons where instruants were used. Many identified that they had little suppont fro

the adnmistration at the school.

The student responses indicatedt the students enjoyéeharning to play instruents
especially those that they could identifeing used in the ‘pop culture’. These
instruments were the guitars, drukit and toa lesser degree keyboards. The girls more

than the boys were very keenlte involved in cormposing tasks.
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The results of the actiaresearch project ahtified that it is possile to engage students
in music making (Elliott, 1995)at this level. The experiences that were the most

positive for students wee the irstrument learnirg and corposing task.

Conclusion

From the data outlined above, it appears thatesits in year 8 resnd best to activities
that are baxl on practical atvities such as anposing ad learning of instruents,
especially tbse with wich they carndentify. These activities can besad as atarting
point for the planning and dekwy of year 8 rasic programs. There are implications
here for the rasic teacher who is only odortade with teacing theory of nusic
elenments in a room where the students are kepy quiet. There are also jhcations
for admnistrations in providing budgets w@low resources to be obtained to run a

programthat requires instruamts.

The data inttates that gar8 stucerts will participatewillingly in music experiencem
the schobmusic room and that it is poskbto have a ptive attituek in the music
classroom To achieve this the teachexeds to look at the piaing of the program —
its content and how this content is enprced by the students.The experienes
presented must show a balance betweenattsthetics of music (Reém 1989) and
practical music raking (Elliott, 1995). Itis arguable that whenhis balance is
maintained students will have the opportunity to experiefioe (Csikszentrihalyi,

1994) in their masic activities.

In this action researclproject there ws no significart increag in the nurber of

students electing to continwgth music study. Ahough this was the case, it is hoped
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that if a school could build up a positiveltcwe of nmusic and there are no hindrandes
choosing elective osic, there could in the fututee a flow on intdhe elective classes.
As Heid (1991, cited in Report of Natidn@ommnission) asserts success will breed

success, and usic creates its own deamd.
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CHAPTER 6

CONCLUSION

Introductio n
The purposef this thesis was to inestigate the year 8 osic curiculum in Queenslad
— its content and delivery. Theotivation for conducting this study was to design a
music programin collaboration with anotmemusic teacér, where yar 8 sudents
would be engaged in theusic making proess in ways that would produce positive
attitudes in the students abaheir school msic experiences. At the core of the project
was ny desire to look for ways to improvbe quality and design ohusic teaching at

the year 8 level in particular.

This chaper will provide a summary of threlevart corcepts in theliterature, the
research mthodology and the results of theopgct. The contributions the studyakes
to the body of knowledge for usic educationwill also be discased. This chapter

concludes wh recomnendations for future research and develepin

Summary
Literature
It has been ideniiéd that the deviepment of aesthéc sersitivity is important tothe
developnent of our knowledge of life. Adwtics hasbeen idertified as adiginct
category of understanding. Music igamingfulin personal, sociahnd cultural ways.
All students need acss to nusic education so that théyave the opportunity to develop

in all ways that the rés and particladly music have to der. The liteature eview
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discussed th issue that every child deservesess to rasic education This access

will enrich the lives of studentsand will hdp to bring beaty into their daily existerce.

Two philosophies were discussed. Orraxates that the study of music should
concentrate on those qualities of sound whigkerthen expressive. This focuses on
the inheent qualities ofthe nusic and the intnsic nature of the experiences. It places
enphasis on the expressive qtia of music and believe that this shadd be the bécus

of music education prograsn Another f@us is upon the practice ofiusic meking.
This theory places an emphagiipa practice and ingsticular performing. It propses
that themeaning of music is tiedup withn the idea that osic exmgriences are a
resource for self-growth, a way of engagingh selfknowledge and an intmsicdly

enjoyable activity.

All students deserve access to an educahah includes masic experiences that are a
unique source of enjoyemt anddelight. If students in auyear 8 nusic classs cauld
getflow from their experiences, theslassesould becone an enjowble time for all —

teachers andtudents, ashinterest irstudying nusic codd be stinulated.

The CLASP (comosing, literature, audition, #ls and performance) nethod describs
the ativities of music meking and defines what educatab qudities are umgue to
music and those that are shared with othseiglines. It advocatesthat teacing nusic
should involve attention to the intrinsicpgets of misic — @mposing, perfornng and
audition and articulates that the focusmaisic education should be upon the aking’
activities. This appach to teahing nusic formed the basis of & expeiences

presented for the students in the project.
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Methodology

The nethodology chosen for this researchsagction research. €hparticular mdel
used was that designed by Zuber-Skefi@95). This mthodology allowed ra to
work collaloratively with anotler musicteacher in planning and delivering a music
programin a nusic classroom Using this mthod allowed us to construct a plan of four
cycleswithin the pogram. This plan wasékible andreflection a the end of each of
the four cyles allowed the next cycle toe changed and pnoved in light of the
findings of the previous cyel To instigate discussiabout designing year 8usic
prograns and hear theoices ofpractitioners irthe field,music teachers were corised
and interviewed. The voices of the studenilved in the project were considered
important. Students were interviewed andytlalso corpleted questionnaires at the
beginning and end of the projecthe collaborating msic eacher and | kept journals.
These journals along with videotapes and pbaphs of the students at work and the

work they produced ass$gsl in the rdkctive praess.

Results

The interviews conducted withe nusic teachers identified a negative attélxy many
teachers to the teadlgy of year 8 musicMany of these teachers coranted their gar
8 prograns with a foundation unit that invobd starting at a basic level ofusic
knowledge and understanding irrespve of the talents and iibes of the students in
the clas. Teachersid identify that they tenmselves and the students they diau

enjoyed practical tasks especiaiie learning of instruents.

The action research project hiigfmted the &ct that year 8 studenénjoy nusic making

experiences. They especially want toiteolved and given the opponity to learn to
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play instrunents. Theinstrunments of nost interest were guitars, keyboards and the
drumkit. Although there were various leved§ musical skill abilties in the class, all
students, working in groups, veeable to comose anctreate ugg dfferent genreof
music. The pedrming tasks aér the first cyde displayd many levels babilities aml
confidence. Howeveryithe endof the burth cycle, students had developed ownership
and responsibility in their prmances and were very keen to perfoand took pride

in what theydid. They becane critical refleadrs of their work and #work of othersn

the class. For soaof the students, espellyaSteve, particigtion in the ternmof music
lessons had givené¢ma new persgctive onschool life andhad had agsitive effect on
their self esteem It was hoped that for these students there would Bewaon into
their other activities at schoolOnly a small number of students frotme year 8 cohort
chose to cotinue with elective msic studes. Nevertheless, the reasons given for this
choice did not include a nemze attitude towards their musical exignces at high

school.

Contributio ns of the research to music education
It is hoped that the prograof work for theyear 8 class researché&at the thesis will
contribute to the body of knowdge thatprovides effective pedagogy for usic
teachers. fie action resarch nodel itself dfers music teaadrs a franework to becora

reflective practitioners and remehers in thir classroors.

Directions for future research and developmen
This thesis does not priale all the answerdut in fact raises amy more questions. A
number of areas for fute research are suggted by th resits of this proje¢. These

include:
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x the teaching of wsic to the adoleent,
x the use of singing in the year &isic classroom
X enmpowering nusic teackrs to inprove their teaching, and
X investigatig the develpment thatmay occur for students who experienfb@wv
in music and how this ®ay transér into their daily lives and other areas at
school.
Also, with the introduction of the new ArS8yllabus — spanning the first ten years of
schooling - there is a need to look at #fective introduction and iplementation of

this sylabus.

In the 1950s and 60s educatsetgh as Kodaly, Orff and Datize provided the ipetus
and inspiration for efidive methodologiesand approaches for the teaching afsio.
Research is needed to takesic methodologies and pedagogies into th& @éntury
and beyond. How will we engage adolegs@md in particular boys imusic making
that produces positive expergas for thed The project hlghlighted that the girls and
boys in the class required diffettestrategies, structures aexplanations to assist them
to be succesdul in the classroom Why isthis so? How can usic teachers pxade

these dferences for their studées?

Another area is the developmti of stratgies for engaging higlschool students in
singing activities ithe musicoom Students in the projectere very hesitant to sing
in class. They however continually listeto their pop idols singing. They are often
seen with walkrans plugged in their earéstening and singing ahg to the latest
release. What do usic teachers eéed to dao give studets confidence to sing in the

classroo? What effect does the changing e®ihave on both girls and more especially
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boys when it coms to singing? Sone reseacth has been presented on this subject in
relation to work in the for@ choral setting. Does thisaimsfer to the classroosetting

or are there other fagt®for consideatiorn? Is it importantthat singing is part of osic
education for the adolesnt? If so, howdoes he nusic teacher presmt singing in a

positive and productive way?

The action research project pawered Glenda to reflect on her teagh This excited
her and this led to an improvent in ha teaching. | was excited to be working
collabaatively with andher nusic teacher sharing ideas,lanning and irplementing

a progam This ledto a renewednteres$ in my teaching and a desito see stughts
excited by participating in osic. How can dter nusic teachers be enaxaged to also

becone part of this process?

Through participating in the pject, Steve had experiencédw. His behaviour and
attitude in music lessons and during theast day had changed. His self esteleswl
been inproved. Can access to arts experien@specially msic activities, assist to
motivate lav achiever8 Can these experiendesnsfer into other areas of their life and
developnent at school and ha@® What canbe done to make these type of progsa

available not only to students who niag low achievers but to all students?

With the introduction of a nevrts Syllabusthere is aned to investigate the ost
efficient and engaging @hods of inplementing the nusic syllabus across all year
levels - 1 to 10. What ehodologies will pove nost positive for studen®s This new
syllabus provides a squentid devdopment of core content fronprimary school to

secondary school. The findingstbk project revealed thatette is little connectedness
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between prirary and secondary umic progams. Will the new syllabg alleviate this
problen? Wl the new syllabus gende nev enthusias for the teaching of music

especially in the year 8 classroem

Final Comments
In conclusion, the reward in this studyshiaeen the opportunity to work with another
music teachr andher sudents. Glenda and were alte to work asequal paticipants
within a professional discourseThe Schon wdel was in phce — where the talents of
all parties infom the research act (cited in Taylor 1996, p.31). The students welcomed

me into their classroom

The project indicates that is possible to construt and deliver stiralating and
enjoyable experiases that will capture #h interes of year 8 students. There are
however, implicationsfor music teaches, the program and the students. The
experiencespresented need to build on the skills @leped at primary school as
students are ready to move forward andchallenged. The #ory components and
skill developnent should nobe taught in isolation tonusic meking. The progra
needs tdoe all-encorpassing andot a linear skills or theay progam not a techical
approach. At the forefront we need to ké&emind that music is ininsic and we need
to preserve the integrity of the art farmAs Dillon (2000) has stated: “A large part of
music learning is about revisity the elerants of nusic atprogressively deeper levels
of understanding especially when we engage akimg music in an environant

constructed by a teaeti.
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The ngjority of students in the project wat to be engaged inusic nmeking and were
excited about m@king progress. Students at this age are generdBen toexpess
thenselves in rasic esgcially as imlividualsard as adolesents. Students can be given
a challengig task tocampose a piece witthose dinensions thahave been explored
through various msical exarples, practise itand then pedrm the composition tahe
class. The next step is to assessdittcess ofthe work, discuss it and reflect on the
product and process inusical terms. As Dllon confirms “if we want year eight
students to discover the intsie quality of nusic — the jg of music — then we must

‘make nusic’. That pocess mstbe neaningful to the student!”

Musical training is a more potent insinent than any other [for education]
because rhiyym and harmony find their way to the inward places of the soul,
on which they nghtily fasten, inportinggrace aad nmeking the soul ohim who

Is rightly educated gacdul... (Plato
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Coda

Parkview State High School....... what’s happened since?

It is encouraging to repotthat the action research prdjérought attention to the umic
departnent at the hod. Overthelast two years the msic departrent has grown and
new opportunities have beceravailable fo students. The schboow has a concert
band, stage band and choir as its perfoghgroups. In classroormusic, there is a
combined year 910 class, and a otbined year 11-12 classAll clases of year &re
timetabled or a termof music. The adnmistration team has ba \ery hdpful in
timetabling and ensuring those studentseary8 and any otherustent who wishes to
study nusic has access to a classhis renewed interest inusic has seen ane

students joining the perfoiimy groups.

Three special itiatives that have occurred at the school include:
x enploying the infrumental teaolr for an additioal hdf day so that the
programcan be extended,;
X engaging a university lecturés cone into the school tavork with the elective
year 11-12 widents to work on coposition
x through the artist-in-residence prograamploying a conpo<er to work with the
elective yar 9-10 tudents to cmpose an improvisatp piece wich was
performed & a school concert.
These initiatives have all gaired the financial support dhe adnmistration and the
budget comnttee. They have brmht newideas and new expertise into the music

departnent and have produced positive out@snfior the students involved.

Chapter6 - Cortlusion 11



Glenda wrote a short note toernto explainwhat she is auently doing with her year 8
program It is encouraging to note thahe has continued it the curiculum
developed dring the pioject and thiapradical sklls are a &ctor in ler program
| have continued with the saneurriculum Working on lots ofpracti@l skills
and also ther music skills. | lave had a studenteacher andve have been able
to work with half the class each talg half into the keyboard room The other
half work on rhythm work and other skill&Ve have noticedhe benet that this
provides in terma of learning inform@on and increasing #ir music knowledge

and skills.

| always seem to reflect back oryifirst teaching placenent and the fact that all
the year 8 classesddmusic for the wholesar — gee | wish | didn’t take that for

granted back then.

Anyhow having said that, ynyear 8s are aazing at pesent. | have a whole
class full of them at lunch ties wanting to play drums, keyboards, guitars or
simply make nusic — sonetimes it ounds like noise! They are just so
enthusiastic and | love that — altlgbuin each lesson | really strainymvoice. |
just wish | had thenfor more time sothat they could achieve what they know
they want to learnn music. YesKay we are now making wsic here at

Parkview! (Letter received fro@lenda — 1 March, 2001).
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APPENDIX 1 — TEACHING PLAN FOR P ROJECT

CYCLE 1

Week 1
Introduction to class andusic room rules Skills
Revision of rhythra learnt in primary school — Knowledge
(taken fromcurrent pop tunes-played with dristicks) Performing
Parts of drum kit Listening
Students play rhythson drunkit Refleding
History of rap nuisic
Listen to recorded raps; perfomaps
Week 2
Students write on raps self selected groups Composing
Performraps Performing

Refleding

CYCLE 2

Week 3
Theory — notes of staff, eodies Knowledge
Keyboard — an introduction: hand am, and noe placenent Skills
Practice tues — 2 fromclasscal repertoire Performing
Week 4
Keyboard practice Performing
Sing keyboard pieces Refleding
Performance of pieces — individually and as a slas
Week 5
Sing 3 new tunes for keyboard Skills
Practise tunes on keyboar@-from nodern style; Knowledge
1 ethnic tune Performing
Play orignal recading d keyboard pieces Refleding
Theory — structure of aiody
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CYCLE 3

Week 6

Discussion — what is music? Knowledge

Seven excerpts played on CD Composing

Key questios: Is this msic? Do yau like this pece? Refleding

Why or why not?

Elements of music

Graphic notation

Soundscapes

Listen to exanples of 20century conposed rasic

Start to write soundscapen-self selected groups

Week 7

Perfect soudscapes Performing

Practise sondscapes Skills

Performsoundscapes Refleding

Introduction to guitar

Week 8

Practise chords on guitars Performing

Instrunents of the orchestra +gy musical examples Knowledge
CYCLE 4

Week 9

Combining rhythmand nelody Knowledge

Use own naraas basic for pentatonicehndy Composing

Performon keyboard and/or xylophone Performing

Introductionto conposition: conpose at least 8abs,

Chorus-like, write on staffiotation for guitar, keyboard,

Drum kit and vocals

Play choruses fromarious vocal arrangemts

Week 10

Work on compositions (in groups) Composing

Practise Performing

Performanceof conpositions Refleding
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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 totthat contributes to the delopnent of the individual
through the study of aspects such &snry, coordination, concentration and
creativity. It also offers a uniquerfao of self-expressin, communication, self-
discipline and artistic freedam

As musicis an inportant part of our way dife, it makes a profound contribution to
personal, social and culturakiatity. At Parkview State lgh School in junior msic,
four main areas will be studied:

X Listening

x Composing

x Performing and

x Developing an understamdj of nusical styles

To conplement the juniomusic programit is strongly recommended that students
participate in the extra-curritar indrumental and vocal prograsnwhich provide the
students with a wider musical ppextive and range of experiences.

In all cultures, in every corner of the worfdusic has been an integral part of a
celebration of beliefs and custoriioday’s popculture, rather than detracting framis,
gives a nulticultural diversity tha permeates all our studés lives. Fron the
conductor ofa synphony orchestra, or tHead guitarist in a rock band, to the
appreciative nasician, the study ahusic creates a strong foundation fromhich to
base either a successful and fulfilliogreer or a lifelongnterest in tle music of others.

Why study music?

Music will enable students to develop persibnan many ways. It can provide an
enmotional outlet and a way of getting to knothers and getting on with others. Many
students findnusic enjoyable and a way of balancingithjunior studies. They enjoy
learning nore about the types ofiusic they experience outside school.

Music units conplement the instrunental music programand/or private music lessons,
by providing a wider perspective andhge of experiencaacluding composition,
analysis of repertoire & listening.

Research has shown tmtisic studies can assist with concentration and achiemém
in other academ areas.

After music at school, students caorginue to be involved imusic activities such as
concert going, involvernt in communitygroups or by siply enjoying playing or
singing. The study of music can lead intmtinued study in the senior school and
tertiary education as well asnade variety of job opportunities.
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The Junior Music Program

At ParkviewState High School Year 8 stutde get to experience various aspects of
music in one of the two tegrin Senesterone. They will be introduced tguitar,
keyboards and drusrdeveloping basic rdodic and rhythmic skills. By the end of this
unit, basc music literay skills will be ircreased as a prerequisite for following units.

The units pesented &re aimto intraduce sidents to the study ofumic which, like the
other arts, is an iportant part of our waof life. These units enable students to
encounter music in a variety of ways. Thell have the opprtunity to pay and sg
music of all types, to create their nwonmpositions and to understand a variety of
musical $yles.

From Semester two in YearB, students operate on a veat timetable and are &b
tochoose rasic in Level 1. This unit ipurely a foundation/intductory unit building
on the skills that students have leamthar Year8 termof music.

If students then have an interespursuing and developing their skillsnmusic there
are two units offered in both Level 2 and Level 3.

Links to Senior Subjects

It is strongly advised thatudents complete all three lévbefore choosing usic as a
board subject in senior. 8gal consideration ay be given to students ko already
study nusic outside of schoolna/or who participate in thschool instrumental/Concert
band program, after the cpiation ofa parentf&ident/teaher interview.
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PARKVIEW STATE HIGH SCHOOL

JUNIOR MUSIC

YEAR 8 MUSIC

LEVEL 1 MUSIC 101
An Introduction to Music

LEVEL 2 MUSIC 201 MUSIC 202
Rock and Pop World M usic

LEVEL 3 MUSIC 301 MUSIC 302
Instrumental Music Vocal Music
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YEAR 8 MUSIC
(Developed as a resultfothe Action Research Project)
UNIT OUTLINE
PREREQUISITES:

Nil

DURATION:

One Term gpproximetely 10 weeks.

UNIT DESCRIPTION:

The aimof this introduction to Music is tprovide enjoyablepractical and varied
activities for all Year 8 students. Eeperce in basic guitar ahkeyboard kills, and
music literacy are the majordoses of this unit of workHowever, if the students show
a special iterest in an area and if teypergsts then inveggation into ths would also
take place.

LEARNING EXPERI ENCES:

Listen to recordings — rapusic

Learn the ames of notes and the ksta on a treble clef staff
Learn the nams of a variety of notes

Develop basic vocal skill by apphg this knowledge to songs
Sing repertoire

Graphic scees

X X X X x x P

Dictate basic rhythsnand nelodies

Improve vocal technique/iprovisation

Play basic melodies on keyboard to sol-fa
Begin left hand technique on keyboard
Focus grapit scores

X X X x x N
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X X x x X X x N X X X X O X X X x 9 X X X X x P X X X W

x ©

Develop basic keyboard skills
Conmpose a four-bar shody using solfa and tine nanes already learnt
Add a sinple acconpanying bass lie

Sing a popular song

Experience score readjn

Understand chordal structure using sol-fa
Learn E A and D on guitar

Play the song already sung

Continue guitar skills

EDAENDmMAmM

Play these to different rhyttsising tine nanes learnt

Work in small groups to copose own short “chorus” song with lyrics

Recap basic rhythimskills and tine nanes
Play these with drurpads and sticks
Introduce drunkit and notation
Experience these on drum kit

Theory based leanmg — more ruasic literacy
Notation aml time signature

Dictation

Listenng adivities

Student centered task — specialisabarkeyboard, guitar, drusnor vocal
Choose one and cqhete given tasks
Also conplete theoeticd tasks

Continue tasks given
Conmpletion expected by end of this session
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10.

X Listening and viewingctivities based on cent popular culture
X Discussion about the elemts includinghythms, nelody and techniques as
learnt in previous sessions

EXPECTED OUTCOMES:

Students will by the end of thisit's course be able to:

1. Read trele clef notatim using sol-fa as a tool

2. Recognise basic tiemnanes and dictate sipte rhythns

3. Develop vocal skills

4. Acquire a knowledge of the keyboard: fitarts, and role as an instremb

5. Conpose a short siody and accompaniment

6. Acquire a khowledge othe guitar ad drumkit: parts, andales as
instrumrents

7. Conmpose a “chorus” for a song and acgamy it on guitar

8. Specialise in either guitar, keyboardyiis or vocal and coptete set tasks.

ASSESSMENT:

a. Create and performraphic score

b. Conmpose a short siody with a smple bass accompanant on keyboard

C. Compose a “chorus” for a song with guitar chordal acganment/drum
kit.

d. Conmplete sé¢tasks — bth practical and theoretical.

Appendices

151

































Rap Composition

TITLE:

COMPOSERS:
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APPENDIX 4 - REFERENCES FOR YEAR 8 MUSIC

Atherton, M. (1991)The ABC Book of Musical Instrumen@ows Nest: ABC.

Brown, A. & Dillon, S. (1998)Retro Rock — Scores & Style Guithorth Warrandyte:
Exploding Art Music Rblications.

Brown, A. & Dillon, S. (1998).Retro rock: the styles & made rock history.
Melbourne: Exploding Art Musicr@ductions.

Brown, A., Dillon, S. & Purcell, K. (1992)Reading and writing rockMarrickville,
NSW: Science Press.

Brown, A., Dillon, S. & Purcell, K. (1994Rock essentialsMarrickville, NSW.
Science Pres

Bolkovac, E. & Johnson, J. (199860 Rounds for Singing and TeachiBgposey &
Hawke.

Byrne, R. (1997).Don’t Fret: A Comprehensive Introduction to Musiorrensuville,
SA: “Don’t Fret” Musc Publicaion

Charlton, K. (1998)Rock Music Syyles McGrawHIill.

Doricott, 1.J. & Allen, B.C. (1985)In tune with musicBooks 1-3. Sydney: McGraw
Hill Book Conpany.

Doricott, 1.J. & Allen, B.C. (1995)Listen to thenusic. Sydney: McGraw Hill Book
Company.

Doricott, 1.J. & Allen, B.C. (1998) Exploring nusic. Sydney: McGraw Hill Book
Commpany.

Dunbar-Hall, P. & Hodge, G. (19914 Guide to Jazz, Folk & AustraiaMusic
Marrickville: Sciene Pess.

Dunbar-Hall, P. (1993)leaching Popular MusidVarrickville: Scierce Press.
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Dunbar-Hall, P. & Hodge, G. (1999 Guide to Rock ‘n’ PopMarrickville: Sciene
Press.

Furstner, M. (1998) All About... Chords Basic

(1994) Blues Basics for Beginners

Moorooka: Merino lithographics td.

Hodge, G., Dunbar-Hall, P. & Pollak, A. (198Active Musc Marrickville: Science
Press.

Hodge, G., Dunbar-Hall, P. & Pollack, A. (1993ctive Mwic. Marrickville, NSW.
Science Pres

Leek, S. (1992)Voiceworks. Brisbane: Morton Music.

McNicol, R. (1992).Sound inventions: 32 creative s projects for the junior
classroom New York: Oxford Uniersity Press.

Paynter, J. (1982)Music in the secondgrschool curriculum Cambridge: University
Press.

Paynter, J. (1994)Sound and StructureCanbridge: University Press.

Rixon, B. & Merrick, B. (2000)Music: Let's Do It Marrickville: Scierce Press.

Stefanakis, M. (1998)Turn it up. (Students book, CDna Score book) Sydney:
McGraw-Hill.

Stowasser, H. (1991Discover Mugc Making Melbourne: Longran Cheshire.

The Kings Singers (200Book of Rounds, Canons & Partsonjilwaukee: Hal
Leonard

Vella, R. (2000).Musical environments: a manur 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

At which Primary School did you do Year 7?2 .....oooiiiiiiiiiiiiiie e e e,

What did you enjoy in primary school music?

Did you learn a musical instrument in primary school?  YES NO
If YES, Which InStrument? ... e,

Have you continued to learrthat instrument at high school? YES NO

FNO, WHY MOt o e e e e e

What would you like to do in High School music?

At this stage, will you be eleding to study music in second semésr? YES NO

Name your favourite musicians.

What radio station do you liSten t07? .......cooriiiiii i

What music programs do you vatch on TV ... e

What does music mean to you? Howo you define music?
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NAME: CLASS: 8C

What does music mean to you? Howo you define music?

Why?
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NAME: CLASS: 8A 8B 8E

At which Primary School did you do Year 77 ......coviiiiicie i i e e eeinen s

What did you enjoy in primary school music?

Did you learn a musical instrument in primary school?  YES NO

If YES, Which InStrument? ... e,

Have you continued to learrthat instrument at high school? YES NO
FNO, WHY NO 2 o e e e e e e

FOR 8A AND 8 B ONLY — What did you enjoy in Grade 8 music classes?

FOR 8 E ONLY — How do you feel about not bag able to do music in first

Y1 1 [S35) (=]

Did you choose to study music in second semester? YES NO
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SAMPLE OF INTERVIEW
TRANSCRIPTS

1. Louise
2. Rose
3. Students
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10

11

12

13

14

15

16

17

18

19

20

21

22

23

SAMPLE OF INTERVIEW TRANS CRIPTS

1. Louise

Internview with Louise secondary umsic teacher for 16 years

Louise thank you for your timtoday

HiKay

Louise Grade 8 osic fun or a painfl experience

Fun

Can you comment on that and why

Uum because the Grade 8s are where itatins at ighschool like yu have to
pretend that it is

yes

hahahaaaaa

Is it working

ohyeah

yes

yeah it's working unmyeah definitely fun fist pat of call first expeience tha'’s the
beginning and if it's not fun it just doesnitork at all and for rait's fun because
they’re so almost naive and fresh wtikay begin and you can abst do anything
with themand if you get theight stimulus happening frorthe beginning of the year
Oh it can be it's wonderful all thdifferent things you can do with it

So that leads us into planning

Mmhm

There’s not set syllabus

No

For Grade 8 music
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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

No

Can you tell re how whether you worked ithenes or units or had a sequence of
skills or how did you plan your Grade 8 classes

Right units with a sequence of outcesyand then skills derived frorthose outcoms
What sort of things did you do in the units

Ok umwhich actually we devised througtsdussion with the priary schools at that
situdion

Oh that’s nice to hear

Which is really......

that you spoke to the pramy schools

ohh well we had una ®uple of big feeder $ols and there were a feeatly very |
guess concerned uteachers who wanted #&xtually respond to ynquestions as to
what was being done in the pany schoolum we started out with what we just
called foundation unit for want of a better reaum started with well one of the early
things that | know that athree of the teachers didmm Grieg’s In the Hall of the
Mountain King, Jaws, any nuper of pieces tat were really contrastinthat mght
be things that mght capturegheir minds cap you know this is this is interesting we’re
not going to play recorders and we're guing to do tatas and titis ufoundation
unit was just all sorts of urbasic comostional techniques whickended not to be
writing anything they wre nore like an inprovisation

like looking at elerants ofmusic

yes

and how you could use them

yes and it was group cguasition and though performing in a nore improvised

follow the teacher sbof a way but created dke sorts of actities that then lead to
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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

the now lets write dow that ths is a crothet and it's worth one beat it never was
the other way round you know we triedt to make it that way anyway

So the theldlls were developed tbugh the nasic meking

yes

This is just what I’'mon about is is great that I'falking to soreone who's been
doing this

hahahahaha.hh and frothat foundationunit we ar gee we ended up with the
keyboard unit in terrd

Yes

We had an instruemts unit and in thenstrunents unit for exarple the key um
conpositional performance activty wasn’t umconventional instruents because ev
didn’t have enough and we didnise keyboards at that point it wasrmlike a um
tsk oh what is that percussion engbgroh

Stonmp

The Stonp it was a ®mp activity so they hhto go out and thefpund bits of stuff
from around the school

Can you give an exgne?

wheelie Ibns with the lics that they eakd an ostinato on or whatever wand that
was interestingly enough ehinstrunents you know not dag an assignent on a
musical instrurant not playing a recorder um

So once again it was through that yeere developing rhythim work

yes

Students worked at there own level

Yes they basically created umnit dependng on the the strengths of the particular
group that it nght have been as basiceech oe of themcreateda one bar rhiyym

that they tlen had to wite down &d it was anostindo ard they # came together
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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

and it formed about a 30 second compasitiright through to a group that wasore
instrumentally music based and theyight hare had a 4 bar one so there there was it
was a really good activity to cater for thelkiat all differentevels of perfoming

And what was the third term

tsk caaahhn’t reember what the third terrwas umtsk cheu cheu cheu cheu cheu it
probably will cone to me | can’t remefver

ummh

all right wéll leave ttat

All of the ills thee was there @as a unit which we wded on evey year bebre
that nex term because we found that theras really differing approaches each year
we found that the kids obviously terane you know private thé&ids have really
differing ability levds um and that we justvanted to chargit anyway to keep itun

for us and of course the kids

So you obviously saw every Grade 8 child for the whole of the year

yep

for how many lessons

2 lessons a week 47inutes all year

That is a great aount of tine

Yepsensational

and did you have to knock on lots of doors tanget that happening

timetabling

yes

| was alway fighting to keep rasic for theyear but | was findinghat inaeasindy it
was being gquestioned more andrmand whey do we always have to beg for our

subjed¢ time?
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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

that’s inportant

Yeah

Okay umm is there any lmr thing if you didn’t haveny constraints oney wise
time wise are there any other things that yauld really like todo with Grade 8s?
Tell me wha you would like to do.

tsk uumvery bravely possiblgonething technology oriented

Mm

tsk uumpossibly sonething where raybe we could edit um @ybe we could go to
the pant where they prformed theyrecadedthey edited thy jug just an extension
on that which then led to a you know awaluation of the pesfmance with this
situation but not rebl | mean | was lucky that uinhad a keyboard layer which was
the culmnating thing although having saidathactually it would have been nice to
have had um tsk s@more to h to have kdeanother drunkit | really wanted a drum
kit Oh tha was it we did rock msic in tem three

In termthree

| wanted a reallya a | vanted anther drumkit for eachclassroonah that not rally |
was pretty lucky that | pretty meh hadwhat | wanted but then theggramwas
structured so that you didn’t neecdyéhing very fancy umyou didn’'t need a
classroominstrunent you didn’t need loadsf percussion and tHatreally was by
choice | could have probably had heapge@ifcussion instruemts but | really was a
waste of neney

The Rock Unit

Mm

What did you do in that?
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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

tsk that waswhere an in actl fact | think tha was Tem 2 andingruments was
Term 3 that was where we really developed rhythmand the key practical activity
um from which we developed again ethcanpositional activityard the s$yles
whatever it was and what that we wel@ng for this drumnng we ha drumpads
we had drm sticks and they lead it andthen that was swapped in theer hdf of
the tem with guita so we a classssof guitas

Mmhm okg that'’s fine thank you can youlltene about your Year 9 to 12 classes
aha

Did you have separate classeswere they composite classes

yeah

Tell me the story

By the end of the seven years that | wagxxx Hgh in about myourth year we had
our first set we had our first separatseparate 10 separate ume had no wehad
conposite eleven twelve but it was big

And

by the timre umwe got to ny in my last two ye yeah it was thlast two years the so
sort of would have been about fivedix years down the track from having started
this particular progranwe had two sepate Grade 9 classes both of which were
almost 30 in size two separate 10s thiellowed on from first year of the two
separate nines and we had separate 11 12s

that's wonderful

it's very fine

So what why do you think that you had sumt nunbers in the nasic classes where
in other schools all over ¢hstate they’re decling

| think it was because thiaree classroonteachers workd redly hardto develop

activities that were acessible we loked atthe fact that if we were the 13 year old
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what would it be in the ass narket that would appeal to umit not just then present
themwith Rock Pop Jazz it had tela balance and our work progrdor the yea
clearly stated there had to be a balancgtydés and the clas=l it was all there there
was plenty bit it just came from the ads it wasrothe téevision

Otherthings

or it came from the novies a it had sone well like Jaws it osme | gues interesing
exciting aspct to it that it was associated with a shark #rey could pictee that
and how that them developed thatneotion and | think that was the biggest thing
was that we looked at we designed a progtanasn’t out of any standard textbook
we had lan Dorricot’s isten to the Musi as a supporting textbook and we used that
every now and again it had semeally interesting stuf in it in places but | thnk that

he biggest thing was that wmatered we woked so hat to cater for tle differing
needs so that when you had a student trenislly hadn’t already an instrantal
music program type instruent or was struggling a bit with the knowledge of the
music notes be it rhythically or pitch wisewe had activities and we structured the
lessons so that ¢ine were thngs tha the variety of levels can amage and that was
really involved and the three of us workedlhg hard to make tt happen and a lot
of that cane from unit booklets we we fourtthiat that worked really well because we
had booklets for wst of the units or evejust a section of # unit so that for a
certain few weeks there was sghing thatwas uuh | guess in the endhiist it was
hard work to put together it was easy fortasise so that we could have activities in
there br kids that wold strugde with essetially the aveage nark that we wee
trying to achieve or kisithat wouldbecase of their insfumental nusic backgroud
their piano playing background whatever wobkl just bored to tears with so that
was a that was a big part of it but it all justant heaps and heap and heaps of extra

work hhhha
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Mm do you have a philosophy on why the rbers have declineth most state
highschoolsFor elective rasic students

Um well yesessenally | think even the rally diligent teachers/ho are trying really
hard to nake the program are battling agdias adnmistration that has an approach
to conbining the arts aththat thathe arts is esmtially music art dance draanall of
those things and that yaman teachihat inone leson a weekdr a €mester or ah ah |
think that’s the biggst problemis that we’e just losng the separte identity of each

of those dsaplines umthatmakes it hard for teacherseh to provide | guess enough
of the stinulus cause if they’ve only had ofesson a week for one tekids haven't
haven’t had enough tieto develop rapport and provide those siius activities thia
are then going to ake themwant to go ond choose it but | thintoo | aml really
beliewve that a lot of our masic teachersire coning out of teacher training courses
don’t begin to prepare thefar what they’e going to see inegondary classroomnd
unless they’re adagble and flexible thége just going to diethey’re not going to
last very long and unless they're expecemare broad or they're prepared to
develop the breadth again they'ret goingto manage becae uurh because | found
that imnediately 1 came froma classichbackground | didn’t knowthe first thing
about writirg a 16barsbluesor hav to write a pop sondgecause I'dgone tothe
University of Queensland gotten adhelorof Music who would have thought of it
for goodness sake it just it justaisn’t enough | had to leaamd | had to do all of that
teachmyself guitar work out howmthe bard | was ging to be able teeach teach
themum yeah well tedtthemall that br exanple those timgs that | jus mentioned
before and if rasic teachergust think that theyre gang to be able to teach 13 year
olds who live in an environant of popculture commercialisnany number of iss

they’re goirg to be able they thinkheyre going to be able to teach thelBach
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Mozart Beethoven Jazz even Rock everthim way that unthey were taught um
they need tahink again case it’'s just (unworkable)

Good did you do mch singing

Yes singingfrom very well irst week if possible tened to be | rast adnit in the
Year 8 programwe certainly didn’t ventw into much partsinging unless it was a
round unless it was sathing like an ostinati on notes that didn’t change very
much?Um | just found thait didn’t work even though know our kids camfrom
primary schools that sangist didn't semto work | | wondered whether it was
because our classes were s We tended tdvave up to in the Year 8 class &8s
um which is pretty enormous so we sampt of umwell we sang a lot of pop songs
we sang eerr could have been ar Harry tdelie sonething that had somsort of |
guess groove to it or itight have beenremember we sang this this spoof on opera
so that they could learn semvo ome terns associated with opera it was a funny
thing | can’t think what that was foright have cora out of Dorricott’s book we did
spoken rap songs ubutagain oh w sangalong umtwo chord wonder pop songs in
the rak unit umoften times chosen becaudieey were curently in the Top 40 ah
they had two chords in theand one of ta three of us th nusic teachers actually
listened and wrote the damn thing down againt or whateer and taughit to them
taught (?) the night before usually as well um yeah but but losnging even
though | must adimhif the singing didn’t starin the first week when | was a first
teacher?Didn’t start inthe first week leftit sort of thoudpt yeah we’ll a little bit
further dow the track nup you loose theatis just way not coalf you haven’'t done

it the first day cause you've got them the point wherethey're integrated into
highschool they’re cool now they theyethdig it you know they they've got this
credibility thing going and they don’t wata sing but you know you've got to start

from the beginning and it it doesovk then na easily at times but just retain and it
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usually was that regardless whether they liked it onot we sang a song at the
beginning of the lesson or we sang a songeetid of a lesson or if they were just
losing it at sora point andl could not get high quality hha results from thema
particular activity we'd just stop we’'dhut our books and we’'d go and sit on the
carpet we’d sing a song are’d stop shut our bookse’'d go out on the oval and
we’d do sone well one day we did an antiphalrthing because louldn’t get to sing
very well loudly so we stood at quite widgervals and w just kind of sang this
thing about coke unsoke cans that | ade up on the spot and we chanted and you
know hahaha aaa.eeehhh

Mm

It just mede it relevant to do sogthing that they could unoh what's the word
yeahyeah

relae to | gwess is the word

that was accessible it was

acceswble | like that word

sonething about it was just sarstupd thing that | rade up about do you want a
can of coke or hhh it was a bizarre thing aficcourse it got into trouble with the
classes that were kind of neae thval but anyway hhh hahahaha

Okay well that's abowdll

Ohokay

Thatwas

Ohdear

Okay thankyou very och

Noproblem

Just one rre question

What support did you have froadmin for your music program
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256 P Very very good | was very lucky and | ik that had everything to do with the fact

257 that | was the Head of the Perfarg Arts Departrent and the school had already
258 made a priority to have a perforng artsHOD and the adm had actually rade that
259 priority in conjunction with the HODs butknow that our adim actually had the
260 final say @ that umit was it wa hard but ar in tasane times especilly at
261 timetabling time because | always wanteabre spares for y other two teachers
262 than they actually were eant to have becautieey were th sane people that setpu
263 the PA in the halldr asserbly every timre we did a perforance which was every
264 Wednesday morning on enselgnthe nusic departnent had to do something they
265 were then fixing up after up aftéhat so we ied to ge them extra spags or of play
266 ground dutybecause of all threhearsals thatdf then alsdook becase the three
267 classroommusic teachers were also veagtively involved in the instruemtal
268 programto enhance our instmental programat xxxx High

269 at the end othe day the adim were verysupportive but as a HOD | had muclre|
270 guess tsk | was nech more able tododiredly involved with tinetable tinetabling and
271 directly involved withthe nanagement group

272 | And budgeting

273 P that made a lot of decisions about the school and its future and yeah budgeting
274 budgeting vas a big one

275 | Yes

276 P that and | | suppose too just uuur part of mature is to if | believe in something and
277 if I want sonething I'll argue enough to do yrbest to get it so they aybe they just
278 gave in for those reasons

279 | We always have to be persistent

280 P but umyeah it was pretty good lean if if we needed if the Grade Queic class had
281 to performon Speech night or s@might axd we had to hag a rehearsal they would
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282 um cover our class if we were caomg out of another class to you know have to go

283 and do that at that set rehearsal period ahdhay any any nuber of hings it it was
284 good
285 | Thank you once againduise | really appreciate your t@an
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SAMPLE OF INTERVIEW TRANS CRIPTS

2. Rose

Year 8 nusic

nmhm

Do you enpy it or do you consider it a problem what’'s your perspective faom
teacher’s pmt of view

| don’t enjoy it mainly because th range of abilities in thclass is sdig so that
makes it difficult and the range of interesttime subjetis alsovery big these kids
that cone in with a verynegative attitude fronprimary school there’s others that
have just done soumh private misic expeience and it's just finding somewhere that
connect all that together

So it's the wide rang of abilities

[ think

So it's probably your year 8 programatneeds the biggest plamgi because of that
diversity

mmmmyep

Okay so then when yogo toplando you work in theseraunits a skills basedor
how do you plan for this wide diversity of group

mm um | | probably a aobination é skills and umnteress

Can you expand on this

um try and build up the interest becee wlen you do that that's where the
motivation cones fromand also they get otivation from being able talo something
well so it's | suppose probably a cbmation of those two eleemts

What sort of skilldo you really hone in on

um mainly practica skills and the theoreticand aural skis they nedto be able to

do the practical better
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which is on keyboard or

keyboard guitar ar singingm year that's about it

that'sgreet

ha

the fact tlat there’s really no set syllabus

mmim

Currently there’s no set syllabus for yeardo you see that an advantage or a
disadvantage

an advantag in sone ways because you can tailor itwdat it depensl on if there
was a syllabs how speific that was becase um | neans as it is now | can choose
what irteress nost stueénts and tht chaiges probably from year to year and within
the progranthat’s that's together

Can we just relate it to the lasthool where you were teaching grade 8s

mmhm

what sort of a timatable did youhave how long how often did you see

okay um wehad one sesster of music eitbr in first semaster or ecand senester
and that was 2 seventyimute lessons per week for that length ofetim

did you do that for the other school as well

no

how was it different?

it was less than that

what would you do if there were no constitaias far as tietabling resources what
would you really like to do with Grade 8s

mm it's funny because | think um if | hddng | don’t know that | necessarily like
longer time with the groupings thate have no | don’t want ane time

why
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if we had longer tira I'd want to arrange the groups differently so that | could stream
the students and do goodrths with oh better things

extend sora students

or more challenging thingsvith the good students because sahthemafter one
term they know whether or not they want to continue or so it’s silly to keep them
going in this subject justou know for whatever reason sort out the others

mmhm

because | tink that once theéye reached tat pint andl think that's partly do with
their out of lesson sort of where they’reimterns of social and intdéectud and all
that sot of stuff | think um that they\e that they decil after prolably a tem
whether thg want to wanted to caimue tha or they want to specialise in a different
area what'’s the point oésing tlemall

and

and they prbably feel that it's waging time to stg there and my tim

at the school that you are talking abouenyou had two 70 imute lessons for one
senester

mmhm

what sort of size wathat school population

um that was about 800 students

and what was the flow on thamto year 9 10 11 12 uvsic classes

very snall classes we had about 15 in trade 9 class and then that went down from
there to grade 11 and 12 um

so there was no grade 10

yeah there was uractually there was e afew in the grade 10lass thee was
about 18 in that then in grade 11 and 12 there was &igedclass that had only

stated ths um last yea and that was six students
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okay

verysmall

I’'m just loking to e ifthereis a p#tern where students who have music for one
term

mmim

or have a sesster or have a year andtifere’s any flow on into the aghclas®s in
just looking at it like fom that point of view

yeah mml think from conparing the two schools that I've been at there’s not
necessarily a flow on causg xxx there was actuallg snaller anount of time but
we had bigger flow on in tersnof case it was a saller population but we had
bigger nusic classs

why do you think

and | think there’s lot of other um

there’s otler factors

other factors involvé in that as well

do you want to talk about those

um | think the continuity of one teacher being there for a long period efhigips

yes

um the way that the tistable is sructured like we had like vertical tiatiabling at
xxX so they could drop in and out ofusic when they wanted to and really interest
their interests a littldit more umthan xxx where thewere locked into a course of
music for two full years grade §ade 9 andrade 10 s | think that that's a long
period of time for somebody to be lockd in after year 8 and say well I'm
discounting all these othereetive subjects to to studyusic for that period of tim

students like choices
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yes sore students who I've interviewed & said that they® been really good
music stueénts andeally wanted tado nusic but there were othe things tha they
wanted to try

mm

at high school

exactly

so theyelected not to dmusic there @y be an instrumntal student or private usic
students and it wasn't because they digvént to do msic but because it was their
change to do soevther subjects as well

mm that’s right that’s righand if they do instruental music they say well I'ndoing
sonme music so why can’'t | broaden my areasl do somthing else instead of doing
two lots of music and nothing else

have you had extension sia students at your school

no

okay then statistically the nilars havedeclined of studentglecting to go onto
senior nusic do you have any thoughts omythat’'s the case or do you have any
guestions on what’s that why that's tbase and theories or ideas yoaynecare to
share with re

mm not really | tink ma naybe it's to do with what caee are avdable at the end 0

it um | think there’s a lot of students a lot of very talented students who also have are
very talerted in other areas péicularly the scieses andnaths area anthey tend to
see that as a bigger career opportuhdy them and music because you know
professional rasiciansit's nota it's not a mney earner

yes sore students see that as very important

the senior syllabus | hard

yes thee is lots to do
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yeah

do you think it is too challenging for students

yeahyeah

there is a review comg up for the senior syllabus

mm

do you think this will have nrch effect

probablynot

do you do much singing in your grade 8 classes

ar yep the sort of singing we do wasrgiatedto what we’ddo in primary school it
was umvery nmuch based on top 40 music singing along songs

yes

um so it wa nore or less jus geting themto participae and use tleir voice raher
than going into any technical @és or thd sot of thingand uml think that probably
did keep an interest and alt® fact that we sed top 40 rasic neant that the kids
that were on the borderline of being inteeelst know it had somsort of interest in
being there anywhere

it was tre real nusic to them

yeah

Just going backward wheme were talking about planmg do you take into or have
you in your planning taken into account whia¢y nmay or may not or should have
done in prinary school or have you found yoeally need to plagour progranfrom

a different point of view

mm | basically start fronscratch again but uhredise that withinthe class thre are
students that have done mostloé sort of stuff that wesa/done in grade 8 before so
the way | treat it in class igery brief and very much uiyou should have already

covered this we’re just going to reml youof how it went and §r and explain it in a
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different way to the way that I'nim assuning that prinary teachers would have
taught it so it’s a little i different but it's still consoli@ting those basics because |
know that kids have gone into grade Bhout those basics and year | work on the
basics

Okay that's fine and the agedgbroblemof support fromadmn

mmhm

what did you experience atdlschools that you've been in

um mixed fromvery good support through twot very much at all um | think in
terms of instrunental music they ee that as ailg PR thing for the sclob where the
acadent side of nusic theydon't really see th acadent umor other things to
with the arts that are are good for a studbey just see it abeing well they can
performance and that isn’t necessarily whiagé arts are about so | think that’'s where
it sort of falls down that they’re not aveaparticularly of hose other aspects mm

it's the us@ thing for the speechight and when the mister’'s conng

yep don’t care about classroonusic

Rose that about wraps it upany thanks for your tira today

Yeah grade 8 is not ynfavourite class itvould be better just to get the kids who
want to be there

thanksagain
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SAMPLE OF INTERVIEW TRANS CRIPTS

3. STUDENTS

These interviews were conductedamhally in small groups.

A number of questions were asked of the shide Althowgh each stueht was not required to
give an anger to eachquestion and disca®n was encouraged, ghstudents all gave a
response. The studentstly responded in aordered turn and gave very brief answers.
There was no discussion. Anggle of the answer given to 2 of the qu#ions is transcribed

below.

What did yar enjoy mosin music this tem?

Group 1
J. | liked it because of the cgositions we had throughout the teamd | lked how
we got to nake our own songs and experience it by um singing themand
showing it to others.
M. Well | like music becase it's cdourful.

J. Playing the drunkit yeah playing the drurkit.
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 drum and maybe the guitar.
L. | dunno.
S. It was the guitar. | can play now.

B.  Playing the drumlike this.........................

Group 3
S.  Umplaying the keyboards and singing.
M. Ah making up a song that was good.
J. Yeah naking up a song was good. It would good to do one with everyone in it.
B.  Conposing was cool. Ah singing and not singing playing the instruamis.

M. I'm pretty good at playing the keybdanow. | want Munto get e lessons.

Group 4
T. Um playing the keyboards and singing.
U. Um probably like playing the instruents and basically it's just fun basically.
J. The instruments and being working together.
V. | liked making our own song.

W. | liked making our own song.
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What other things would you havigked to do in music tis term?

Group 1
B. Iwantto learn to play the violin.
C. Yeah it wounds like reallgraceful hey. They don’t éne’s no violins here. Listen
to more real music.
J. Yeah ligen to sore R&B.

N. Listento music.

Group 2
S.  ldon’t know really.
K.  Wouldn’t have a clue.
L. I'd probably like to like play a different instruant rather than like drusor

sonething like saxophone or sathing.

S. Nothing.
B. | don’t know uml don’t know.
Group 3

M.  Arldon’t know really

J. A bit more of the keyboards andane time on the guitar.

B. Um I'd probably like to like pay a diffeent instrunent rather than like drumor
somrething like saxophone or sathing.

N. Ah the electric guitarWhy don’t ya have soeelectric 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 | could.

T. Yeah hey that would be cool.
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