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The Conference theme A Visible Voice speaks to diverse situations in community
engagement, of which (music) education is a key facilitator.

Voice — Music is sound, and hence audible. The voice is also a reference for opinion,
position, perception. Through this, ISME provides its members, no matter their station, an
opportunity to be heard, because every experience is valid and has something to contribute to
ISME’s global agenda of enhancing human lives through quality music education.

Visibility — This provides continuity from the previous biennium’s ‘Making the work we do
visible’. This will be unpacked globally and at personal levels. How does what we do make a
difference to both the university professor and the kindergarten teacher, whose application of
or approach to music in class are as different as day and night? Can we find space for a
traditional folk song and narrative in the classroom the way we do with high art orchestral
pieces of music?

If we are to attain intercultural understanding, we must be willing to ‘see’ the different
voices that ‘music’ presents.

ISBN 978-1-922303-14-1
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(Abstract: 014)

Play the Beat, Feel the Rhythm, Experience Unity, Celebrate
Living, A case study that explores the roles of Community
Drumming in Singapore

Syed Ibrahim B Mohideen

This case study aims to explore the roles of community drumming (CD) to bring together
individuals from a culturally diverse community in Singapore. It aims to investigate whether
Community Drumming (CD) does enable inter-cultural communication interaction and social
integration. To do so, the study looks at four factors, namely peer interaction, equal
opportunities, individual accountability and positive interdependency. Three sessions of one
hour each were conducted at the Kallang Community Club (CC) with 91 participants from
different ethnicities, who spoke various languages, are of different age and economic status,
and with various abilities to better reflect the demographics of a typical community setting. A
qualitative approach was used by observing the participants in real time; by analysing video
recording of the three drumming sessions; by interviewing the different volunteers at the
focus group at all three sessions, as well as interviewing the administrators from Kallang CC
via email. This research raises important questions about the ways in which the four factors
might be targeted in community drumming to play a positive role in bringing together a
diverse group of individuals from culturally diverse backgrounds.

(Abstract 021)

Vocal Jazz Improvisation for New Improvisers

Sharri VanAlstine
University of Wisconsin-Whitewater

When | first began directing the Vocal Jazz Ensemble in my university, | had no experience
or background in jazz music, Vocal Jazz music instruction, or improvisation. My perception
and understanding of how to teach the idiomatic stylings of vocal jazz music aligned with
healthy vocal technigue was less complex and intimidating than learning how to teach jazz
improvisation with no experience or background in jazz improvisation. I have spent the last
11 years developing activities and strategies for teaching vocal jazz improvisation in the
context of a collegiate vocal jazz ensemble, and | have effectively used the same strategies
with middle and high school singers in summer choir camp and workshops.

The purpose of this session is to share some of the ideas | have discovered and used over the
last eleven years to help my vocal jazz students develop solo improvisational skills. The
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workshop will include a variety of jazz improvisational activities and resources that have
proven effective for instruction, individual practice, and performance. Activities will include
establishing and singing along with root chord positions, adding or altering rhythms on chord
roots, altering pitches over established chord progressions, experimenting with scat syllables,
and altering melodic and rhythmic content of familiar tunes. Online tools and apps will be
shared, including using simple backing tracks on YouTube to practice basic improvisation to
utilizing full accompaniments on iRealPro to sing and improvise on full jazz tunes.
Participants will be encouraged to sing along, find partners to “trade 4s” and even try
improvising on their own over backing tracks. These activities, exercises, and resources can
be taken straight from this session into the classroom. The same exercises and activities have
worked well with collegiate, as well as middle and high school students, engaging them in
developing their ability to hear chord progressions, sing chord roots, alter rhythms and
pitches, and create solos using scat syllables or standard tunes.

(Abstract 022)

Accessible Digital Musical Instruments in Special Educational
Needs Schools - A Exploratory Qualitative Interview study

Andreas Forster
imui e.V.

Recent advances in music technology and the promising potential thereof regarding the
creation of accessible digital musical instruments (ADMIs) in conjunction with the
availability of low-cost hard- and software led to a gain in research interest and publications
regarding ADMIs [1].

ADMIIs have the potential to facilitate inclusive access to active music making by reducing
cognitive, sensory, or physical barriers people might experience using acoustic instruments.
Furthermore, DMIs in general can provide access to a musical aesthetic that is distinct from
traditional music. It is important to mention that inclusion cannot be provided by technology
alone, but by an inclusive society. Still, technology can make an important contribution.

While most of the research focuses on short-term evaluation of specific ADMIs that target
users with disabilities in the physical domain, little is known on the actual use of ADMIs in
special educational needs (SEN) schools in general. Farrimond et al. even conclude from

their literature review that there is a ‘dearth of research relating to this research area’ [2, p.
11].

Thus, the aim of the presented study is to take a first step on the collection of structured
information on the use of ADMIs from a teachers’ perspective as a basis to inform future
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design of ADMIs, to give an overview of what instruments are already being used in SEN
schools and to find out more about the reasons why (/why not) ADMIs are being used.

The study uses a sequential mixed-methods design. The first part consists of 16 qualitative
interviews with music teachers from German SEN-schools with different specializations
(e.g., physical, cognitive or sensory impairments). The interviewees were partly selected
because of their experience in the use of ADMIs (n=3), the others were selected based solely
on the school’s specialization.

Figure 1 shows an overview of (A)DMIs that are used in the schools. Figure 2 shows an
overview of reasons for and reasons against the use of (A)DMIs. Those will be further
explained in the presentation. In the following part of the study a quantitative questionnaire
will be developed based on the data collected in the first part. This questionnaire will be sent
to all SEN-schools in Germany.
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(Abstract 023)

Bravo Maestros: A Bourdieusian exploration on the experiences
of state-schooled conservatoire graduates

Scott Caizley
Kings College London

This poster presentation highlights doctoral research which captured the experiences of UK
music conservatoire graduates who were previously educated at a UK non-selective state
secondary school. Since their formations in the early nineteenth century, UK music
conservatoires have served as the elite training grounds for many of the world's most
successful classical musicians. However, whilst these institutions play an important role in
preparing musicians for a future performance career, the way in which conservatories admit
students can be seen to reflect and perpetuate classical music's status quo — this being,
overwhelmingly white and middle-class. Such social and cultural disparities are highlighted
in the reports by the Universities and Colleges Admissions Service (UCAS) which show how
the majority of conservatoires are made up of privately educated students from the most
advantaged backgrounds. The data also show how the most advantaged fifth of young people
remain around six-times more likely to enter a programme at a UK music conservatoire than
those from the most disadvantaged backgrounds, with both the Royal Academy of Music and
the Royal College of Music accepting fewer state-school students than Oxbridge. For this
first time, this research attempts to understand experiences of state-school educated UK
conservatoire graduates. Through analysing collected data within Bourdieu’s conceptual
framework, the poster will present key themes through sociological lens, generating a wealth
of new knowledge cultural sociology. While this poster presentation focuses on experiences,
it also explores the role of conservatoires as key facilitators in reproducing elite classical
musicians.

(Abstract 024)

On the Limits of Liberal Antiracisms: Towards a Critical Race
Theory of Music Education

Jess Mullen
Pennsylvania State University

Although scholarly discussions of antiracism in music education have existed for some time
(Bradley, 2006; Hess, 2015), the uprisings during the summer of 2020 and beyond in
response to the continued extrajudicial murdering of Black people at the hands of police in
the United States and elsewhere brought a renewed attention to what antiracism could mean
for the field. Discussions of antiracism in music education have manifested in the
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reconsidering of repertoire, including calls for performing works by racially diverse
composers and expunging pieces stemming from racist minstrel traditions. Drawing from
Melamed’s (2011) genealogy of post-World War liberal antiracisms in the United States, |
contend that focusing solely on representation within the repertoire limits the possibilities of
transformative antiracisms in music education that attend to the material inequities in music
classrooms and schooling, broadly.

As an alternative, | suggest the field of music education adopt an antiracist framework
informed by critical race theory (CRT). Critical race theory is a body of scholarship
developed by legal scholars of color that challenges notions of neutrality, meritocracy, and
the ability of liberal frameworks to achieve racial justice under the law (Matsuda, Lawrence,
Delgado, & Crenshaw, 1993). Further, CRT recognizes the experiential knowledge of people
of color as legitimate evidence in critiquing inequitable social and material relations (Dixson
& Rousseau, 2006; Matsuda, 1987). As an example of how a CRT perspective could inform
racial justice approaches to music education, | present a portion of a multiple-case study that
details the ideal music programs as described by four African American youths. Three of the
four youths advocated for keeping traditional school offerings such as band, orchestra, and
choir in describing their ideal music programs. However, each desired music offerings that
more closely aligned with their musical lives and interests in terms of the genres of music
they wished to study, and the pedagogical practices employed by their music teachers. These
narratives suggest a both/and approach to racial justice that embraces inclusion within
already established paradigms of music education while expanding the pedagogical and
material possibilities for music teaching and learning.

(Abstract 030)

Creating a visible voice of composers in the Early Music Kodaly
Classroom

Marilyn Brouette
Dr. Marilyn Brouette

Theoretical/Pedagogical background:

In music education, no element or musical concept is taught without careful planning. In
Kodaly music education, musical concepts and elements are taught to the children within a
highly organized parameter. Every teacher needs to be aware of all the areas in which their
young students need to be prepared, not only for future music learning, but also to develop
the cognitive skills necessary for all subjects of learning.

“There will be a good music education in the schools only when we educate good
teachers”.Zoltan Kodaly
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Composition in the early music classroom is a means to introduce and review rhythmic
concepts, reinforce language literacy and explore melody in a guided and structured, but
creative manner.

Purpose of workshop: Workshop participants will receive effective strategies to introduce
musical composition in the kindergarten Kodaly music classroom. Participants will view
footage of kindergarteners as they create a rhythmic poem and create a melody. The merits of
in-tune singing, development of steady beat, and discernment of rhythm are essential
components in this activity.

Content and methods: Workshop participants will discern how to create a rhythmic poem
with kindergarteners and develop an understanding of the Kodaly method as essential to the
planning, organization and structure of the composition lesson. The clinician will share
examples of compositions created by her kindergarten music students and the melodic,
rhythmic and language elements will be analyzed and shared.

Summary of Main Ideas: Composition in the early kindergarten classroom is a result of
guided collaborative musical experiences. Techniques are employed to facilitate young
children to communicate their musical ideas. The act of composing is a lifelong quest and the
earlier it begins the more great composers will be added to those who have influenced
generations of music lovers. Whether the music is a simple song, a symphony, opera, rap or
hip hop, giving our youngest children the skills to communicate their musical ideas is a
benefit to humanity.

Applications for Music Education: In this workshop, strategies, materials and
demonstrations will give music teachers new ideas to bring back to the Kodaly music
education classroom. Music literacy is the right of every child, but effective and strategic
long range planning is the responsibility of every teacher. Composition is one tool to envision
Kodaly’s vision of music literacy for all ages.

(Abstract 031)

Inclusive music technology: investigating a multimodal
methodology for understanding confidence in music technology
amongst girls.

Liz Dobson
University of Huddersfield

1.Theoretical/pedagogical background of the paper
Music technology is a STEAM (STEM+Arts) subject, that can lead to a diverse range of
creative and technical careers including the development of systems for processing and
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manipulating sound (Sterne & Rodgers, 2011), however statistics show that the audio
industries are predominantly male (Born & Devine, 2015; Dobson, 2018; Gavanas &
Reitsamer, 2013; Smith Choueiti & Peiper, 2018). The number of girls engaging in music
technology falls at secondary level, and education research investigating gender in music
education shows boys are more confidence in this area (Colley & Comber, 2003; Comber,
Hargreaves & Colley, 1993; Armstrong, 2011).

2. Aim/focus of the work/research reported

This work investigates how social interaction shapes confidence and engagement in music
technology. Music education research has examined the affordances of talk and collaborative
learning at primary and secondary level, however few studies have examined social
interaction, learning and collaborative creativity in studio and popular music settings
(Dobson & Littleton, 2016; King, 2008, 2008 & 2018; Meill & Littleton, 2008). This paper
evaluates a social semiotic multimodal methodology approach (Kress, 2009 & 2013; Jewitt,
2009; Jewitt & Kress, 2003) to analysing the mediating inter-relationships between social
interaction, engagement, agency, confidence, and engagement in music technology.

3. Method/approach/modes of inquiry

Eight 11-15-year-old girls were video-recorded over seven days of extra-curricular activities,
using participant-documenting and a multi-camera setup. 35 hours of recordings show them
participating in music technology activities, and six hours of which focus on ‘sound
harvesting’ activities; recording audio with iPads and H4n Zoom recorders. Participants
worked individually, in peer-peer groups, and youth-worker led groups. Multimodal
transcriptions of moment-by-moment interaction documented dialogue, gaze, proxemics,
gesture and sound auditioning, facilitating analysis of inter-relationships between interaction
and meaning-making, confidence and engagement in music technology across time.

4. Results and/or summary of the main ideas

This multimodal approach showed: that engagement with music technology was not
contingent on equipment use; the importance of non-verbal/diverse modes of interaction for
meaning-making; and that sound auditioning is a discreet mode, also revealing their
understanding about sound, conceptual understanding, and shifts in confidence around sound
and music technology.

5. Conclusions and implications for music education

A social semiotic multimodal methodology reveals pathways to self-confidence in music
technology, and that this insight into meaning-making and engagement, could inspire new,
more inclusive music technology pedagogies that support the least confident learners in
similar creative technology activities.

(Abstract 033)
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Back to Braille: Music Education in 19th-Century Italian Special
Schools

Giovanna Carugno
Conservatory of Castelfranco Veneto

1. Theoretical background

In the Italian context, the pedagogical reflection on visual impairment started to be
implemented in the late 18™ century, thanks to medical discoveries, and developed in the 19%"
century with the foundation of local institutions devoted not only to the care, but also to the
education of blind people. Notwithstanding the relevance of this evolutionary scenario, no
research had been carried out on music education in the special schools for children affected
by visual difficulties.

2. Aim of the research

The research aims at providing an overview on music learning and teaching in 19™-century
Italian special schools (istituti dei ciechi), with the final goal to shed light on the historical
dimension of music education for special needs.

3. Method

The research was carried through a comparative method, by analyzing both primary and
secondary sources, including iconographical evidences , articles published in local
newspapers, encyclopaedical resources and conference proceedings, with special attention to
those of the National Congress for the Education of Blind People and the Italian Annual
Pedagogical Congress.

4. Results

Music lessons at the istituti dei ciechi were held by expert teachers, that proposed to the
student activities of listening and playing by ear — in some cases, by using specific devices,
such as Braille music notation tables. The pedagogical framework on which the music
lessons were based and designed appears fragmented and primarily inspired by the hints
provided by medical research. From the analysis of archival documents (e.g., the final
examination scores of some high schools), emerges the existence of an evident bias that
affected the occupational perspectives of the students, which could be labelled as “gifted” for
music of for manual works.

5. Conclusions and implications for music education

The research addresses attention on a crucial moment of the history of music education,
suggesting pathways for further investigations and contributing to a better understanding of
the passage from special and differentiated educational contexts for students with disabilities
to the “pedagogy of integration” and, most recently, to the challenge of inclusion.
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(Abstract 034)

Voicing an instrumental music curriculum: one example-one
approach

Amanda Watson
Department of Education and Training, Victoria

This presentation will document the reasons and the process adopted for the development of
an instrumental music curriculum for a secondary school. The context for the project was set
against the need to provide a written curriculum that reflected the authorised curriculum for
one Australian education jurisdiction. It is one example and one approach and illustrates
another musical voice.

The Victorian Curriculum F-10 published in 2015 was used as the basis for the development
of this document. The four interdependent strands of the Arts: Explore and Express ldeas,
Music Practices. Present and Perform, Respond and Interpret; and the four capabilities:
Critical and Creative Thinking, Ethical Capability, Intercultural Capability, Personal and
Social Capability are incorporated. In a similar timeframe, the Fourth Industrial Revolution
was introduced to the world and the curriculum capabilities are a relevant feature.

The approach taken to write the curriculum incorporated the Victorian Curriculum rationale,
aim of the Arts and the four strands together with main ideas of the capabilities (all classified
as subjects) into the structure of instrumental music program of the school. The starting point
was to take one or two words that described the meaning of each of the Arts strands and use
these as the catalyst - Explore and Express Ideas (composition), Music Practices (technique),
Present and Perform (performance), Respond and Interpret (history, musicianship).

The completed curriculum will be displayed. It is limited to five pages and needed to be
inclusive; accommodating the skills, knowledge, learning styles and individual capabilities of
all students enrolled in instrumental music, in years seven to ten. From the newly arrived year
seven student who did not read music notation and had chosen an instrument that they knew
little about (and was ready to learn) to the year seven who was prepared to change teachers
and complete their grade six or seven externally assessed practical examination that year.
Students commence a first, second or third instrument in years seven, eight, nine and ten, and
continue to study a previous instrument.

This presentation will demonstrate that this activity can be done without drilling down to
produce a scope and sequence curriculum. It is best described as a policy document, yet in
broad terms, provides enough detail for instrumental music teachers in schools to ply their
craft within the authorised curriculum and with a focus on educating for the Fourth Industrial
Revolution.
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(Abstract 035)

The beautiful sound, a visible voice

Massimo de Bonfils
Santa Cecilia State Conservatory of Rome, Italy

The beautiful sound. How can we define beautiful something that cannot be seen? For
centuries everyone has defined the sound of Stradivari as beautiful, but no one can see it. The
problem is that there are now only 500 instruments of him left in the world, not all of them
are in good condition and they will not be eternal; moreover, they are few and very
expensive. So, we need new violins of that same acoustic standard at reasonable prices, but
first of all we need to train and educate a generation of high-level luthiers, capable of not
only equaling but also exceeding the production standards of Antonio Stradivari. Today this
is possible, and we teach to do it; This is our educational purpose.

(Abstract 065)
Different Elements In Traditional Taiwanese Folk Songs

Wen-Hsiu CHEN

Ph.D. student, National Taiwan University

Many ethnic groups, such as aboriginal people, Hakka people, Hoklo Taiwanese, Chinese
people..., have gathered on this land of Taiwan due to the geographical environment, from
the past to the present. Therefore, those ethnic groups' music culture have formed the
diversity of Taiwan's music culture.

In Taiwan, the contents of school music education are mainly Western classical music. For
students, there are all learning about the Western songs, orchestral pieces of music and the
textbooks in school focus on Western musicians; Taiwan traditional music is taught only
little. Since the 1980s, local awareness has increased, and there are more and more music
educators have emphasized that when learning Western knowledge, we must also preserve
and continue our own culture. Consequently, some traditional music was gradually added to
music education.

Now, 40 years have passed and there is no significant effect. Traditional languages and the
sense of identity between ethnic groups are still gradually fading, which also affects the issue
of cultural inheritance. This study intends to integrate Taiwan’s multi-ethnic traditional music
into the music courses of elementary school through the curriculum design, so that students
can learn more about Taiwan’s multi-ethnic music and accept different ethnic cultures.
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In this project, through learning folk songs, students also learn traditional languages to get to
understand the local culture. By seeing and hearing different sounds presented by different
ethnic groups' music, we could attain intercultural understanding.

(Abstract 068)

Leaving the Profession: Exploring Experiences of Music Teachers
who Depart the Profession

Charles Patterson, 11
University of South Florida

Teacher attrition is a noticeable problem in the field of music education in the United States.
Many factors contribute to the decision of a music teacher deciding to adopt a new profession
at the start of their career. Some of these factors are common among music teachers and some
are personal factors that are unique to the individual. This qualitative research paper sought to
document the lived experiences of teachers who decided to depart the profession of music
education. Emphasis was placed on teacher preparedness programs such as the bachelor’s
degree in Music Education and what specific aspects are lacking.

Interviews were conducted with two individuals who taught music no more than 5 years and
decided to leave the profession. Those same individuals participated in a roundtable-like,
focus group discussion to compare their experiences and highlight specific concerns from
their undergraduate music education experiences. As a primary tool, narrative inquiry was
utilized to preserve and epitomize their short experiences in their music education career.
Following the interviews and focus group session, the researcher utilized coding methods to
itemize specific themes and concerns for both the profession and the undergraduate music
education experience.

The current paper sought to highlight questions for redesigning and restructuring for
undergraduate music education programs to aid music teachers. Emphasis was placed on
current course structure associated with individual Bachelor of Music Education programs of
the participants as well as practical applications experienced and needed in those programs.
To promote primary and secondary confidentiality, as well as freedom of speech during the
sessions, the participants were notified that their names as well as names of institutions,
professors, colleagues, etc. will be redacted as to protect the identity of those involved.
Following the individual interviews and focus group, the sessions were transcribed with
names removed or given an alias. This allowed the sessions to remain honest and true to
telling of their lived experiences during both their undergraduate and teaching experiences.
Based on specific concerns for teacher attrition, conclusions were drawn for suggestions for
further research for undergraduate music education. These conclusions included (1) what is
currently being offered in undergraduate music education that aids music teachers, (2) what is
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currently not being offered that should be a component of undergraduate music education,
and (3) what offerings are considered irrelevant and should potentially be redesigned,
restructured, or removed from undergraduate music education.

(Abstract 070)

Two-Faced Mindsets: The Intercultural Development Among U. S.
Preservice Music Teachers

Sangmi Kang and Harley Lucado
Westminster Choir College of Rider University

In a diversified society, building intercultural competence for teachers is essential to integrate
various cultures and traditions into curricula without bias or prejudice. Intercultural
competence encompasses skills, knowledge, and attitudes required for communication and
cooperation with people from diverse cultures, nurtured by one’s worldview change from
ethnocentric to ethnorelative (Bennett, 2017). This process is on a continuum, from the
monocultural worldview of Denial and Defense, transiting Minimization as a neutral state, to
the intercultural mindset of Acceptance and Adaptation (Hammer, 2012). A Denial mindset
shows less capability to respond to cultural differences, and a Defend mindset takes a "us
versus them™ stance. Minimization is a transition mindset to find cultural similarities. An
Acceptance mindset appreciates cultural differences, and an Adaptation mindset is capable of
transforming attitude and behavior. Teachers should go through this process to guide
students' intercultural development process (Emmanuel, 2005).

Adopting the Intercultural Development Continuum (IDC) as a theoretical framework, we
examined U. S. preservice music teachers’ intercultural development during choir travels
abroad. Ten preservice music teachers participated in an international choir festival. To
prepare for the festival, they rehearsed 16 choral music pieces, including a couple of native
folk songs for two months. During nine days of travel in China, the choir members sang at
nine recitals, interacted with choir members from other countries, and visited popular tourist
attractions.

We framed this study as a mixed-method, sequential exploratory design (Cresswell, 2018).
The qualitative data sources included (a) an initial interview before departure, (b) preservice
teachers’ daily journals during the trip, (c) post- and follow-up interviews after the trip, and
(d) the research assistant’s field observation notes. Using the five IDC stages and learning
domains (Knowledge, Attitude, and Skill) as priori codes, 31 codes were yielded and grouped
into four themes: Implicit but Persistent Othering Attitude, Superficial Positivity around
Music, Explicit Acceptance of Cultural Knowledge, and Emerging Disengagement from
Prejudice
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For the quantitative analyses, we calculated code assignment frequencies for 15 categories (3
learning domains x 5 IDC stages) and calculated a Pearson's Chi-Square Test followed by
standardized residual tests. There was a significant association between the mode and the
IDC stages: significantly more Knowledge-Acceptance, Affect-Defense, and Skill-
Minimization code assignments occurred (Table 1). The mixed-methods data analyses
revealed two-faced mindsets of preservice music teachers: implicit Defense in Attitude but
explicit Acceptance in Knowledge. We also identified Superficial Positivity around Music as
an immature indicator of intercultural development.

(Abstract 072)

Constructing Our Future: Understanding Music Teacher
Education in the United States

Craig Resta
Kent State University

The way music educators are trained is vital to the success of the profession. This session will
present an overview of music teacher education at the university level in the United States of
America, and how pre-service music teachers are prepared for their future careers. Many
countries have specific ways of readying undergraduate students for the music teaching
profession. The focus here, however, will be to present a general understanding of American
university programs and macro and micro details of how their programs are designed and
implemented. In order to highlight these specifics in pragmatic context, examples will be
presented from a few sample schools to highlight broader practices in American higher music
education institutions.

The structure of the session will focus on several principal areas. First will be an introduction
to music teacher education and why it is an important area to consider for the profession.
Second is an outline of general principles and practices in training music teachers that are
universal in nature. Third will be discussion of audition, admission, coursework,
musicianship, performance, pedagogy, and disposition aspects of music teacher training.
Fourth is to address connections of theory to practice, field and clinical experiences, and the
triple major. Fifth will be the intersections of issues related to performance and podium to
pedagogy and practice. Sixth will discuss student teaching, challenges and opportunities, first
years, looking ahead, and general understandings.

This session will offer one viewpoint that can advance the important discussion of moving
forward the profession through its young teachers. Those attending this presentation will be
interested in how teachers are trained, some unique features found in US settings, the
structure of a sample pre-service music education degree, facets of theory to practice issues
faced by many music education programs, and specific tasks and ideas that foster success for
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students. While every country will have distinct ways of training musicians and teachers,
many common goals are shared by all: primarily successful music making, teaching, and
learning in school contexts.

(Abstract 073)

Creating Open Educational Resources to nurture social-emotional
learning in early childhood: Music education student narratives

Mignon van Vreden
North-West University

At our university, second year Music education students should demonstrate detailed
knowledge and a clear understanding relating child development with music education.
Music education benefits the socio-emotional learning of the young child. Early childhood
teachers have continually stated a lack of music teaching resources as a challenge in teaching,
although music in the mother tongue is a readily available cultural resource. To achieve the
desired outcomes of music in the mother tongue, teacher empowerment in the use of cultural
resources is key. By creating a platform that makes musical resources that relate to children’s
socio-emotional development freely available, music education students could assist children
of diverse contexts and accommodate multilingualism. Therefore, they would spend less time
on finding resources and more time on developing their skills to create resources for early
childhood contexts. These resources will be available as renewable assessments on an online
platform, singingfeelings.com. The aim of this initiative is to collect, produce and facilitate
the creation of OER in music to support children’s social-emotional learning, by giving them
musical tools for self-expression. These resources will not only inspire students to apply their
knowledge in practice, but also engage young children through music; nurture the ways to
express their feelings and help them to stay positive in creative and fun ways.

The purpose of this qualitative narrative inquiry is to explore the learning experiences of four
music education students creating OER of children’s songs and music activities. The data
collection will span over six weeks. Students will reflect on their experiences through
journaling and interviews. Atlas.ti 9 will be used to assist in coding and categorizing the raw
data in order to reduce the data to themes, before representing the data in a narrative format.
Narrative analysis will include interpretation and will be primarily focused on meaning and
making sense of experiences of the participants. After interpreting and narrating each
participant’s story, a cross-case analysis will be executed to enhance transferability to other
contexts and to determine the relevance of the findings in similar settings.

(Abstract 074)
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An optimal experience intervention with post-secondary
instrumental students.

Eve Newsome
Self

Optimal experience or flow is a universal phenomenon experienced across cultures, ages and
genders. It is commonly understood as the state of relaxed concentration that occurs when a
person is fully involved in an activity that has meaning to them. Research studies since the
1970’s based on psychology and the theory of motivation have shown that flow can be
experienced in a variety of activities such as sports and the performing arts. However, despite
the development of practical flow methodologies for sport, very few pedagogical methods
have been developed with the purpose of facilitating flow experiences within the domain of
classical music. As a result, music teachers, students and performers have limited access to
practical educational methods that have been specifically created, tested and applied for their
needs.

Recent doctoral research investigated the application of a new Flow Music Method (FMM)
devised by the author based on Csikszentmihalyi’s seminal work on flow. The FMM
comprises a range of sensory and creative techniques suitable for one-to-one studio teaching
settings in the post-secondary education context. The techniques focus on three focus points
for encouraging the state of relaxed concentration while playing: sensory immersion;
exploration; and expressive communication. The focus points contain a wide range of
practical strategies for practicing and performing contexts.

The research involved a short intervention of three lessons on the FMM conducted with
twelve post-secondary string and brass instrumentalists employing a quasi-experimental
mixed method design with time-line data collection. Data was collected from Experience
Sampling Forms administered during daily practice sessions and after performances as well
as from daily practice video journals, post-study interviews and performance assessments.
The results revealed positive effects of applying the FMM to practice and performance
contexts which included reported increases in flow experience, positive mood and relaxation
as well as a reduction in Music Performance Anxiety.

Whilst emanating from a small sample, the results nonetheless demonstrate a potential for the
FMM to promote a positive approach in music pedagogic settings such as studio teaching and
short educational post-secondary interventions. It is anticipated that the research findings will
provide support for further discoveries relating to flow experience and the development of
healthy careers in classical musicians. In summary, it is proposed that the FMM could be an
effective addition to classical music education to promote physical and psychological
wellbeing during instrumental practice and performance.
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(Abstract 078)
Harnessing Behaviour Change Science in Musical Environments

Naomi Norton
University of York

Changing our own behaviours, or encouraging pupils to change theirs, can be frustrating
whether we are focusing on increasing practice time, implementing new teaching and
learning strategies, or trying to promote health and wellness. It has become clear within the
realms of both music education and musicians’ health and wellness that simply telling
someone how or why to do something does not often result in them actually engaging in the
suggested behaviour. The aim of this workshop is to familiarise delegates with a framework
that can be used to create more strategic and evidence-based approaches to changing our own
or our pupils’ behaviours.

Drawing on insights from health psychology and behaviour change science musicians’
seeming reluctance or inability to change behaviours can be explained by contextualising
their physical and psychological capability (i.e. knowledge, awareness, and skills) within a
wider network of factors that influence their behaviour. In particular, it is vital to also
consider a person’s motivation to engage in a behaviour (or, conversely, their motivation to
engage in a competing behaviour) and the opportunities or barriers created by their physical
and social environments. Further to the consideration of what may affect behaviour it is
important to choose a strategy for change that is capable of addressing that particular factor.
This involves going beyond ‘education’ and ‘training’ to consider other approaches such as
modelling, persuasion, changing the environment, enabling or restricting access to
behaviours, and being clear and appropriate in the use of punishment or reward as means of
influencing others.

This workshop will start by introducing delegates to one example of a behaviour change
framework, the Behaviour Change Wheel, which was developed by specialists now based at
the University College London Centre for Behaviour Change. This will be followed by an
opportunity for delegates to work in small groups to explore how they could apply this
framework to change their own or their pupils’ musical behaviours with the aim of enhancing
performance, health, and/or wellness. The session leader will be on hand to support
discussions and share insights gained from learning about this technique from experts at the
UCL Centre for Behaviour Change and applying it in practice with higher education music
students. To close we will reflect on our experiences of engaging with behaviour change
theory and share our thoughts regarding using such tools within music education.

(Abstract 079)
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Face-to-Face. Online. Blended? Evolution of a Musicians’ Health
and Wellness Module in Response to COVID19

Naomi Norton
University of York

There is increasing recognition of the importance and value of integrating health promotion
and education into the developmental pathways of professional musicians (defined as anyone
involved in professional musical activities). In response to this, in the Autumn Term of 2019
a new optional undergraduate module entitled ‘Musicians’ Health and Wellness’ was
introduced in the Department of Music at a higher education institution in the United
Kingdom. Students’ reactions to this module were overwhelmingly positive (mean of 5 out of
5 for students’ satisfaction, 4.94 for organisation, and 4.83 for intellectual stimulation) and it
was given the opportunity to run again in the Spring Term of 2021: except, by this time, the
world had been forced to respond to the COVID19 pandemic. The module had to evolve so
that the content — which was developed based on prior research and strategies derived from
music education and psychology, performing arts medicine, and behaviour change science —
could be delivered fully online for the 26 first, second-, and third-year students taking part. In
the Spring Term of 2022, the module will evolve again to take place in whatever format is
required by world events: face-to-face, online, or a ‘blend’ of the two.

Fortuitously, the module leader has been running a concurrent research project investigating
effects of the module on health and wellness within the Department of Music so research data
(collected via an online survey, reflective records, summative assignments, and module
feedback) is available for the first two iterations and, by the summer of 2022, will be
available for the third iteration. This research already included a focus on not just what
musicians learn about health but how they learn and apply learning in practice to change
behaviours and promote health for themselves and others. The additional complication of
online versus face-to-face learning has only strengthened the importance of considering how
health promotion and education are made available to musicians. This presentation will
outline key results from three years’ worth of data pertaining to influences of the module on
musicians’ health and wellness blended with insights gained from delivering the module in a
variety of formats. Therefore, the presentation will have relevance for professional musicians
working in a range of disciplines, those responsible for the education and professional
development of musicians, and specialists in musicians’ health and wellness.

(Abstract 081)

ORCHESTRA: an interactive, digital, storytelling platform for
music culture and experiences
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Smaragda Chrysostomou, Vera Kriezi, Valia Vraka, Stefanie Merakos, Foteini Venieri,
Vassilis Tsetsos and Odysseas Sekkas

National and Kapodistrian University of Athens

The Friends of Music Society, Music Library of Greece “Lilian Voudouri”’Mobics S.A.

The interactive platform ORCHESTRA uses digital technology and digital content to offer a
new type of interactive productions for music and cultural experiences that can adapt to a
variety of audiences and needs. It utilizes an array of multimedia digital content in order to
support cultural and/or educational goals. Multimedia content, new software, audio systems,
gesture-interacting systems, projection systems and a large number of devises are all
‘orchestrated’ so as to effectively tell a story and offer an immersive experience.

Cultural institutions, libraries and museums represent some of the possible venues that
ORCHESTRA can operate. Their artifacts and digital content can be presented through
storytelling, interactive and participatory experiences and the audience will be immersed into
the story, acquiring non-formal educational experiences.

This presentation is submitted in Review Panel 15: Music, Media and Technology as the use
of digital technology and the development of new tools were the focus of the project. A
lighter version of this platform is prepared for school use and can be adapted to more specific
educational and curricular goals.

This presentation focuses on a particular scenario that was developed for the digital content
available at the Music Library ‘Lilian Voudouri’ of Athens, Greece - “The life and works of
Greek contemporary composer Mikis Theodorakis”. The music educational value, music
knowledge and skills that are developed for different audience groups, will be explained
through the description of the story and the scenario.

(Abstract 082)

Emerging knowledge landscapes for music teacher education: the
case of an online pre-service teacher placement

Smaragda Chrysostomou and Angeliki Triantafyllaki
National and Kapodistrian University of Athens

During the mandatory school closures of 2020 and 2021 teacher educators were called upon
to carve new pathways for their own and their students’ learning. Tensions and challenges
were created, and new knowledge landscapes arose globally for teacher educators and pre-
service music teachers.

This paper focuses on one slice of our own work as teacher educators and presents findings
from a small-scale ongoing study of the move to online music teacher education in the Spring
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term of 2020. It aims to foreground pre-service teachers’ voices of how they experienced,
understood, created and made use of digital classroom materials across their online
placement. Both written and oral accounts are presented of the opportunities and challenges
these processes afforded for their technological content knowledge and technological
pedagogical knowledge transformation. The TPACK model proved initially useful in
understanding this digital transformation in our teacher education modules. It allowed us to
place the focus off technology itself and instead explore the ways that students understood,
created and used digital content and tools in their own teaching.

A qualitative methodological approach framed the collection of three forms of data:

[1] recorded end-of-term online group meeting, (ii) written reflections as part of their
portfolio assignment, and (iii) tutor written observations from online meetings throughout the
term. In this presentation we focus specifically on pre-service teachers’ portfolio written
reflections.

Pre-service teachers were presented with an authentic “problem” for which they were called
on to find creative solutions. The data foregrounded the need for creating real-world learning
environments in which to develop various forms of knowledge for music teaching and
learning. It is important to increase pre-service teachers’ creative capacity and prepare them
for the unknown and unpredicted.

The findings of our ongoing work are challenging pre-existing notions of the role and
function of technology in the music classroom, of valued forms of knowledge in teacher
education programs and also providing us with new opportunities for exploring these new
valued forms of knowledge in our teacher education programs.

(Abstract 083)

The sustainability of multicultural music education in southwest
China

Junge Du and Bo Wah Leung
Guizhou Normal University
The Education University of Hong Kong

Sustainability has been incorporating multiculturalism in music education (MME) for
decades, but the dialogs of MME in China has always focused on school education,
neglecting community- based music education. The cultural-political context of this study is
in Xijiang, southwest China, where is a Miao-dominated community integrating Miao, Han
and other ethnic cultures. This study employed a mixed-method approach with a convergent
parallel design that combined a survey with qualitative methods including casual
conversation, semi-structured interview, and documentary analysis. Findings revealed that
despite the promotion and inheritance of Miao’s music are highly valued, and the interest of
minority ethnic communities in engaging in music learning and performance remains
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considerable, the sustainability of multicultural music education in Xijiang is in question.
Problems are attributed to inadequate and unequal educational resources, devaluation of state
institutes, shortage of teachers, and high illiterate rate. This article contributes to theorizing
on sustainability in multicultural music education within a multicultural background in
southwest China, by identifying the stakeholders in the education system and drawing on the
empirical evidence on the truly needs of communities. The implications of the study include
improvements in the development of multicultural music education.

(Abstract 086)

Sounding Multiple Voicings Of Contemporary Urban Musics
Across A Multiplicity Of Sites And Contexts: Schools And Beyond

Pete Dale and Pam Burnard
York University
Cambridge University

Contemporary urban music (hip-hop, grime, contemporary R&B and more) is arguably the
most listened to music in the world. However, despite an estimated global audience of 1.5
billion for dance/electronic music, hip-hop is frequently excluded from even popular music
education as well as most mainstream music curricula. Drawing on findings in the initial
stages of an AHRC-funded network CUMIN (Contemporary Urban Music for Inclusion
Network), this presentation will report on ongoing workshops where a multiplicity of voices
exchange ideas on contemporary urban music practices. The first CUMIN workshop, which
is a core focus of this presentation, enables theorisation of the factors which allow high levels
of inclusivity and social engagement in schools and beyond.

Contributors to CUMIN include representatives from social and/or educational projects such
as Hip Hop Education Center , Grime Pays , Noise Solution , Today’s Future Sound, Musical
Futures , In Place of War and many others. These projects have had significant success at re-
engaging socially-marginal and/or disaffected people, including many individuals with
BAME characteristics. Researchers have shown that a sense of cultural inclusion can impact
on attendance, behaviour and attitude in schools and beyond and help to make individuals of
all ages and ethnicities feel that they belong (Count Me In 2002; NESF 2007; Voices of
Culture 2018). Can projects using contemporary urban music impact significantly on
educational/social inclusion? If so, how can we best measure this impact?

In answer to these questions, this presentation makes visible a multiplicity of voices of
inclusivity and measurements of impact for specific groups across diverse contexts. Given the
wealth of compelling research evidence on the value of the music participation, we need to
ask whether and which musicks are more relevant to contemporary urban communities?
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(Abstract 098)

Effects of intercultural music courses on ethnic identity and
intergroup attitudes among adolescents from a multi-ethnic
school in China

Tao Guan
Guangzhou University

China is a multi-ethnic country inhabited by 56 ethnic groups. Owing to diverse histories,
cultures and customs, the ethnic identity and intergroup attitudes in each ethnic group vary.
This may cause misunderstandings in inter-ethnic communication, thus triggering
unnecessary ethnic conflicts, especially in the southwestern region of China, which possesses
the nation’s greatest ethnic and cultural diversity. Hence, understanding the daily relations
between different ethnicities and enhancing ethnic identity and intergroup attitudes among
them may contribute to the cohesion of Chinese society. Music can serve as a bond or a
bridge to facilitate mutual understanding and tolerance between and within ethnic groups.
Scholars have addressed the value of music on ethnic identity, intergroup attitudes, and
national identity; few have used intercultural music courses as a means of promoting
identities and attitudes. Prior studies in China also indicated that music courses in multi-
ethnic schools pay little attention to students’ diverse ethnic and cultural backgrounds.
Therefore, this mixed-methods intervention study aimed to examine the impact of an
intercultural music course on ethnic identity, intergroup attitudes, and national identity
among adolescent students from Yi, Han, Mongolian, and Tibetan groups in a multi-ethnic
school in southwest China. In light of musical identity theory and culturally responsive
pedagogy, the repertoire of intercultural music courses is taken from the four local groups
(Tibet, Yi, Mongolian and Han) and taught by a local music teacher in Putonghua and ethnic
languages. This study collected qualitative and quantitative data before, during, and after the
intervention, investigating to what extent and how intercultural music courses has affected
students’ identities and attitudes. Research tools included field notes, autobiographical notes,
observational protocol, semi-structured interviews, focus groups, reflective diaries, and
questionnaire surveys. The results found that intercultural music courses (intervention groups
two and three) significantly enhanced the ethnic identities, intergroup attitudes and, national
identity of adolescents from Yi, Han, Mongolian and Tibetan. In contrast, the regular music
courses (intervention group one) and the courses without music (non-music group) did not
significantly affect students’ identities and attitudes. The qualitative findings further
explained that ethnic music and native languages, a local music teacher, a close relationship
between students and teacher, and collective musical engagement might play essential roles
in students’ identities and attitudes formation. This study provides the following theoretical
implications. First, for ethnicities with a long history and unique spoken and written
language, musical identity and ethnic identity are interdependent and interconnected. Second,
intercultural music courses can influence the six dimensions of intergroup attitudes, namely
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interests in music, understanding of culture and history, inter-ethnic communication, contrast
and reflection, reducing ethnic stereotypes and enhancing intercultural understanding, and
awareness of the importance of unity and cohesion. Third, intercultural music courses can
indirectly enhance students’ national identity. This study recommends that (a) multi-ethnic
schools should hiring native music teachers who are familiar with ethnic cultures; (b) ethnic
language and local music should be included in the school music curriculum; (c) music
teachers should develop an intimate relationship with students and invite local cultural
bearers as guest teachers.

(Abstract 101)

The Challenge of Culture Change: (In)Visibility in Music
Leadership and Governance

Patrick Schmidt
Western University

Music Education, as many other segments of society, exist today under the challenge for
organizational, programmatic, and indeed relational reconfiguring of values, practices and
priorities. The now acute social and cultural demands placed by a need to engage in the
diversification and decolonization of educational settings, place our field squarely within a
culture change environment. Yet, regardless of significant discursive engagement in social
media and general scholarship related to various aspects of equity (gender, race, ethnic,
economic), social justice, and the need for structural renewal, little research exists in music
education that help us understand pathways in which concerted policy action efforts emerge
when moments of high disruption exacerbate demands for adaptation and change-oriented
action (Lundgren et al., 2018).

This presentation will explore the impact of an embedded understanding of policy practice
(Sutton & Levinson, 2001) onto the perceived value of personal policy action by music
leadership actors (both with official and informal roles), highlighting how those may be
amplified or dampened in an environ of substantive and urgent change. The work is framed
by theories of policy change and how they may emerge and be structured in moments of
punctuated equilibrium (Baumgartner et al., 2006).

The presentation is based on data from a larger policy ethnography project (Castagno &
McCarthy, 2017). An interview-based qualitative approach (Cairns, 2002; Letherby, 2003)
was selected to generate rich data providing space for detailed interpretation of the
participants’ experiences, highlighting the tensions between macro and even global
challenges (cultural, economic, social) and their manifestations at the local level. The study
engaged with a total of 60 interviewees, from a diverse set of backgrounds, and with a
modicum of leadership experience (both official and informal). Participants were sought who
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labored in higher education, public schools, as well as community or non-for-profit
organizations, in South and North America, Europe, and Australia. The following themes and
associated findings will be explored during this presentation: 1) Characteristics of policy and
music education leadership pathway choices in times of high disruption; 2) Tensions and
intersections between personal policy/leadership and external policy pressure; 3) Resilience
and resistance at both institutional and individual levels.

This presentation provides insight and generate discussion into current visible (and hidden)
governance patterns and leadership action choices. It contributes to the field by offering a
clearer understanding of how leaders navigate cultivating or forestalling equitable and
socially conscious music educational practices and opportunities today.

(Abstract 106)

A Blended Learning Approach to Intercultural Understanding

Nisha Feik
Cultural Infusion

Many teachers encounter barriers to the inclusion of diversity in their classrooms due to a
lack of resources and training. ' Although they support their students and intend to provide a
curriculum that is inclusive, the majority of educators struggle to provide units of work that
address the Intercultural Understanding component of the curriculum in any depth.

This workshop will demonstrate how to use a blended learning approach to musical education
to achieve this United Nations learning outcome:

Learners develop attitudes of empathy, solidarity and respect for differences and diversity"
A blended learning approach that uses traditional teaching methods such as singing and
dancing with the use of technology provides resources that are authentic and stimulating and
leads to an understanding of how cultures are different. With recent experience of teaching
during a global pandemic, educators are well aware of the need for quality digital resources
to enhance remote delivery of curriculum. We can, indeed, provide students with a visible
voice to blend harmoniously with others in various ways.

During this workshop, a blend of singing and the digital arranging tool Sound Infusion will
be used to demonstrate activities that stimulate empathy and respect for differences and
diversity. The presenter will share anecdotes about using this resource with primary school
classes and the learning outcomes and personal insights of students.

The audience will use a Sound Infusion lesson plan to conduct a musical treasure hunt. They
will explore re an interactive world map that displays hundreds of instrument sounds, pictures
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and information from around the world, before using these sounds to create their own
arrangements in the online studio. After sharing their experiences, they will learn a song that
could fit in with these kinds of explorations and arrangements.

Sound Infusion provides a world of sounds, images and information to stimulate students and
develop their understanding of diversity. This workshop will demonstrate it in a blended
learning context that combines traditional and technological pedagogy in the classroom.

(Abstract 111)
How Transformational is community music?

Ryan Humphrey
York St John University

Transformation has become a buzzword in the discourse of community musicians, music
educators and policymakers, describing the effects that engaging in music-making may have
for participants. One need only look towards the likes of the global El Sistema projects,
Music Action International, and the work of National Portfolio organisations and funding
bodies in the U.K to see the multiple ways that this concept is being employed. Although
transformation has become a common facet in the language of community musicians and
music educators, there has been little theoretical examination into what this concept means to
musicians and the participants they are working alongside.

Taking this idea forward, this presentation uses three ethnographic case studies examining
music projects working with young people living with special educational needs, adults living
with mental health challenges and children in the care to explore the concept of
transformation.

Guiding this research are two primary guestions;

1. How do community musicians support and employ the concept of transformation
within their practice?

2. To what extent does a music project bring about a sense transformation for
participants and musicians, and what are the implications of doing so?

Using a mixed methodological approach, including participatory observations, focus groups
and one-to-one interviews, | explore how and why community musicians and music
educators are employing the notion of transformation within their practices and the impacts
that this concept offers both participants and musicians.
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It is hoped that this presentation will provoke further discussions on our use of language
within the fields of music education and community music and how this may impact how we
describe or enact parts of our practice.

(Abstract 113)

Essential Wellness Information ALL Teachers Need to Know to
Ensure the Wellbeing of Their Students

Gail Berenson and Linda Cockey
Ohio University
Salisbury University

It is more important than ever for today’s professional associations to meet the ever-
increasing demands from music teachers to expand their education to also embrace the topic
of musicians’ health, helping to ensure the wellbeing of every student, whether in the music
studio, ensemble, or classroom. Integrating wellness principles into their teaching enables
teachers to approach every student who walks in the door as a whole person, being aware of
their psychological, physiological, technical, and musical needs and helping them develop a
love of music and the ability to pursue their music making for a lifetime.

We will address the needs of musicians of all ages and levels, discussing a series of essential
strategies to include: understanding basic principles of physiology, developing efficient and
effective practicing strategies, motivating students to become independent, pro-active
learners, assisting students in managing stress and performance anxiety to enable them to
achieve their maximum potential and providing effective learning environments that fosters
students’ love for music and promotes a lifetime involvement in music, whether as a music
lover or active performer. This presentation will also provide teachers a useful handout of
important and up-to-date resources to which they can turn for additional information.
Throughout the session we will be posing a broad range of questions and scenarios that
teachers are likely to encounter to help promote a spirited and informative discussion.
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(Abstract 114)

Mindful Movement in Early Childhood: Developing Focus and
Musicianship through Yoga Poses and Breathwork

Lesley McAllister
Baylor University

Teachers of early childhood music have long incorporated movement into classes to develop
rhythmic understanding and promote physical responses to musical patterns. Integrated
movement enhances myelination between the brain hemispheres and activates full brain
function, helping children internalize new information during this developmental “window”
when auditory discrimination is at a peak. The motor control that children develop at this
stage also assists with cognitive development. Yoga postures, or asanas, can align musical
concepts with slow, controlled movement to promote mindfulness. Research has shown that
students with ADHD, hyperactivity, behavioral disorders, and other special needs often
benefit from yoga programs.

The aim of this presentation is to demonstrate how yoga postures and breath work might be
used in an early childhood music class to promote executive function skills, enhance focus,
lessen anxiety, improve aural awareness, and develop rhythmic skill. The presenter will
discuss research on the physical, cognitive, and emotional benefits of yoga for children,
grouping poses into specific categories based on their benefits, and will then give participants
an opportunity to experience these poses in person as well as watch videos of yoga and breath
work being used in children’s music classes.

Before a child develops good fine motor skills and hand strength, in the process of
“developmental progression,” they need postural control and strength and stability of the
shoulder, elbow, and wrist. Proficient instrumental technique and a strong singing voice
require kinesthetic awareness, core strength, and erect posture; fortunately, yoga postures like
staff, plank, boat, and table pose develop core stability. Balance poses like stork, tree, and
Warrior III likewise require students to be aware of their physical “center” while stimulating
the vestibular system and increasing focus and coordination.

Mindful movement promotes auditory processing and singing while flowing through poses
encourages aural awareness. Flow movements develop proprioception and can be used in
melodic singbacks or well-known folk tunes. Cross-lateral movement, as used in poses like
“twinkling star,” “sprinkler,” and “twisted stork,” prepares the brain for learning and can be
performed while listening to music and moving to a steady beat. Regarding breath work, the
“bee humming” breath develops pitch awareness, and the “lion’s breath” promotes a strong
singing voice. Simple yogic movements can also be used as “brain breaks” to reset focus.
Yoga poses and breathwork offer many benefits to enhance the development of the whole
child in an early childhood music class.
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(Abstract 122)

Two practical motivational methods for classical instrumentalists

Eve Newsome and Erja Joukamo-Ampuja
Self
Sibelius Academy

This workshop features two distinct cross-cultural pedagogic methods for classical
instrumentalists of all backgrounds, levels, ages and instruments. The methods created by the
authors have been independently designed to enhance the motivation, learning and positivity
of musicians and encourage healthy and sustainable musical experiences. The first method is
derived from psychological studies of optimal experience and focusses on enjoyable and
absorbing techniques designed to promote flow in individual musicians such as sensory
immersion, exploration and expressive communication. The second method is based on the
psychology of creativity and focusses on group-based interactive, imaginative and creative
musicianship techniques to increase feelings of freedom, joy and trust.

Doctoral research has shown that both methods share similar positive results in terms of
significant increases in motivation and enjoyment levels and decreases in music performance
anxiety levels. In addition, through their inclusive and flexible application to classical music
they are suitable for a wide range of contexts such as studio teaching, schools and post-
secondary institutions as well as amateur and professional ensembles. In this way, they have
the potential to provide an antidote to stress and anxiety in many pedagogic settings.

The workshop will briefly detail the background of the methods and demonstrate in action
the teaching and application of flow techniques to solo instrumental playing and creative
musicianship methods to ensemble playing. The demonstrations will show how teachers can
adopt the role of coach to encourage student autonomy and expression. The audience will be
engaged in a range of activities to provide knowledge and insight into the educational
processes involved. Most importantly, the activities will highlight the significance of creative
music-making to psychological well-being by outlining a range of accessible improvisation
techniques designed to motivate and provide a sense of expressive freedom for classical
musicians in individual and ensemble settings.

(Abstract 130)

Quantitative analysis of eye movement during musical expression
by early childhood children using an eye-tracker
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Mina Sano
Tokoha University

When the children in early childhood singing songs to piano play, they voluntarily exhibit
their own musical expression by using their body observing their surrounding children and
the accompanied teacher as the recognition of musical elements. Eye movement would have
an important role to affect the body movement in musical expression with particular feelings
or emotions. This study aims to analyze quantitative characteristics of eye movements.

The author had analyzed musical expression of children from body movement aspect with 3D
motion capture. During such research, the author convinced eye movement engages
comparable association with body movements because the expression established a
coordinating behavior in integrated manner. Eye movements would add another feature
quantities to enhance prediction of accuracy of previous studies such as evaluation of musical
development with machine learning using 3D motion capture (Sano, 2019; 2020).

In this study, the author tried to analyze quantitatively whether eye movement during singing
a song showed a difference by tonality of song, based on the acquired data of eye tracking. 3-
year-old, 4-year-old, and 5-year-old children in nursery schools and kindergartens (n=118)
participated in eye tracking in 2020 and 2021 during singing nursery rhymes using glasses-
type of a wearable eye-tracker (Tobii Glass 3) . Eye movement of each participant child
wearing Tobii Glass 3, was measured during singing a song. The author conducted a saccade-
specific quantitative analysis from fixation to next fixation by a three-way ANOVA (non-
repeated tonality factors as 2 levels, non-repeated child facility factors as 4 levels, non-
repeated age factors as 3 levels).

As a result, the saccade when singing a song in early childhood tended to be larger in major
key than in minor key, which was remarkable in Y kindergarten, depended on the increase of
acquired data such as the number of occurrence, the moving velocity and the size of saccade
over two years. Therefore, the author verified that some effective feature quantities of eye
movement for machine learning could be derived in the same way as feature quantities of
movement based on the results of quantitative analysis during musical expression in early
childhood. The classification accuracy of machine learning will be improved by adding the
feature quantities of eye movements. The achievement of this study will provide music
experience suitable for each child and can link to the development of music education in
early childhood.

(Abstract 132)

The Differentiation and Integration of the "Musicing" and
"listeniing": the research of the Elliot's Praxial Philosophy
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yiyu
Xinghai conservatory of music

"Musicing™ and "listening" are the core concepts in Elliot's philosophy. However, his attitude
towards them has changed significantly in the early and late periods. In his early age, he
regarded "musicing" with music performance as the main content as the center of music
teaching. "Musicing" was better than "listening”. "Listening in musicing" was better than
pure listening. The ability of "listening” depends on that of "musicing". Later, he expanded
the practice connotation of “musicing”with “listening” included. Therefore, the relationship
between “musicing”’and“listening” has undergone an important change. This paper will
mainly investigate the historical context of this change, reveal the inherent reasons and ways
of its development in the early and later period. Thus, it is helpful to understand the evolution
of Elliot's thoughts in the early and late times by studying the differentiation and integration
of these two concepts.

(Abstract 133)

Interpellations in Primary Generalist Music Education: Informal
Learning Pedagogies as Change Facilitators of Music-Related
Ideologies

Edmond Gubbins
Mary Immaculate College

International research has identified that informal and non-formal learning pedagogies can
align with the needs, interests, abilities, and voice of students as they play and make music,
with the teacher facilitating the process of musical discovery (Green 2002; Green 2008;
Hallam et al. 2009; Finney and Philpott 2010; Jeanneret 2010; Karlsen and Vakevé 2012;
Wright et al. 2012; Isbell 2018; Moore 2019).

In Ireland, primary schools tend to follow a generalist model of educational delivery for
music. Arguably, issues surrounding teacher confidence, knowledge, beliefs and values,
efficacy, musical backgrounds, and experience converge to create considerable variance in
the practice of music teaching among generalist teachers, and thus impacting the music
education of students (Mills 2005; Alter et al. 2009; de Vries 2013; Kenny et al. 2015;
Henley 2017; Gubbins 2018; Gubbins 2021).

Using Participatory Action Research (PAR) as the methodological approach, this paper
examines the extent to which non-formal and informal pedagogies affect beliefs about music
education and musical ability within Irish primary generalist practice vis-a-vis the Musical
Futures approach. Teachers and students with diverse musical backgrounds and experiences
engaged with the Learn to Play and the Just Play strands of Musical Futures during an
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academic year. Against the backdrop of the COVID-19 pandemic, teachers continued to
facilitate meaningful music education for their students, guided by the principles
underpinning the approach.

This paper will examine a series of interpellations, an idea conceptualised by Althusser
(2014) to explain the moment at which an individual becomes a subject of an ideology.
Schools are in a unique position in that they may act as sites of ideological replication and/or
counter-interpellation for both teachers and students. Pre- and

post-engagement interviews with teachers, focus group interviews with students, teacher
reflective notes, lesson observations, and researcher journaling were all employed to trace the
interpellations generated during this project.

Through PAR, ideas inter alia of musical value, ability, and musicality were all challenged by
teachers who engaged in this project. Following an examination of these interpellative
moments, this paper will highlight how Musical Futures can empower teachers to reappraise
their beliefs and values with regard to music education and consequently, enhance their
practice.

(Abstract 134)

Learning Music in the Shadows: Understanding Chinese
Children's Experiences of Private Tutoring

Lugian Zhao, Karen Burland and Luke Windsor
University of Leeds

Private tutoring is generally defined as an academic activity aimed at improving students’
academic performance in formal school subjects. As a global educational phenomenon with
significant implications for educational practice, such tutoring has received increasing
attention from researchers (Subedi, 2018; Kong et al., 2017), and it is now necessary to
understand its impact on musical learning in particular. To explore the effects of private
music tutoring on children’s motivation and expertise, a total of 464 primary school students
(aged 10-13) who engaged in various musical activities were selected for this study.
Participants were asked to indicate whether they had received private tuition, how much they
enjoyed it, their expertise level (Grade 1 to 10, meaning from beginner to higher education
conservatoire entry level), and their levels of motivation. The Motivation Scale used in this
study was taken from the study by Susan Hallam et al (2016). The result show that over half
of the participants have experienced private tutoring in music, with many reaching a high
level of expertise. The analysis indicates a statistically significant difference in motivation
between students who had experienced private tutoring and those who had not. Students who
enjoyed private music tutoring had higher motivation to learn music (M=5.36, SD= .86) than
those who did not (M=4.28, SD=1.01), and the former had a higher expertise level (M=6,
SD=3.9) than the latter (M=3, SD=3.7). The regression analysis shows that participants
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become more motivated as their expertise levels increase. Overall, findings reveal the high
prevalence of private music tutoring among primary students in China, and its beneficial
impact on students’ expertise and motivation levels. It also presents a basis for other
researchers who may wish to focus on the influence of private tutoring on children’s
motivation and educational equality in China.

(Abstract 135)

The Intersection of Restorative Justice and Classroom
Management in Elementary General Music Classrooms

Jennifer Potter and Melissa Ryan
San Diego State University
University of New Hampshire

According to the National Education Policy Center (Gregory & Evans, 2020), Restorative
Justice in Education (RJE) is a comprehensive, school-wide approach that focuses on
relationships, justice, equity, fostering resilience, and well-being. RJE aims to gather school
communities together to solve problems and build positive relationships (Gonzéalez, 2012) as
opposed to controlling students’ undesirable behavior through punitive exclusionary practices
(Karp & Breslin, 2001; Zehr, 2015).

In this study, Restorative Justice Ideology (RJI) was the lens through which we examined
elementary music teachers’ beliefs and practices regarding classroom management as one
part of the complex set of processes teachers enact to create socially just learning
environments. RJI is a philosophy and practice focused on the restorative justice principles of
healing, cooperation, and restoration amongst all individuals within a classroom. Teachers
who reflect RJI focus on repairing the harm caused by behavior while requiring
accountability for the offender and the offender’s actions (Cormier, 2002).

We have yet to fully understand the beliefs and practices of the teachers who often provide
the first formal music education experiences for students—elementary music teachers. These
teachers who provide music education to the widest segment of the school population,
reaching all students in music for often the first and last time (Abril & Gault, 2006). Prior
research suggests restorative justice practices in the classroom may be linked to
improvements in student well-being, discipline, fewer bullying incidents, and fewer student
absences (Darling-Hammond et. al, 2020; Gregory et al., 2016).

No study has examined whether or not elementary music teachers’ classroom management
beliefs and practices align with RJI. Additionally, no music education researchers have yet
systematically investigated elementary music teachers’ familiarity with restorative justice
practices. The purpose of this study was to examine elementary general music teachers’
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perceptions of and familiarity with restorative justice practices in music education. Targeted
participants, elementary general music educators, included members of the authors’
respective state music education associations affiliated with the National Association for
Music Education. To measure elementary general music teachers’ familiarity with and
perceptions of restorative justice classroom management practices, we adapted items from
the Restorative Justice ldeology Questionnaire (Roland et al., 2012).

At the time of submission, data had not yet finished being collected; thus, the results are not
included in this abstract. However, results will be discussed in terms of (a) general outcomes;
suggestions for future investigations; and (c) considerations for elementary music education
and music education research.

(Abstract 139)

Gender Differences In Musical Activities, Motivation Levels And
Expertise Levels: An Investigation In China

Lugian Zhao, Karen Burland and Luke Windsor
University of Leeds

Whilst the impact of gender differences has been studied in relation to music education,
especially in the Western countries (Hallam et al., 2017; Ritchie and Williamon, 2011;
McPherson and O’Neill, 2010), relatively little has been written about gender differences on
musical learning in China. This study focuses on the differences in musical learning between
Chinese girls and boys; particularly, their preferences for types of musical activities, as well
as their levels of motivation and expertise are considered. Participants were 464 Chinese
students (233 girls and 231 boys) aged 10-13 years, ranging from beginner to high expertise
level (>8), who had enrolled in various musical activities, including dance, singing, and
instrumental learning. Participants were required to indicate what types of musical activities
they take part in, their expertise level, and their levels of motivation. The Motivation Scale
used in this study was taken from the study by Susan Hallam et al (2016). The findings
suggest that girls participate in more types of musical activities and reach higher levels of
expertise than boys. In addition, boys and girls have significantly different preferences for
musical activities in which they participated off-campus. Girls are more likely to engage in
dance, piano, and Chinese instruments while boys prefer piano, guitar, and drum Kit.
Moreover, there are statistically significant gender differences in their overall levels of
motivation, girls have higher motivation levels (M=5.03, SD=.96) than boys (M= 4.69,
SD=1.17). Furthermore, girls receive higher social support and affirmation (M=5.36,
SD=1.04) than boys (M=4.98, SD=1.30) and presented higher enjoyment in musical learning
(M=4.88, SD=1.63) than boys (M=4.34, SD=1.85). By exploring these data, this study builds
on further understanding of gender differences in musical learning and provides new insights
for educators how to improve children’s motivation levels.
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(Abstract 140)

To Hope All Things: A Relational Response to Racism in Music
Education

Susan Quindag
Liberty University

Despite the tremendous gains in civil rights that | have observed and experienced as an
educated woman of color, the discussion regarding race and racism has not dissipated in the
United States and beyond. It is part of music education and has recently been grounded in a
critical theory. Its proponents teach that systemic racism is entrenched in our society, that
groups of people are either dominant (oppressors) or marginalized (oppressed), and that we
must find ways to suppress the dominant culture to rebuild a new order. The discussion has
also taken on a religious dimension as spiritual language is often used to express the atrocities
(the original sin of slavery), emotions (guilt), and even redemption (repentance through
reparations) in response to racism. However, this prevalent critical theory tends to label and
isolate groups of people as hopelessly evil, minimize individual responsibilities, create false
dichotomies, empower activists while silencing alternative voices, and devalue virtuous
characteristics that can unify us in the 21st century. I firmly believe that there is a better way
to address the contemporary problem of racism by using a spiritual framework that centers on
relationships as the objective, process, and goal rather than using a critical theory that centers
on power struggles. Consequently, 1 would like to offer a relational mindset theory as a
spiritual response to racism.

To begin this presentation, | would like to make a case for viewing racism as primarily a
spiritual/relational problem rather than a systemic problem. Then, we will explore the
definition of a relational mindset as "the beliefs that orient us to understand the world through
profound connectedness for growth beyond knowledge and action beyond technique." We
will relate the three indicators of a relational mindset (communication, empathy, and regard)
and apply specific descriptors necessary to combat racism. These descriptors include
connective listening, counter-story, the free market of ideas, the Golden Rule, authenticity,
and most of all, the need for truth. To demonstrate the practicality of this theory, we will
engage in a performance of an old African American (Gullah) spiritual, I'm Gonna Sit at the
Welcome Table, and have a brief teaching/learning segment and incorporate the relational
mindset theory. Finally, I would like us to consider a new concept of relational grace as the
highest and most selfless relational response to racism in music education.

(Abstracts 141)
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The Lived Experiences of Adult Musicians with Mathematical
Learning Disabilities

Sheerin Hosseini
University of Miami

The purpose of this heuristic research study was to examine the lived experiences of ten
successful adult musicians with a mathematics learning disability called dyscalculia. The
research questions were (1) How did the participants’ dyscalculia affect their learning
experiences in school, daily life, and career? (2) How did the participants’ dyscalculia affect
their music learning experiences in school and their professional lives? and (3) Do musicians
with dyscalculia develop or use specific compensatory strategies to overcome learning
challenges, or utilize their musical strengths in unique ways?

This study’s findings indicated that the participants’ learning disabilities impacted their daily,
professional, and musical lives in various ways. Musical challenges and coping strategies
developed pertained to reading and memorizing music, counting during resting periods,
subdivision, music theory, motor skills. The emergent themes discovered in this study
included: Impact of Teachers, Self-Esteem, Physical and Mental Health, Math Anxiety, Math
Avoidance, Perseverance, and Empathy. Furthermore, several trends also emerged that were
common to the participants’ educational, professional, and musical experiences. These trends
included comorbidity and heredity, coping strategies, the importance of obtaining a college
education, perseverance, mental health, and parental involvement. Recommendations for
further research and implications for music teachers will be discussed.

(Abstract 143)

Octave equivalence in the evolution of human vocal
communication: Exploring the acoustic foundations of human
culture

Nicholas Bannan
University of Western Australia

This workshop explores octave equivalence and the Harmonics Series as natural phenomena
that shaped human hearing at a pre-lingual stage of the evolution of our species. It represents,
through participatory vocal activities, the manner in which responses to the properties of the
Harmonic Series acted as an adaptive bridge between animal communication and the
eventual achievement of language.
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Amongst the features of singing that will be involved are: the average octave difference
between the voices of men and women; the unison of children’s voices of both genders and
adult women; the complementary registers that characterise the qualities of which human
voices are capable; the correlation between vocal timbres and the expression of emotion; and
the timbral origins of vowel sounds.

The intention is to illustrate that re-discovery of these instinctive properties of human singing
can promote healthy performance, greater agility and range of vocal colour, and self-efficacy.
Links will be made with a variety of styles and repertoires from across the globe, and with
creative improvisation arising from the activities in which all may participate.

(Abstract 144)

From High School to High Chairs: An analysis of cross-
generational music making

Allison Reisinger Durbin
University of Maryland

Theoretical background

Researchers exploring children’s musical development have frequently explored the various
ways that parenting practices influence children’s musical participation and learning (e.g.,
Custodero, Britto, & Brooks Gunn, 2003; Illari, 2005; Koops, 2018; Kreutz & Feldhaus, in
press; McPherson, 2009). Parents who are personally involved in music may provide their
children with more musical training, as they can personally attest to the benefits of such
experiences (Sichivista, 2004).

Focus

In the present study, | looked at parenting experiences in order to explore a potential
relationship between parental participation in music classes and ensembles during their high
school years and the amount of time that they spent weekly engaging in music making with
their children decades later using the Longitudinal Study of American Youth from 1987-
2011.

Method

| ran three separate logistic regressions for analysis to look at what extent a parent and their
child’s (infant through 12th grade) music making on a weekly basis was related to the
likelihood that the parent was enrolled in a music course(s) when they were in high school.

Results
Key results from regression models (F value = 0.000, p<0.001) containing children from birth
to 6th grade, showed the odds of parents making music with their child increased by a factor
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of 1.1 if the parents took one or more semesters of music classes during their high school
years. Controlling for all other variables, the odds of parents making music with their child
also increased if they had a college or advanced degree. There is a ten percentage point
increase in the odds of parents making music with their child if the parent took six semesters
of music courses in high school compared to zero. For every additional semester of music
courses in high school that a parent was enrolled in, the odds of them making music with
their child increased by 1.5 percentage points.

Conclusions & implications

The findings of this analysis support numerous theories that state parental experiences and
beliefs strongly shape the experiences and opportunities they seek out and provide for their
children. It is also interesting to look at the “lifetime musical engagement” of students who
participate in school music courses. While those students may not formally continue playing
their band or orchestral instrument throughout their life, this analysis makes it clear that they
recognize the benefits of music making with their children and prioritize providing those
experiences as parents.

(Abstract 146)

Stepping Sideways: Exploring Musician Portfolio Trajectories in
Australia - Implications for Higher Music Education

Christine Carroll and Lotte Latukefu
Excelsia College

Over the past decade or more, research has emerged outlining the multifarious ways
musicians acquire and maintain work in the music industries (Hughes et al. 2016). A major
study by Bartleet et al. (2020), revealed most musicians in Australia adopt what is known as a
‘portfolio career’, combining and managing multiple income streams including performing,
composing or song writing, directing or conducting, production and teaching, sometimes
spanning different stylistic domains. This requires Australian musicians form multiple
musical skill sets and potentially, multiple professional identities in order to access and
maintain their working ‘portfolio’. According to Bartleet et al. (2020) 70% of Australian
musicians have a tertiary qualification in music of some kind, however, the majority believe
their training fell short in adequately preparing them for immediate and long term survival in
music. Like Campbell et al. (2014) and Mantie et al. (2017), an ongoing appraisal of higher
music education is clearly needed, in light of the challenges musicians face in navigating a
marginalised yet increasingly diverse and pluralistic music sector.

This presentation reports findings from a recent qualitative study undertaken to explore the
relationship between music education pathways and the career trajectories of Australian
portfolio musicians. With ethical consent, semi-structured interviews were undertaken with
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12 musicians, with a desire to represent musical, cultural, social and gender diversity guiding
our selection. Inductive analysis of transcripts revealed a series of open codes which guided
the organisation of data and appraisal of stories (Barrett & Stauffer, 2009; Strauss & Corbin,
1997). Like Bennett & Hennekam (2018), this investigation finds that portfolio career
formation happens in an episodic rather than linear fashion, as opportunity and adversity
instigate a series of career ‘side steps’. Ongoing theoretical appraisal using Bernstein’s
horizontal and vertical discourse (Bernstein, 2000) and the Semantics dimension of
Legitimation Code Theory (or LCT) (Maton, 2014, Carroll, 2020) are beginning to expose
ways in which these career ‘side-steps’ are informed by long-term cumulative knowledge
building, and, by a keen awareness of intra-and inter-personal values, beliefs and personal
qualities. By observing ways musicians construct and then draw upon their epistemic and
social foundations laid down both in and outside of formal education, higher music education
providers such as ourselves may be able to better plan and enact meaningful curriculum
reform for the future.

70|Page



35(h lSME \A\A International Society for Music Education

‘A VISIBLE VOICE'

WORLD CONFERENCE vv\/ Ontine - Juty T7-2, 2022
——

(Abstract 147)

Reconstructing Modern National Identity in Music: Case Studies of
Korea and Taiwan

Yuri Ishii
Yamaguchi University

As a reaction against the cultural convergence that is said to be occurring as a consequence of
globalization, many countries have started asserting particularities of their local culture.
Music education at schools is playing a role in this phenomenon because it has often been
used to develop a common national identity (Hobsbawm 1990 ; Hebert & Kertz-Welzel
2012).

In the process of the expansion of modernization that began in the 19" century, Asian
countries sought to adopt European musical culture as something universal and indispensable
with the goal of modernizing their musical culture. However, to foster nationalism, they
needed to emphasize their cultural identities by adding the distinct flavor of their musical
culture. A typical example, Japan, added a Japanese flavor to Western musical culture and
propagated its “modern” musical culture through its school education. This modern Japanese
musical culture was taught at schools in Korea and Taiwan during Japanese colonization, and
hence, these countries had to find their own flavor to add in order to establish their modern
national identity in music after decolonization.

The purpose of this paper is to explore Korea and Taiwan’s decisions regarding this Japanese
legacy in their music education at school and how these decisions influenced contemporary
perceptions of their music. The paper first discusses the transition of each government’s
policy in music education through literature -based research. It then introduces the results of
questionnaire-based research on Korean and Taiwanese university students’ perception of
their music.

With these case studies as a foundation, this paper suggests that, despite the shared
experience of Japanese colonization, these countries’ decisions regarding the development of
national identity in post-colonial music education differ. Korea has struggled to eliminate the
Japanese legacy in its musical culture and, since the late 1990s, it has been trying to re-create
modern Korean musical culture by directly linking pre-modernization Korean music with
western musical theories. Conversely, although Taiwan has also been in search of a
Taiwanese identity since the1990s, it has included the Japanese musical legacy as well as
aboriginal people’s musical culture in the development of its own modern musical culture.
Thus, the elements specifically chosen to represent national identity in music depend on the
type of music as well as how the country wants to distinguish itself from others.

(Abstract 148)
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The Spirit of Samulnori: Teaching Traditional Korean Percussion
in a Western-style Classroom

Karissa Van Liew
Cheongna Dalton School

Background

Samulnori is a genre of Korean percussion that was created in 1978 in order to maintain the
sounds of traditional farmers’ music. As a performer of samulnori and a middle school music
teacher, | hope to bring the sound and techniques of samulnori into classrooms outside of
Korea. Samulnori is an effective way to teach students about compound meters, enabling
them to explore improvisation and composition, and play complex rhythms, such as
hemiolas. Samulnori utilizes both hands which enables muscle development for non-
dominant hands, helping students grow physiologically. Unlike the traditional farmers’
music, samulnori is normally performed seated, enabling this introductory workshop to
concentrate on the rhythmic and upper-body aspects without the added complexity of spatial
movement.

Purpose

In World Music pedagogy, many music teachers overlook the richness and possibilities that
are available when playing Korean percussion. The purposes of the samulnori workshop
include:

To raise awareness about Korean samulnori and the accessibility it offers for classrooms.
To train teachers to play samulnori rhythms, provide methodology to teach samulnori, and
understand how to transfer this genre into their own classrooms.

Workshop Content and Method

Listening and Samulnori Background

Following the World Music Pedagogy advocated by Patricia Campbell in Teaching Music
Globally (2004), the sound, instruments, and history of samulnori will be introduced through
active listening exercises, which equips participants to internalize rhythms and reproduce
them physically.

Samulnori Pedagogy in the Western Classroom

Participants will be led to perform the basic rhythms of samulnori by utilizing spoken
rhythms, body percussion, and transfer to instruments. Instruction will be given on the
rationale, legitimacy, and logistics of teaching in a western-style classroom, such as
modifying pieces for students and adapting instruments.

Performing Samulnori

Participants will learn the fundamentals of a selected piece of samulnori repertoire and
perform it on available instruments provided by the university (tubanos, congas, bongos,
cowbells,
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suspended cymbals, gongs, etc.). Ideally, the university will have enough percussion for each
participant.

Applications for Music Education

With this hands-on experience, educators will be able to transfer the workshop instruction to
their own classrooms, enriching students with engaged world music pedagogy. Researchers
can continue studying the implications of performing world music in an adapted setting.
Those wishing to pursue further knowledge and skills in samulnori will be better equipped to
make use of the published and online resources that are available in English.

(Abstract 151)

YouTube, TikTok, and Online Music Making and Learning:
Lessons from "The Wellerman"

Janice Waldron
University of Windsor

On December 27, 2020, Nathan Evans posted a TikTok of himself singing the 18™ century
sea shanty, “The Wellerman.” A viral sensation, the video quickly garnered over four million
views on TikTok, 31 million views on YouTube, and 116, 00 followers on Instagram
(McCluskey 2021). By July 2021, numerous versions of “The Wellerman” had been posted to
multiple social network sites; a simple search on YouTube turned up 46 versions by a variety
of artists. However, the most popular versions of “The Wellerman” (for example,
https://www.youtube.com/watch?v=UgsurPg9Ckwat) are mashups based on Evans’ first
posting of the song. The original — of Evans singing all four parts a cappella while beating
time with his fist — was possible because of TikTok’s duet software, which allows people to
add to or build on existing TikToks, including their own. Early discoverers of Evan’s song
used the duet feature to then add layers to his original vocal lines; later users piled on more
complex vocal and instrumental harmonies and accompaniment, constantly re-mixing old and
new into a non-stop musical collaboration. Although “The Wellerman’s” appeal as a song
can be attributable to musical factors — the tune is in natural minor at the “sweet spot” of 100
BPM, with lyrics that appeal to a bygone past — it is the processes of online participatory
culture and the “spreadability” of user-generated content operating in an “ecosystem of
connective media in a culture of connectivity” (VanDijck, p. 20, 2021) that account for its
overwhelming viral success as a musical collaborative digital artifact.

In this paper, I draw on the three social media concepts/theories of participatory culture
(Jenkins 2009), “spreadability” (Jenkins, Ford, and Green 2013), and “cultures of
connectivity” (Van Dyjck 2013) — to demonstrate their applicability to music education
research and practice, using the case of “The Wellerman™ as example. As the success of “The
Wellerman” illustrates, people are drawn to making music with others, and, if they cannot do
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it together offline, they will find ways to do it online. The COVID pandemic accelerated this
phenomenon; as 2020’s lockdowns kept much of the world at home, the internet, Zoom, and
home computers filled the void of physical togetherness. For most, music activities facilitated
by Web 2.0 technologies have not replaced live music making with others, rather, the online
complements and supplements offline musicking — however, people will “music” regardless
of context.

(Abstract 159)

Engaging Media And Virtual Approach In The Institutionalization
Of Puzhou Opera

Linlin Pang and Fung Chiat Loo
Universiti Putra Malaysia

Emerging from the Song and Yuan dynasties, Puju or Puzhou opera is one of the significant
traditional Chinese operas. Originating from the south of Shanxi province, the importance of
this genre derives from its long history and its influence on other Chinese traditional opera.
Similar to many other traditional performing art genres, the challenges in sustaining Puju
have led to new transmission methods with an aim to promote interest and awareness among
the young. This paper presents an example of such an effort by exploring the
institutionalization of this genre at Yun Cheng University in Shanxi, China that began in
2017. We explore the new Puju transmission model led by Yun Cheng University and
examine the cross-curricular engagement of media and virtual approaches that were added as
part of the curriculum of learning Puju. As insiders, the teaching method and perception of
students towards the new transmission of this genre are gathered and examined. Interviews
and focus-group were conducted with teachers, students and performers of Puzhou opera to
gathered opinions, ideas and the process of the teaching and learning experiences. The
outcome of the program which includes performances, rehearsals and preparation of this
opera were also observed. The research includes an examination on the background of setting
up the program based on the approved government policy, different limitation and
challenges. Innovative approach and issues of authenticity will be discussed regarding the
establishment of this institutionalization model. The research also aims to provide another
reference to other tertiary institutions in promoting culture and heritage through
interdisciplinary approach in teaching and learning.

(Abstract 160)
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Preservice Music Teachers’ Competence Requirements: A Case
Study from ‘New Era’ China

Ke Wang
Sydney Conservatorium of Music, The University of Sydney

Preservice music teachers’ competences have received a lot of attention in music education.
In 2018, the Chinese government introduced new policies that emphasise the need to enhance
the competences of preservice music teachers. These changes to teacher education in the
context of ‘New Era’ policies provide Chinese higher education institutions with a number of
challenges. I set out to investigate these employing a mixed quantitative and qualitative
methodology. For the part of the study discussed in this paper, | surveyed more than 200
preservice music teachers, freshmen to senior (first to fourth years), attending three different
institutions of higher education in Beijing. These participants were asked to rank themselves
according to eight competences in each of four professional areas: knowledge, skills, ethics
and philosophy. SPSS statistical analysis software was utilized to analyse the questionnaire
responses. Conducted soon after the policy announcement, this was the first study undertaken
in China that investigated preservice music teacher’s perceptions of their professional
competence levels. The study found that such competences are only partially understood, and
that participants differed considerably in the ways they ranked their own competences,
although they appeared to be confident that they were developing an acceptable professional
music teacher identity. From the study | make four recommendations to teacher training
institutions: that they acknowledge the differences among individual trainees; trial alternative
teaching methods to address trainees’ differing abilities; concentrate on raising the overall
standard of teacher training; and create environments that cultivate and nurture trainees and
which deepen teachers’ professional identities.
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(Abstract 161)

Music Therapy To Strengthen The Relationship Between Parents
And Their Young Child:

Margré van Gestel
Zing en doe maar mee

‘Zing en Groei’ is a music therapeutic intervention to strengthen the relationship between
parents and their young child (0-5 years). The aim is to improve the interaction between
parent and child and thereby promote attachment. A healthy attachment between parent and
child is seen as a protective factor in the development of children (Ince, Van Yperen &
Valkestijn, 2018).

‘Zing en Groei’ is an innovative offer that fits in with the current youth policy in which
strengthening the base, optimizing development in a safe, balanced and stimulating parenting
context, which ensures that the positive development of children is central (Ince et al. 2018).
Within youth policy, ‘Zing en Groei ’ focuses on the domain of 'family'. The aim is to
strengthen the relationship and interaction of parents with their young child at an early stage,
in a way parents' capacity and self-reliance in dealing with and raising their young child
improves and the child's development is promoted.

‘Zing en Groei’ is inspired by the Australian program Sing & Grow (Williams, 2010; Abad,
2011) and a number of other methods described in the international literature such as the
Mother and Toddler Group (Oldfield & Bunce, 2001), the Developmental Music Therapy
Group (Standley et al., 2009), and the methods of Woodward (2004), Drake (2008), Loth
(2008), and Kelly (2011). ‘Zing en Groei’ has been adapted to the Dutch situation, in which
three music therapeutic parent-child methods were also used that were developed as part of
graduation research but have not been followed up (Lantink, 2008; Snijders, 2012; Croepelin
& Seifert, 2014).

Parent-child music therapy - and specifically music therapy for parents with young children -
has not often been used in the Netherlands. Research from other countries show positive
results (Williams, 2010; Williams et al., 2012; Oldfield et al. 2003; Oldfield, 2006a;
Nicholson et al, 2010; Abad, 2011). In January 2014, a national project group was established
under the umbrella of the Dutch Association for Music Therapy (NVVMT) with the aim of
developing, implementing and offering a music therapeutic intervention for parents with
young children. The project group consists of 16 (very) experienced music therapists and a
music pedagogue/ Specialist Infant Mental Health.

The methodology manual ‘Zing en Groei’ is a guideline to implement the intervention
correctly and describes the intervention in a nutshell, the approach, the preconditions, the
substantiation, our practical experiences and the training and competencies of the ‘Zing en
Groei’ therapist.

(Abstract 162)

76|Page



35(h lSME \A\A International Society for Music Education

‘A VISIBLE VOICE'

WORLD CONFERENCE vv\/ Ontine - Juty T7-2, 2022
——

Potent Practice: Empowering Musicians with Training Strategies
for Long-Term Health and Resilience

Lisa Burrell
Lone Star College

Research into the neurobiology of musicians’ injuries over the last fifteen years shows
significant correlation between patterns of learning/practice and both neurological and
orthopedic injury processes. This research suggests that how we practice, including how
much rote repetition we do, how much we limit our options by notions of right and wrong,
and how much we narrow our focus over time, may be more even more important to our
long-term wellness than the mechanics of our technique.

As an educator and certified Feldenkrais practitioner my work for 10+ years has been in
developing practice and pedagogy strategies that help musicians learn smarter and safer. This
workshop focuses specifically on teaching students to practice with “potency.” In
Feldenkrais’s pedagogy, “potent” learning is that which allows us to continuously adapt,
evolve, and mature free from compulsions that limit our options and often lead to injury. In
Potent Practice, we will look at how to use tools like redundancy, degeneracy, interleaving,
contextual interference, differentiation, and integration in teaching students how to practice,
demonstrating their value as replacements for repetition, correction, mechanical isolation, and
other restrictive strategies found in traditional practice “routines.”

We will look at demonstrations from online workshops, school classrooms, and private
teaching which address various stages and types of practice, from learning new skills and
repertoire, to performance preparation, to returning to practice while recovering from injury.
We will explore tactics for implementing practice pedagogy into teaching curricula, including
in-person and online practice labs, and practice buddy programs, to encourage students to
engage in creative thought and discussion around challenges in their own playing.

Attendees will have the opportunity to participate in "practice puzzles” using some
Feldenkrais-derived movement lessons. We will experiment with the stages of learning,
including new skill acquisition, making personal adaptions to “standard” techniques, refining
and revitalizing familiar techniques, acquiring fluidity, efficiency, and speed, and preparing
for performance. These participatory activities will give teachers the opportunity to
experience obstacles that students commonly face and learn creative variations and
experiments to help overcome them.

(Abstract 163)
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The Impact of Choir Participation on Perceived Well-Being and
Measures of Voice Function in People with Parkinson's disease:
Preliminary Results

Melissa Brunkan, Jason Silveira and Sierra Corbin
University of Oregon

Previous research has suggested that singing can be beneficial for people experiencing
Parkinsons’ Disease (Benedetto et al., 2009; Fogg-Rogers et al., 2016; and Yinger et al.,
2012) in terms of singing, social benefits, voice function and feelings of well-being. Past
research has shown that people with Parkinsons’ Disease (PD) experience several vocal
symptoms including limited pitch and loudness variability, breathiness, harshness of tone and
reduced loudness with increased vocal tremor. These symptoms are often experienced in later
stages of PD in voice production but can start early and be mitigated by voice therapy and
singing. Methods such as “Sing Out” and LSVT (Lee Silverman Voice Treatment) have been
utilized by speech pathologists in clinical settings to ameliorate some effects of PD on voice
function. These methods aim to maximize vocal and respiratory functioning. Past research
indicates that the effects of these methods on voice function of people with PD have lasted as
long as two years after treatment (Ramig, 2001). This investigation examined the effects of
choir participation on voice function and mental health (feelings of well-being and
belonging) of individuals with PD participating in a choir for people with PD. The choir was
led by speech pathology and music education specialists and students at a large U.S.
university. Voice function was examined through the EASE questionnaire (a measure of
perceived singing voice function), acoustic measures of average sound pressure level (SPL)
over sung pitches as an indicator of ability to use the voice with volume as well as
comparisons of s/z ratio (a measure of laryngeal pathology). Participant perceptions were
gathered through short surveys on feelings of well-being and belonging (e.g., Luhtanen &
Crocker, 1992; McGreal & Joseph, 1993). Preliminary findings suggest that singers with
Parkinson’s Disease in this study displayed average s/z ratio and positive feelings of well-
being and belonging regarding choir participation. The EASE questionnaire results evidenced
instances of feeling the singing voice as husky, breathy and not always consistent when
singing. Results are discussed in terms of the impact of music and singing experiences on
people with Parkinson’s Disease.
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(Abstract 164)

Group Singing in Prison: Enacting Personhood

Jody Kerchner
Oberlin College & Conservatory of Music

The concept of “personhood” embraces complex definitions, including whether one earns
“personhood” based on demonstrable criteria or is granted it by empathetic, socialized others
without exhibiting any social or emotional behaviors at all (Elliott, 2015; O’Neill, 2012;
Silverman, 2020). Prison residents’ personhood is called into question, often as an attempt to
dehumanize those who are incarcerated. Yet, music-making opportunities provide spaces in
which prison residents enact being vulnerable, collaborative, and autonomous, while also
developing new skills, communicating with others, feeling deeply, developing confidence,
working within a community, and becoming self-efficacious (Cohen, 2009, 2012;
DeQuadros, 2016; Harbart, 2013; Kerchner, 2020; Roma, 2010). Prison and personhood
seem not to intersect, at least in the United States, and yet music can be a mitigating entity in
which music participants enact their personhood, for themselves, their musical collaborators,
and their audiences.

| use the OMAG Prison Choir, that | founded and conduct, to explore how choral singing
might be a viable experience for incarcerated people in which to enact their personhood,
individually and collaboratively, within a musical context. This qualitative study employed a
written questionnaire with three open-ended questions, completed by the singers after each of
their three choral performances at the prison. The questions, loosely based on Cohen’s
questionnaire (2012), were designed to procure the singers’ perceptions of how their choir
participation might have affected them musically, personally, and socially. Data were coded
and analyzed using MAXQDA software.

The data suggested that singers’ participation in the prison choir led to perceived
development of inter- and intrapersonal skills: learning to follow directions, becoming
willing to receive feedback from the director (an “authority”), working as a team, taking
risks, showing others their inner selves, dealing with and reframing their feelings, and
practicing positive internal attributes (patience, confidence, motivation for doing one’s best,
and allowing oneself to enjoy oneself during the process of learning). The singers also
developed musical skills (vocal use, breathing, reading notation, listening) and acknowledged
their roles as musician and creator. Finally, the singers described their perceptions of self as
an enactor of their musical personhood: self-aware, participatory, emotional, connected, and
collaborative, working together to achieve personal and group goals. This study demonstrates
the power of providing music access, especially to vulnerable populations whose voices and
personhood are stifled and for means of developing community music practices in which
individual and collaborative development are nurtured.

(Abstract 165)
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Effects of Model Recordings on Undergraduate Conductors’
Tempo Selections

Brian Silvey, D. Gregory Springer and Mark Montemayor
University of Missouri

Florida State University

University of North Texas

Theoretical/Pedagogical Background of the Study

Undergraduate conductors appear to prefer having model recordings as one of their score
study approaches (Author, 2009; Author, 2014). Because they mark their scores differently as
result of having listened to model recordings (Author et al., 2017), it seems likely that those
recordings could influence undergraduate conductors’ musical decisions regarding the
repertoire they conduct and rehearse. In particular, the choice of tempo is one of the most
critical decisions that a conductor makes when first studying the score (Labuta & Matthews,
2018). How fast or slow a piece is conducted can affect how well ensemble members perform
a piece of music given the required technical or expressive musical demands, and how that
piece is perceived by audience members.

Aim of the Work

The purpose of this study is to determine the effects of model recordings on undergraduate
conductors’ tempo decisions for selected wind band excerpts. Would undergraduate
conductors’ tempo decisions be swayed by the tempos they heard while listening to model
recordings?

Method

Three groups of undergraduate conductors (n = 30 in each group) enrolled at three colleges in
the United States will be assigned to one of three groups in which they will listen to and
study the music scores for three excerpts that will presented in either an unaltered (original
tempo), decreased tempo (-10%), or increased tempo (+10%) format. They will study each
excerpt for five minutes each, either silently, with a model recording (listening five times), or
with a metronome. Twenty-four hours later, participants will return and will tap the tempo of
each excerpt and respond to questions regarding how they prepare when studying music
scores. We will analyze the timing of taps using software and will statistically compare beats-
per-minute of preferred tempi in each of the three study conditions.

Summary of the Main ldeas

Our findings will indicate whether participants’ tempo selections were swayed by the
manipulated model recording tempi versus the indications found on the printed score
excerpts. In addition, preference data gathered from our participants will illuminate their
preferred methods for studying a score. Taken together, this information can provide helpful
information about how novice conductors choose to study music and why that might
influence their selection of tempi.
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Implications for Music Education

Determining whether model recordings inform undergraduate conductors’ tempo decisions
has important implications for (a) university faculty who teach score study approaches in
conducting and rehearsal techniques courses and (b) conductors of all levels who use model
recordings as part of their score study process.

(Abstract 166)

Experiences of First-Year Music Teachers in Hawai'i During the
COVID-19 Pandemic

Nicholas Matherne
University of Hawai‘i at Manoa

The first year of teaching is often stressful and challenging for young educators (McLean et
al., 2020), made more overwhelming in 2020 by the transition to distance learning (Hash,
2021; Mechem et. al., 2021). The COVID-19 pandemic presented challenges to delivering
music content through distance learning practices (Joseph

Lennox, 2021), adding to the feelings of isolation and stress that music educators often feel
when they begin teaching (Stringham & Snell, 2019).

Framework

Creative Adaptability was used to examine first-year teachers’ responses to their experiences.
As a construct, creative adaptability “refers to one’s ability to respond creatively and
adaptively to stressful situations” (Orkibi, 2021, p. 3), including cognitive, behavioral, and
emotional responses.

Aims

The purpose of this case study was to explore the experiences of first-year music teachers
who began teaching during the COVID-19 pandemic. My inquiry explored differences
between prior expectations and the reality of teaching during the pandemic, adaptability and
creative approaches to teaching, and the impact of this year’s teaching experience on the
desire to continue teaching music.

Method

Participants were six recent graduates who began teaching during the 2020-2021 school year.
| interviewed each participant twice and collected background information and samples of
teaching content from this year electronically. I then coded the interview transcripts for
themes emerging from the participants’ collective and individual experiences as first-year
teachers during COVID-19.
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Results

Preliminary results suggest that the teachers discovered the importance of teacher-student
relationships and social emotional learning. Participants also mentioned a reliance on family,
mentors, colleagues, and friends for support. Some of the teachers approached pandemic
teaching practice as an invigorating challenge or found new, unexplored methods of engaging
students; others tended towards more traditional approaches adapted for

distance learning. Those with more traditional approaches expressed being conscious of
comparisons with the previous teachers and a desire to return to traditional ensemble
teaching, while those who tended towards new approaches discussed implementing these
methods moving forward. All teachers mentioned that, regardless of their experiences, the
next year would be “like the first year all over again.”

Conclusions

Participants found ways of adapting to the emotional toll of this year’s teaching experiences;
however, there were marked differences in their teaching between exploring new approaches
and using traditional techniques. Findings suggest that novice music teachers would benefit
from exploring different approaches to teaching music that emphasize creative adaptability,
and that such approaches should be taught in teacher education.

(Abstract 167)

Developing Feedback Skills in Preservice Music Teacher
Education

Nicholas Matherne and Jennifer Blackwell
University of Hawai‘i at Manoa
University of Hawai‘i, Manoa

Feedback is considered to be one of the most powerful tools for learning (Hattie &
Timperley, 2007). Feedback from our teachers, coaches, peers, and supervisors, or
monitoring our own work helps to improve our performance, build our confidence, and cope
with new learning situations.

Theoretical Framework

Feedback is information provided by an agent regarding aspects of one’s performance or
understanding (Hattie Timperley, 2007). Feedback was traditionally seen as a ‘consequence
of learning’ and a means of ‘closing the gap’ by providing corrective information to clarify
an idea, receive encouragement, or evaluate the correctness of a response (Sadler, 1989). In
more recent conceptions of feedback, the emphasis has shifted to how different agents who
provide feedback (e.g., teachers, parents, peers, online and printed resources, or even the
person who is receiving the information) provide information from different perspectives and
levels of cognitive complexity, and the degree to which the recipient hears, understands, and
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actions the feedback (Wisniewski et al., 2020). Despite this body of literature, there is
virtually no research in music about the appropriate use of feedback, and no known studies in
music teacher education regarding feedback. Thus, studies identifying effective feedback
practices in music education are essential to understand how to harness the power of
feedback in music teaching and learning.

Aims
The purpose of this study was to investigate the perceptions of learning to give appropriate
educational feedback for undergraduate music education majors.

Method

Participants were enrolled in a woodwind methods course, in which they learned techniques
for the appropriate use of feedback in music contexts. Using interviews, researcher journals,
student reflections, and observations, this research explored how students made sense of their
experiences in learning to give and receive appropriate feedback. Participants were
interviewed three times over the course of the semester, near the beginning, middle, and end
of the course. Interviews were recorded, transcribed, and coded for emerging themes.

Results

Data collection for this study is ongoing. Preliminary results suggest that preservice music
teachers need explicit instruction on specific, actionable feedback, as well as ensuring the
recipient hears, understands, and actions the feedback. Participants appreciated receiving
written rather than verbal feedback, and appreciated the opportunity to develop specific,
targeted feedback skills.

Conclusions

This research suggests that preservice music teachers need explicit instruction on how to
include feedback in their future classrooms. Recommendations for how to best support the
teaching of feedback skills will be provided.

(Abstract 175)

Spatial Thinking and Third Spacetimes for Democracy in Music
Education

Democracy in music education faces more and more challenges in our societies subject to
growing inequalities. This issue is even more crucial in publicly-funded music schools. It is
underpinned by at least two questions, namely, whom is music taught to? (i.e. What is the
meaning of democracy in terms of accessibility?) and How is music taught ? (i.e. What is the
meaning of democracy in terms of music pedagogy, e.g. is there a place for the students'
voice?). These questions, and the relationship between them, are complex as they involve
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various scales, from the classroom scale to the society scale, but also collective, institutional
choices as well as individual, professional ones.

This theoretical paper argues that spatial thinking can play a crucial role in our understanding
of such questions, may pave the way to new ideas and concepts, and opens up new
possibilities of actions for democracy in music education. Drawing from French philosopher
Henri Lefebvre (1968, 1974) and his triple conception of space (spatial practice,
representations of space and spaces of representation), | will first explore how music, and
second music education can be conceptualised as spaces. In both cases, space will be
understood in the light of the perceived-conceived-lived trialectic. Following American
geographer Edward Soja (1996) and his conception of Third Spaces, this spatial trialectic will
lead us to consider the possibility of Third Spaces in music education, which will be defined
as spaces where various aspects of democracy converge and feed each other. Further, the
concept of Third Space will be extended to Third Spacetime by considering the role of
temporality in music education. Given that they are fundamentally complex, uncertain,
imperfect, and difficult to predict, Third Spacetimes cannot declare themselves as being
absolutely democratic. This would be in contradiction with the very notion of democracy
itself as an ongoing process. Rather, they can present themselves as spacetimes where/when
the issue of democracy is addressed, and where/when there are possibilities for experiments
and experiences about this issue. This necessitates freedom and trust. Furthermore, there is
always a discrepancy, or tension, between what Third Spacetimes are on the ground and what
we would like them to be in theory. This tension can be constructive because it fosters
invention of new practices and ideas towards an always more accessible music education. But
it also entails risk taking and forces us to accept the possibility of failing.

(Abstract 176)

Can we question music education’s social impact without
destroying our foundation?

Alexandra Kertz-Welzel
Ludwig-Maximilians-Universitaet

The arts and particularly music are well-known agents for social change which can empower,
transform, or question. They can mirror the current state of society or be a way of
transforming it. When everything else fails, the arts and music education are often the last
refuge for social change. But is music education able to do this? Can it cause social change?
This leads to the general problem whether we can question the arts’ social impact without
pulling away the ground from under our feet. The arts’ social impact has been an important
aspect in arts advocacy, almost a kind of “orthodoxy” which has rarely been questioned
(Belfiore & Bennett 2008). Many publications about music education and social change
underline this (Elliott & Silverman 2015; Regelski 2015; Elliott et al. 2016; Hess 2019).
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Furthermore, promoting music education’s social impact is often connected to a critique of
music or music education for its own sake, characterizing it as a wrong way which
supposedly supports social inequality (Regelski 2015). However, it might be time to question
music education’s social impact in order to refine its societal mission. Particularly in view of
global crises, it is crucial to reconsider our goals and to critically investigate what we have so
far taken for granted. This will not lead to destroying the foundation of what we do, but rather
help to strengthen our place in today’s societies. Thus, this presentation critically questions
assumptions about the arts’ societal mission, especially regarding social change. By carefully
scrutinizing important terms and topics, this presentation will open up new perspectives such
as utilizing the notion of utopia for reconsidering music education and social change. This
investigation is part of both political and sociological research in music education and uses
respective methods. As result, it presents a balanced approach of music education which on
one hand, honors its societal responsibility, with acknowledging its limitations, while on the
other hand, argues for supplementing this approach with music education for its own sake. If
music education is not only focused on social change, but also on other aspects such as
aesthetic ones, it does not solely depend on the notion of social impact for justifying its
existence.

(Abstract 177)

“See me for who I am”: An Investigation of Undergraduate Music
Major Belonging

Liza Calisesi Maidens, Erika Knapp and James Brinkmann
University of Illinois-Chicago

Michigan State University

Michigan State University

Student perceptions of belonging can affect motivation, engagement and achievement in
college (Zumbrunn, 2014). In music, interactions with applied faculty and other instructors
are significant in fostering supportive environments for students (Burland & Pitts, 2007), and
also have a large influence on a student’s motivation (Kim & Lundberg, 2015). Given the
challenges of required distance learning during COVID-19, it is unclear how undergraduate
music majors were able to make sense of their place in their school/college community, and
how this affected their overall sense of belonging. Therefore, the purpose of this instrumental
qualitative case study with nested mixed methods was to examine undergraduate music major
perspectives on their sense of belonging within one public, midwestern college of music.
Specific research questions included: What are the intrinsic and extrinsic factors that affect a
students’ concept of belonging within the College of Music? In what ways do student
perceptions of faculty expectations and interactions affect their sense of belonging? Is student
belonging significantly related to any of the following: demographics (such as race, age, and
gender), grade level, major, instrument, office hours attended, or participation in affinity
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groups. In what ways has COVID-19 affected students’ experiences with others and their
subsequent sense of belonging, and what are their takeaways from this pandemic learning
experience for individual students?

We surveyed undergraduate students within one college of music and analysis included both
descriptive demographic statistics and a linear multiple regression with belonging as the
dependent factor. Findings show a statistically significant relationship between faculty
interactions and student sense of belonging (p < .001). Following the survey, we selectively
interviewed individual students who represent the diversity of the student body in class year,
race, gender, instrument, and degree program.

Our analysis shows common intrinsic and extrinsic values across participants. Common
intrinsic values included: Community, Intimidation, and Evolution of VValue System.
Common extrinsic values included: Housing, Network of Friends, and Faculty Interactions.
Common themes in Faculty Interactions include Studio Culture, Academic Support, and
Informal Interactions. Implications of these results may assist individual faculty members in
developing a culture of belonging within their studios or departments. Furthermore, other
schools/colleges of music might discover insights that are useful as they consider
undergraduate student belonging and ways they might seek to develop a stronger culture of
belonging across their particular institution.

(Abstract 181)

The Effects of Post-Performance Conductor Behaviors on
Perceptions of Ensemble Performance Quality and Conductor
Competence

Victoria Warnet
Columbus State University

A music educator has many responsibilities and obligations. In addition to everyday
classroom teaching and administrative tasks, music educators in secondary schools often
serve as the conductor and face of their ensemble during public performances (Green &
Gibson, 2004; Rush, 2006; Rush et al., 2014). There are many customary stage behaviors that
are expected of conductors during these performances. For instance, when the conductor
enters or exits the stage or ends a musical selection, it is customary for the audience to
applaud and for the conductor to bow to accept the audience’s applause on behalf of the
ensemble (Feldman et al., 2020; Green & Gibson, 2004). The way a conductor represents
their ensembles, as well as the ensemble’s preparation for a performance, plays a large role in
how the audience perceives the performance and the conductor’s effectiveness. Therefore, the
purpose of this study was to examine the effects of post-performance conductor behaviors
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(excellent versus poor) on perceived ensemble performance quality and conductor
competence.

The participants for this study were collegiate musicians (N=202). All participants watched
two videos, one with excellent and one with poor post-performance conductor behaviors.
Although the visual aspects of each video were different, all videos had the same audio—the
last 30 seconds of the third movement from Robert Jager’s Third Suite performed by a high
school concert band. After watching both videos, participants were asked to rate different
aspects of the ensemble’s performance quality and conductor’s competence.

The post-performance conductor behaviors displayed in the videos had a significant effect on
participants’ ratings of music performance quality, Pillai’s trace=.118, F(3, 196)=8.741,
p<.001, np=.118, and there was also a significant interaction between post-performance
conductor behavior and order, Pillai’s trace=.180, F(3, 196)=14.387, p<.001, np,=.180.
Additionally, post-performance conductor behaviors also affected participants’ ratings of
conductor competence, F(1,198)=223.322 , p<.001, np=.530. Conductors with excellent post-
performance stage behaviors were rated as being significantly more competent than directors
who exhibited poor post-performance behaviors.

It seemed that listeners in this study had a clear idea of what excellent and poor post-
performance conductor behaviors were. Additionally, listeners appeared to expect conductors
to exhibit excellent and professional post-performance behaviors. Conductors may need to
structure and plan how they will accept applause from the audience. They should practice
exhibiting eye contact with the audience, engagement, and positive nonverbal behaviors so
that their performance is well received by the audience.

(Abstract 183)

Reflections on Complexity Theory as a Qualitative Methodology in
Classroom Action Research.

Margaret Hoey
University of Queensland

Schools are dynamic environments with students, teachers and school leaders on a learning
venture, where all parties are constantly interacting and adapting to the changing landscape.
In an attempt to better understand these interactions, qualitative researchers are adopting
Complexity Theory from the natural sciences, where studying the interaction of the parts
provides an understanding of the whole. Complexity Theory rejects traditional linear ways of
thinking and embraces emergent, open systems. Complexity Theory challenges researchers to
put aside reductionist thinking in order to observe emerging self-organisation and requires a
focus on new priorities such as context, structural levels and time. Applying Complexity
Theory to qualitative research provides the opportunity to view learning in a different way,
and to view methodology in a different way. This paper explores Complexity Theory as a
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methodology through one classroom Action Research project by examining researcher
journal data. This paper will conclude with researcher reflections on the benefits and
challenges of using Complexity Theory in classroom Action Research.

(Abstract 184)

The complexity of being and becoming a singing classroom in the
primary school

Margaret Hoey
University of Queensland

The landscape of singing in Australian general primary classrooms has changed. Vocal
music, once a core subject, may now be at best, isolated to a single lesson with the music
specialist once a week. Research indicates that singing is beneficial and can have a positive
influence on mental health, mood and relaxation, language and singing development.
Encouraging general primary teachers to take advantage of these benefits and to initiate
singing occasions in their classrooms is a complex endeavour dependent on a range of
interrelated factors. Complexity theory illuminates the exchange, connection and organization
of these factors and describes new ways of working. This article explores generalist teacher
reflections on singing in primary classrooms collected in an action research project and
discusses the emerging outcomes from a complexity theory perspective. The initial findings
indicate that singing in general primary classrooms can initiate the experience of team flow
and enhances the feeling of wellbeing for all members of the classroom. Singing should be
made accessible to generalist teachers by reviewing and reinventing the singing resources
available to them. Keywords: sing, classroom, action research, complexity, team flow

(Abstract 185)

A Study of Co-regulation and Socially Shared Regulation
Processes in Collaborative Music Learning

Hiroshi Suga
University of Miyazaki

The purpose of this study was to identify the issues involved in promoting independent and
interactive learning in music classes by analyzing processes of co-regulation and socially
shared regulation used by elementary and junior high school students in collaborative music
learning. Zimmerman & Schunk (2011) refer to self-regulation as “the processes whereby
learners activate and sustain cognitions, affects, and behaviors that are systematically
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oriented toward the attainment of personal goals.” Successful collaborative learning requires
three types of coordination: “self-regulated learning, in which each member of the group
takes responsibility for regulating his or her own learning; co-regulated learning, in which
each member supports fellow group members to successfully regulate their learning; and
socially shared regulation, in which the group comes together to collectively regulate learning
processes in a synchronized and productive manner” (Jarveld & Hadwin 2013). Previous
studies on self-regulated music learning have focused on professional lesson situations that
are basically held one-on-one. There have been very few studies involving learners from
various backgrounds collaborating in learning situations, as in general music classes. In this
study, coding was conducted on the students’ dialogue during collaborative learning activities
in creative music -making classes of elementary school students (N=32) and junior high
school students (N=41) using the coding scheme given by Whitebread et al. (2009). The
contents of the dialogue were then analyzed from the perspective of co-regulation and
socially shared regulation using NVivo. The result revealed that the subject matter of the
students' dialogue centered on co-regulation for planning, such as a suggestion of musical
ideas by a lead member and acceptance by the others, or co-regulation for control to resolve
each other’s performance problems. In contrast, there were very few conversations related to
socially shared regulation to monitor and reflect their creative activity, such as to evaluate
changes in the sounds of their music that resulted from implementing musical ideas. The
analysis of the contents of the instructors’ speech during the classes revealed that they were
mainly related to knowledge of the task and explanation of the music-making strategy. They
made few statements that would encourage students’ socially shared regulation for
monitoring and reflection.

(Abstract 187)

An Investigation of the Shenzhen Elementary School Music
Implemented Curriculum

Lexuan Zhang
The Education University of Hong Kong

Research has reported that the world-wide educational theory has switched its emphasis from
“how teachers teach” to “how students learn” (Shively, 2015). Student-centered Education
(SCE) with its initial purpose of promoting learners to be the active thinker, inquirer and
innovator has not only absorbing attention in music education, but also being written as
instructional suggestions in many countries’ national curriculum. In China, the latest national
music curriculum standard officially announced that SCE becomes the educational goal
(Ministry of Education, People’s Republic of China, 2011). Providing multiple opportunities
for students to participate, explore and create have subsequentially become the new
educational direction for teachers to implement into their in-class practices.
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With the purpose of investigating how well SCE being implemented in China, this study
applied a multiple cases study research method. Three music teachers as the three cases were
studied through collecting their lesson plans, observing their teachings, interviewing them,
and gathering their reflectional journals. | employed sequential systematic observations in
tandem with semi-structured interviews for this study. Lesson plans and reflection journals
were also collected as complementary data to support understanding the lesson
implementation. In addition, SCE has been reported from mostly western perspectives with
its successful implementation in a smaller-sized class capacity with well-trained educators
(Alford et al., 2016; Bautista et al., 2018). However, SCE instruction was also highly
recommended from China's national intentional level to apply into the large-sized music
classroom. Therefore, a set of qualitative lesson instructional training was purposefully
designed for this study, aiming through empirical research to discover the possibility of
implementing SCE in a large number of students' environments.

Findings were illustrated from two aspects. On one hand, participants believe they were well
implementing SCE, whereas observed results indicated a teacher-led content-driven mode
with inadequate attentions on students’ previous knowledge still prevalently exist. Students’
voices were also rarely be heard in class. On the other hand, the lessons after the trainings
provided more time for students to think and reflect, and also extended their understanding to
other interdisciplinary domains. However, its adaptation in a long run was still under
concerns with the pressurized contextual restriction such as textbook-driven policy and large-
sized classroom environment. Accordingly, rather than simply concluding whether or not
SCE was being implemented successfully, there might be a new perspective in interpreting
SCE regarding different contexts. Contextual consideration would make SCE become more
adaptable in a broader perspective.

(Abstract 193)

Musical vulnerability in classroom music education: Implications
for policy and practice

Elizabeth MacGregor
University of Sheffield

Over the past decade, music education policy and practice in England has been shaped by
‘the social justice case for an academic curriculum’ (Gibb, 2015), which considers increased
academic rigour to be the best foundation for pupils to succeed within the dominant
socioeconomic system. This neoliberal agenda has been underpinned by a discourse of
invulnerability, in which the benefits of music upon academic achievement, health and
wellbeing, and social development have been extolled for their influence upon the education
of prosperous, independent, and socioeconomically-compliant individuals. However,
extensive research in fields such as music psychology, sociology, and philosophy suggests
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that these benefits of music are far from universal. On the contrary, music-making—
especially within compulsory classroom music education—often reveals individuals’
shortcomings, dependencies, and conflicts (Philpott, 2012).

Such diverse experiences of classroom music education highlight an urgent need for policy
and practice to attend to the voices of these individuals and recognise the nature of ‘musical
vulnerability’: individuals’ inherent and situational openness to being affected (positively or
negatively) by the semantic and somatic properties of music. This concept draws upon
research within the field of vulnerability studies, including Judith Butler’s (1997) theorisation
of individuals’ ‘linguistic vulnerability’ to words that can both heal and harm. It emphasises
that music can foster both positive forms of receptivity and negative forms of susceptibility,
depending on its sociocultural context and physical embodiment.

This paper presents the findings of the final phase of a three-phase phenomenological
ethnography investigating pupils’ experiences of musical vulnerability in classroom music
education. Using phenomenological reduction, lived-experience accounts from interviews
with Year 8 pupils (aged twelve and thirteen) at a school in East Anglia are collated into a
composite description of the essence of musical vulnerability in classroom music education.
Not only do these accounts illustrate how the concept of musical vulnerability resonates with
pupils’ lived experiences, but they also emphasise the need to shift classroom practice away
from the neoliberal agenda of invulnerability and towards a renewed ethic of care. In order
for music education policy and practice to achieve genuine social justice—and to account for
individuals’ varied experiences of classroom music education— policymakers need to
acknowledge music’s capacity both to heal and to harm; teachers need to be equipped to
respond ethically in situations of receptivity and susceptibility; and pupils need to be afforded
spaces where their experiences— positive or negative—are valued and their voices made
visible.

(Abstract 194)

Measuring Parental Involvement as Parental Actions in Children’s
Private Music Lessons in China

cancancui
University of South Florida

The purpose of this study was to establish a measurement instrument to measure parents’
level of actions in their children’s private music learning in China. I adopted Fung’s (2018)
framework of Change and Human Actions as the theoretical framework. The instrument was
designed to determine the parent’s level of involvement (i.e., act in proactivity, act in
passivity, and act in avoidance) in their children’s private music learning. This research was
guided by these four research questions:
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1. What are the validity and fit index of the measure based on Fung’s (2018) framework

as applied to parents with children between the ages of 5-12 years who are taking

private music lessons?

What is the reliability of this measure?

What are the correlations between (a) age and original sources of intentions (child,

parents, and parents’ friends and neighbors), and (b) actions of the change efforts

(proactivity, passivity, and avoidance)?

4. What level of actions (proactivity, passivity, and avoidance) do parents involve in
their children’s private music lessons?

wn

Survey data were collected online from 894 parents from 20 different provinces in China.
Seven factors were extracted from the exploratory factor analysis, which were then
consolidated into a 3-factor solution. The confirmatory factor analysis indicated an adequate
model fit of the Parents’ Level of Action in Private Music Learning Scale (PLAPMLS).
Results from the correlation analyses revealed that (1) Children’s age had direct, but weak
correlation with parents’ action in proactivity, and (2) Parents’ actions in proactivity were
positively associated with children’s intention to take music lessons. The results of the
repeated-measures ANOVA indicated that most Chinese parents in this study were
proactively involved in their children’s private music learning. Findings from this study are
consistent with the existing literature (i.e., correlation between children’s age and parents’
action). Two implications of this study included: (1) This instrument assists music teachers to
better understand their students and their parents, which can lead to a better collaboration
with parents. (2) Connecting Fung’s (2018) framework of “Change and Human Action” to
parental involvement would allow for a better understanding of parents’ level of action to
change and their level of involvement. Therefore, this study contributes to theory
development and provides an instrument that can be used initially with participants in China
but could be expanded for global use.

Table 1

Exploratory Factor Analysis of PLAPMLS with Varimax Rotation (n = 320)
Factor 1 Factor 2 Factor 3 Factor 4 Factor 5 Factor 6 Factor 7
Proact 1 Avoid 1 Passi 1 Passi 2 Proact 2 Passi 3 Proact 3

Item 36 .75

Item 39 .75

Item 38 .69

Item 55 .67

Item 50 .67

Item 57 .65

Item 59 .64

Item 30 .61

Item 54 .85

Item 60 .78

Item 52 .75

Item 35 .62

Item 42 .60

Item 40 57

Item 22 .78
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Figure 1. Mplus 8.6 Software Outputs of the Confirmatory Factor Analysis

(Abstract 197)

Intersections of engagement theory and Culturally Relevant
Pedagogy in the choral classroom: What can we learn from the
students?

Ruth Gurgel
Kansas State University

The purpose of this qualitative, phenomenological study is to identify and compare students’
and one teacher’s perceptions of engagement and disengagement in a cross-cultural choral
classroom. Eight racially diverse 7" grade choir students and their teacher were interviewed
in order to determine their perceptions of conditions that supported (dis)engagement and of
behaviors that signaled (dis)engagement. The researcher examined the effects of
(dis)engagement in the classroom using both individual interviews with teacher and students
and focus group interviews with all student participants. The researcher compared students’
responses to those of their teacher using open and axial coding, member checks, and
memoing. The researcher used the six prongs of Culturally Relevant Pedagogy (Ladson-
Billings, 1994, 1995a, 1995b) as a lens through which to analyze the themes that emerged.
The students identified the strong, positive, mutually reciprocated relationship between
themselves and their choir teacher as foundational to deep engagement. The cultural
competence of the teacher and her openness to learning from her students supported this
relationship. Students reported that they disengaged when they felt the instruction was
musically uninteresting or not challenging. During periods of disengagement, students’
behaviors were interpreted in different ways by the teacher and by their classmates, based on
cultural expectations

The effects of student engagement included positive flow in classroom sequences, heightened
musical achievement, positive mood contagion, group unity/connectedness, and continued
positive levels of engagement. Disengagement resulted in a disrupted classroom flow, teacher
frustration, teacher instructional interventions including “behavior talk,” negative mood
contagion, fractured group relationships, and continued disengagement. The students’
perceptions of engaging teaching aligned strongly with Culturally Relevant Pedagogy, most
notably in the areas of cultural competence, social relations, and academic achievement. The
perspectives of the students in the study highlight links between engaging choral pedagogy
and Culturally Relevant Pedagogy that suggest important focal points for the field of music
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education. Resulting implications include the need for culturally competent teachers who can
provide a pedagogy that supports high levels of musical achievement and student autonomy,
situated in a context of strong teacher-student and student-student relationships.

(Abstract 198)

The Meaning and Value of Elementary Music in Rural
Communities

Whitney Mayo

Michigan State University

In education policy, research, and reform, rural education spaces are often an afterthought, if
included at all (McShane & Smarick, 2018). Research relating to rural schools often lacks
cohesion, as rural spaces are diverse (Azano et al., 2021; Tieken, 2014). Policymakers and
scholars often characterize rural schools as deficient or failing compared to schools in other
locales (Corbett, 2013; Showalter et al., 2019; Tieken, 2014). Music education research has
followed a similar trend, with scholarly efforts directed toward school districts with greater
resources or addressing racial equity while excluding rural music programs (Bates, 2011).
Amidst a larger discussion of music education “for all” (Benedict, 2021; Fitzpatrick-Harnish,
2015; Talbot, 2018), rural voices are conspicuously absent. To bring rural music education
into this discussion, there is a need to understand what rural spaces are and how rural
communities and music programs interact.

There have been some efforts to describe music education in rural communities (Brook,
2016) and community interaction with school music (Seiger, 2020; Smith, 2014; VanDeusen,

2016). Bannerman (2019) suggested rural communities and school music programs may
experience a synergistic relationship, though this requires further investigation. In this study,
| explore the meaning and value of elementary music programs in three rural communities.

I am utilizing social constructivism (Amineh & Asl, 2015; Kim, 2012) as the theoretical
framework in this instrumental multiple case study (Stake, 1995). By focusing on meaning-
making through social constructivism (Charmaz, 2014; Hayes, 2020), participants’ beliefs
and meanings will remain the focus of this investigation. It is important to consider music,
school, and communities as unique components and as interrelated, as each entity contributes
to understanding a music program. Therefore, | conceptualized relevant literature based on
this triadic relationship, locating rural elementary music programs at the center.

I am currently recruiting participants from three rural communities. Data for this project will
include interviews and observations of three elementary music educators, and interviews with
administrators and secondary music educators. | will conduct a brief survey of caregivers
(parents/guardians) and students, followed by focus group meetings. | will generate field
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notes from my observations and interactions with participants. | will then engage in inductive
analysis (Saldafa, 2016) to determine codes and themes among participant groups within
each case, followed by a cross-case analysis. Results of this investigation will inform
education policy, reform, and research, as well as provide an example of rural student voice
and community experience within research literature.

(Abstract 199)

Fostering diversity in music education through Minecraft

Daniel Abrahams
University of Arkansas

This paper describes a research project to modify the video game Minecraft to assist in the
teaching and learning of musical composition. The goal was to create a space where
children’s voices could be heard and valued. Two faculty members, one in music education
and the other in classical studies collaborated with two music education students and two
computer science majors at a University in the southern United States. They explored ways
for children to connect spatial -visual structures so that they could compose musical
compositions in Minecraft. By modifying Minecraft, they created a unique digital tool that
linked three-dimensional space and music composition that they called Composition Craft.

The tenets of constructivism, cognitive representation in thinking, and the construct of iconic
representation in teaching children music provided a theoretical framework for the following
research questions:

1. In what ways might we link three-dimensional space and music composition through
Minecraft?

2. In what ways might Minecraft foster diversity of voices and student agency?

3. In what ways might Minecraft foster an understanding of multiple perspectives when
solving musical problems?

A design process that emphasized open-ended problem posing and problem-solving
operationalized the framework.

Results indicated that Composition Craft fostered children’s abilities to be creative and to
solve musical problems. Children reported that multiple ways of solving musical problems
was helpful, empowering, and consistent with the theme of multiple perspectives. Faculty
members reported that Composition Craft provided a bridge between children’s experiences
playing Minecraft and learning to compose and neutralized issues of equity and diversity
among all of the participants.

(Abstract 200)
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The Radio Project: Creating Space Online for Song Invention and
Sharing

Sara Zur
Buckingham Browne & Nichols School

Children’s invented songs have been researched widely'. This study began in 2019 with two
questions: 1) When children invent songs for online sharing, how is their creative process
affected? 2) What does social interaction look like as children listen to each other’s songs on
the “Radio?” Data were collected over the course of two years with children ages 4-8 at a
school in Cambridge, MA (USA). Participants self-selected and could invent a song on the
spot or practice first. Initially, | recorded and shared songs on a Google album. A separate
“Listening Station” was placed in the hallway, where anyone could listen to these songs.
Switching from Google to a “Padlet” allowed for self-recording and immediate sharing. Over
100 songs were shared on the “Radio.” All songs were analyzed for content, length, and
musical characteristics. Observations of students selecting and commenting on songs also
contributed to the data.

Results:

e Vocal range and song length increased when children recorded themselves.

e Though recording a song shifts the focus from subconscious to performative, the
recorded songs had musical characteristics and personal meanings that align with
previous studies on spontaneous singing.

e Social interactions directly impacted creativity and listening and facilitated further
music making.

e Listeners frequently chose to hear their own song first.

Implications point to the importance of reflection and peer connection in the creative process.

(Abstract 201)

Making Music: Examining the parameters of new music created
with young musicians

Bernard W. Andrews, University of Ottawa, Canada

Making Music: Composing with young musicians explores the creative solutions that
composers implement in generating new music with the collaboration of students and
teachers. The research is based on the assertion that the development of high calibre music
appropriate for young people is contingent on effective practice; that is, on successful
engagement among composers, students and teachers in the creative process within
classrooms, studios and rehearsal halls. This study employed a multi-dimensional approach
entitle Integrated Inquiry. This involved nesting the secondary questions within the four
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dimensions of musical composition and by adopting different research protocols to answer
these questions: pre-requisites: How can musical ideas be conceptualized and developed in
collaboration with students? (composer record); ii) process: What musical knowledge and
skills are developed when students co-create music with composers in schools? (learning
report); ii1) piece: What aspects of the new compositions reflect the teachers’ pedagogical
input? (composition commentary); and person: What do students and teachers learn from
collaboration with professional composers? (teacher questionnaire). By examining the
relationship of music composition to music learning through the co-creation of new music by
composers, teachers and students, this research contributes to the Canadian repertoire for
young people and improves the quality of educational music. The students gained knowledge
of the creative compositional process and consequently developed communicative, listening,
sight reading and performance skills. Composer and teacher feedback facilitated a healthy
exchange of musical ideas. Teachers to learned new pedagogical strategies while valuing the
creative compositional process. Through a non-sequential compositional process of
brainstorming, writing, revising and editing, the students also contributed ideas pertaining to
the overall structure of the piece, as well as the thematic, melodic, rhythmic, and instrumental
aspects of the compositions. This presentation will highlight the research findings from the
composition of new works in the Making Music Project.

(Abstract 206)

Chamber Music: developing excellence in large ensemble learning

Jemima Bunn
Brolga Music Publishing

Uniquely situated in music education, large ensemble rehearsals of concert band and string or
full orchestra provide significant musical experiences for instrumental music students in our
schools. Criticized as learning contexts because “large ensembles are led by teacher-directors
who, as highly trained musicians, make all musical judgements and decisions” (Regelski
2006, p.6), ensemble music students are often seen as “functionaries of the director’s
musicianship” who “do not acquire the personal musicianship skills that can guide their own
musical decisions” (p6). The unevenness of the student-teacher relationship in the large
ensemble is seen through this lens to hamper the path to significant musical experience, with
teachers “imposing expressive structures” on students and “leaving them dependent on
external instruction, rather than aligning their playing with the capacity for expression and
communication that exists within their own bodies” (Davidson, Pitts and Correia 2001, p.60).

As part of a broader pedagogical approach to large ensemble learning in a secondary school
music program, attendees of this workshop will be acquainted to strategies for empowering
the student voice in large ensemble learning through student participation in chamber music
groups. Provided the opportunity to observe and reflect upon the benefits and challenges of
using chamber ensembles to support the bringing forth of the student voice, attendees will be
involved as the observers of large and chamber ensemble rehearsals previously videoed in a
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spontaneous context and as interpreters of the narratives offered by students and teachers
participating. The richness of these undertakings will be demonstrated as attendees are guided
through an intuitively reasoned and responsive approach, enabling questioning of the
essential nature of the experience of being-in-the-world-of-chamber-music as it contributes to
being-in-the-world-of-large-ensemble.

Using chamber music as an impetus for making learning visible in the large ensemble
context, attendees will be introduced to range of educationally and musically relevant
activities that value the student voice in the music-making process. Through engaging
students in high levels of musical reflection via analysis, synthesis, evaluation and creation,
this presentation will demonstrate that music ensembles provide opportunity for students to
undertake learning that is conducive to their own musical and personal growth through
working, listening and playing together.

Encouraging ensemble directors to get off the podium, the fostering of chamber ensemble
experiences for our students seeks to establish an experientially significant approach, where
students undertake their being-a-musician through working collaboratively, responsibly and
musically with each other.

(Abstract 207)

Becoming pitch perfect: Investigating a new pedagogical method
to achieve just intonation in choral singing

Elizabeth Scott and Helen Mitchell
Sydney Conservatorium of Music, University of Sydney

Theoretical/pedagogical background

Choral singers have a natural tendency to tune to each other in just intonation (Howard,
2007). Traditionally, choral directors rely on the piano in rehearsal for learning repertoire and
to tune chords (Guelker-Cone, 1998), but this dependence on the piano restricts ensemble
listening and hinders accurate intonation in a cappella repertoire as the piano is tuned in
equal temperament (Howard, Daffern, & Brereton, 2013). To date, wind ensemble directors
have explored the use of a just intonation keyboard to support and train musicians in the
complexities of intonation (Bronk, 2010; Goto, 2010). The challenge for choral directors is
harness these innovations to equip choristers with essential listening skills and build self-
reliance to tune in just intonation.

Aim
The aim of this study was to develop, implement and evaluate a pedagogical method for
choristers to learn to sing in just intonation using a just intonation keyboard.
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Method

Choristers trialed a series of intonation-focused warm-up exercises with the assistance of a
just intonation keyboard as a pitch model to develop their critical listening skills. Rehearsals
were recorded and choristers completed a series of questionnaires and interviews to
investigate their understanding and experience of the learning process during preparation for
an a cappella concert.

Results

Choristers reported an increase in their understanding and confidence in tuning in just
intonation. The warm-up exercises used in conjunction with the just intonation keyboard
focused choristers on tuning intervals in just intonation and equipped them with new skills to
understand just intonation and to eliminate interference beats. Removing the piano
encouraged the choristers’ musical independence and confidence and the pitch reference
enabled them to sing in just intonation successfully. Choristers were cognisant of the overall
improvement to the sound of the choir in blend and intonation and enjoyed the challenge of
singing without relying on the piano.

Conclusions and implications for music education

This training program enhanced singers’ capacity to hear and adapt to just intonation and
choristers reported improvements to their musical and aural skills. Choral directors should
employ targeted warm-up exercises with a just intonation keyboard to promote independence
from the piano. Choirs can aspire to singing in just intonation and respond well to
innovations in choral pedagogy.

(Abstract 208)

Music education for social change and El Sistema: four conceptual
questions

Geoffrey Baker
Royal Holloway University of London / Agrigento Music

Taking up the SIG’s invitation to critical reflection, this paper considers four conceptual
questions concerning music education for social change (MESC) and its relationship to El
Sistema.

1. What is MESC?

El Sistema is generally placed within the category of MESC, while school music education is
not. Yet, as Hopkins, Provenzano, and Spencer (2017) argue, there is little that distinguishes
El Sistema-inspired programs in the US from general music education; furthermore, “the
social goals of El Sistema inspired programs are not distinctive from those of school-based
music education” (255). Is MESC a field of practice or a discourse applied to music
education in certain contexts?
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2. What is the ideological foundation of MESC?

In the most substantial scholarly work on MESC, Hess (2019) constructs a progressive
philosophy and practice based on the work of grassroots and activist popular musicians. Yet
the hashtag #musicforsocialchange is employed primarily by the international El Sistema
sector, which takes its inspiration from a conservative, top-down, politically-averse classical
music organization. El Sistema’s ideology is rooted in colonialism and neoliberalism
(Rosabal-Coto 2016; Logan 2015), which are anathema to Hess (and most of the musicians
by whom she is inspired). Does MESC designate a field with some degree of philosophical
and political coherence or — as the Hess and EI Sistema examples suggest — a discourse
marked by internal contradictions and lacking a consistent conceptual core?

3. What are the risks of the popularization of MESC as a frame for music education?

The fuzziness of MESC as a concept makes it susceptible to appropriation. In the Global
North, it has been adopted by hegemonic cultural organizations to promote their work and
harnessed to individual career-development and entrepreneurialism. In Latin America, it has
been subject to political appropriation (Baker 2021). Might the utilization of MESC as a
means to such ends compromise its stated goal?

4. How might one critically assess MESC?

Social change is hard to measure, and attributing it to a particular intervention is virtually
impossible (Ramalingam 2013), so how would one determine what constitutes “best practice”
in MESC? Some possible criteria include:

—  Are the curriculum and/or pedagogy designed around social change objectives
(Rabinowitch 2020)?

- Does the program embody principles of social justice in music education (Benedict et
al. 2015)?

- Does it articulate a convincing theory of change (Dunphy 2018)?

- Is it connected to a wider movement for social change (Kuttner 2015)?

(Abstract 209)

A comparative study of college students’ attitudes before and
after of Fuzhou tea-picking opera course

Fen Liu and Pravina Manoharan
Universiti Sains Malaysia

This paper takes the music class of Fuzhou Preschool Normal College, Jiangxi Province,
China as a case study to analyze the different attitudes of students to the traditional Chinese
opera—Fuzhou tea-picking opera which has been introduced into the music class of the
school. The innovation of this music course is to use kodaly teaching method to carry on
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Chinese traditional music teaching. The purpose of this study is to look at the attitude of
students towards the art of Fuzhou tea-picking opera and analyze the influence of students'
attitude on the course effect, thus affecting the cultural inheritance effect. 150 local college
students who are non-music major were selected from three classes to carry out the music
course inheritance practice for four months in Fuzhou Preschool Normal College. This course
practice is divided into three stages, namely: 1) Student assessment, 2) teaching the lesson ,

3) feedback and assessment. The aim of this study is to compare the attitude of participants
have changed before and after taking the course through a questionnaire. In addition, analyze
the main factors that affect participants’ attitudes through the results of the questionnaire.
Mixed-methods design is employed within the study. The study found that the
implementation of the course significantly improved students’ positive attitude towards
Fuzhou tea-picking opera. The implementation of the course has played a positive role in
promoting the inheritance of the tea-picking opera. Although this is a study on the inheritance
of traditional Chinese music course, the ideas of course design and research results are
applicable to other traditional Chinese music, and even to other countries which have needs
for the inheritance of traditional music.

(Abstract 210)

Towards modeling instructional quality for music classrooms:
The relation between generic frameworks and subject-specific
adaptations

Cecilia Bjork, Bernhard Hofmann, Jens Knigge and Gabriele Puffer
Abo Akademi University

University of Augsburg

Nord University

Background

In the past 25 years, there have been international efforts to model classroom teaching
practices in order to develop observational measures of instructional quality (Ainley &
Carstens, 2018; Koller et al., 2001; Mullis et al., 2020). Some researchers aim to produce
models of generic teaching quality (Klieme et al., 2009), while others have focused on
subject-specific criteria (Charalambous & Litke, 2018). Arts subjects are largely absent from
these endeavours. The topic of teaching quality has been discussed in the context of music
teacher evaluation and assessment (Orzolek, 2019), but not with explicit regard to research on
instructional quality modeling. In the field of research on general music education, there are
neither theoretically elaborated, nor empirically-based models designed to capture
instructional quality (cf., Kranefeld, 2021). This is possibly due to a deep-rooted and
legitimate skepticism towards such approaches, and to significant challenges related to
cultural generalization and measurability in arts education (Orzolek, 2019). Initial studies
have explored dimensions of subject-specific instructional qualities such as variety of musical
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activities or opportunities for aesthetic experience (Kranefeld & Diicker, 2013; Wallbaum,
2018).

Aims

The purpose of this paper is to identify subject-specific aspects of instructional quality in the
domain of general music education such that they can serve as a basis for empirical research
as well as for reflective practice. Relationships, connections and differences between generic
and subject-specific modeling will be discussed.

Method

We used video material from an international research project on music education
(Wallbaum, 2018) as empirical support for a systematic heuristic, critical comparison of
music-specific quality dimensions with criteria from a hybrid generic/subject-specific
international framework developed for videographic analysis of lessons in mathematics
(TALIS, 2019).

Results

Our findings suggest that this comparative approach can lead to a framework for improving
our understanding of music-specific instructional quality. Building on existing
methodological procedures supports the development of a music-specific model as well as a
prototype of a corresponding coding scheme

Conclusions and implications for music education

Even though the use of existing models has proven helpful, subject-specific adaptation
through comparison also poses problems: quality criteria from other subjects may be
overemphasized while criteria that are important for music education are pushed out of sight.
However, modeling instructional quality in music classrooms can sharpen our view of the
subject and better connect music education research to interdisciplinary discourse, e.g.,
studies on other school subjects, and to a broader dialogue within the educational sciences.

(Abstract 211)

Why do people sing in choirs? An international study of
motivation to participate in choirs and singing groups.

Kerry Boyle
Canterbury Christ Church University

This study builds on existing understandings of participation in choirs and singing groups,
providing an international perspective and sharing the experiences and perceptions from a
range of cultures and contexts. Existing research which explores the impact of participation
in choirs and singing groups for those involved suggests that the activity can enhance
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physical and mental health and help improve general well-being. This study examines
participation in these activities from a different perspective, asking why individuals are
involved rather than whether they experience any benefits. In adopting this strategy, the
research aims to enhance existing understanding by identifying those aspects which are most
important to participants and comparing these features with well-being indicators.

The study involves an anonymous online survey and interviews with individual case study
volunteers and aims to compare motivations and perceptions by age, gender, type of singing
activity and nationality. The online survey was distributed via national and international choir
networks, institutions and organisations and featured an invitation for individual case study
volunteers. The survey responses and case study accounts represent the experience of
participants in more than 30 countries and provide valuable cultural perspectives which can
be used to inform and enhance current practice. The findings reveal significant similarities in
motivations to participate in choirs across a wide range of cultural settings, along with shared
practices, rituals, understandings and perceptions. Themes include choirs as families and
mini-democracies and the role of the conductor / director in motivating members and
maintaining participation during the pandemic. The word joy was used consistently by
participants to describe the experience of singing with others and participants from a range of
cultures spoke about the satisfaction related to collaboration, connection and shared goals.
The survey and case studies also explore the experience of choir activities during the
pandemic; the lack of choir activities, experience of online rehearsals and impact on those
involved. While many choirs were able to meet on online, the study reveals the significant
loss experienced by participants during this period and for some, online choir rehearsals
represented an act of remembrance which simply enhanced the sense of isolation. These
insights provide a valuable record of the experience of this period for those involved which
can inform understandings of those aspects of singing in groups which are most significant
for participants.

(Abstract 212)

Key Considerations for Musicians Who Teach: A framework for
career preparation and guidance.

Kerry Boyle and Diane Widdison
Canterbury Christ Church University

This study places instrumental teaching at the heart of the culture of music and music
education and proposes a framework for career preparation and guidance which can help
inform and prepare musicians for careers in this field.

Instrumental music teachers working in the UK are not subject to regulation and can teach in
a range of formal and non-formal contexts, often progressing from the role of student to
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teacher with no formal training. In this and similar contexts in other countries, musicians who
teach often enter this form of work through financial necessity and combine teaching with
other professional roles in a portfolio career model of employment. This study recognises the
lack of career preparation and guidance afforded to musicians who teach and identifies a need
to provide guidance around key aspects of professional practice to ensure successful and
fulfilling careers in this field. The study proposes a framework which can be used to
stimulate discussion and potentially lead to a consensus around career preparation and
support for musicians who teach. The framework consists of six key areas, these are 1)
Understanding the contexts in which tuition takes place and the role of instrumental teacher
in each situation. The role and expectation of instrumental teachers can vary depending on
the context of the tuition. 2) Recognising teaching and other professional roles as part of a
freelance business and being aware of issues relating to self-promotion, employment status,
pay, tax and insurance 3) Understanding and developing effective teaching strategies.
Musicians may have excellent technical skills but need support in developing strategies for
effective teaching 4) Understanding issues relating to safeguarding in this specific context.
Given the one-to-one nature of many teaching situations for musicians, this is vitally
important. 5) Developing a proactive approach to health and well-being. This is an important
aspect of professional practice for musicians which can ensure a safe experience for both
teachers and students 6) Understanding how issues relating to equality, diversity and
inclusion apply specifically in this professional context. This framework represents
key,practical and career-specific considerations which are important in preparing individuals
for work as instrumental teachers. The framework might potentially be adapted to suit
differing international contexts and can be used to develop and enhance approaches to career
preparation in Higher Education music programmes and inform guidance from music
industry bodies.

(Abstract 214)

Parents as Home DJs: Effects of music listening on young
children’s psychological well-being

Eun Cho, Laia Pujol-Rovira and Beatriz Ilari
University of California, Riverside
University of Southern California

Keywords: music listening, young children, early childhood music, mood, musical parenting

Music listening, a ubiquitous means of enjoyment and mood regulation, is known to be
closely related to the induction of positive emotions and reduction of stress in everyday lives
(Schafer et al., 2013). Parents listen to music with young children for similar reasons,
oftentimes with expectations that music will positively impact their children’s lives (Lamont,
2008). However, only a handful of research has investigated the role of music listening in the
early years of life (e.g., Trehub et al., 2010; Saarikallio, 2009).
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To understand the effects of music listening on the psychological well-being of young
children, the pilot study investigated 19 American mothers’ experiences of utilizing recorded
music for their children in the home environment using a modified version of the Experience
Sampling Method (Author & Author, 2021). During an experiment week called “Parents as
Home DJs” week, participants, who were primary caregivers of at least one child aged 18
months to 5 years, played a home DJ role by strategically crafting the sonic environment in
response to their child’s mood, using music playlists provided by the researchers. Findings
showed that while mothers used music to fulfill various emotional needs, they tended to use it
to maintain or reinforce their child’s positive mood rather than to improve a negative mood.
Also, daily music use seemed to help their child feel less distressed and stay happier, which,
in turn, aided in the reduction of mothers’ burdens associated with parenting. Yet, a limitation
of the pilot study was its small sample.

To expand the pilot study, the current study is examining the short-term beneficial effects of
music listening on psychological and behavioral parameters in young children aged 0 — 5.
Over 1,250 parents signed up for the study and the “Parents as Home DJs” week will take
place on October 12 through 18", 2021. As in the pilot study, participants will play music
from eight playlists (curated by the researchers) for their children a few times a day and
report their child’s reactions by filling out a daily survey. Data will be analyzed using
regression analysis to determine personal and contextual factors that help to predict the most
desirable outcomes of music listening. Detailed analysis of data, accompanied with
implications for music education, will be presented at the conference.

(Abstract 215)

Voicing with Growth Mindset: A Collaboration in Creating Project-
Based Professional Training Activities Despite of Challenges

Dneya Udtaisuk
Faculty of Education, Chulalongkorn University

Facing with the challenges and limitations in music teaching in general school setting, both
university lecturers and music teachers needs to collaborate with a growth mindset in
designing and implementing professional training activities. The purposes of this case study
were to understand the challenges in music teaching setting in a large-size governmental
basic school and to develop a solution for designing a project-based project for undergraduate
music students. Backward Design is an approach that allowed both college lecturer and music
teachers, both Traditional and Western music, to collaboratively identify the three general
stages including specify desired result, determine acceptable evidence, and plan learning
experience and instruction. Method of the inquiry includes semi-structured and open
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interviews, observations, and analysis of audio and visual data. The result showed that the
three backward design steps namely 1) desired result, 2) assessment evidence and 3) learning
plan of professional training program can be designed to aligned well with the ones of middle
school music learning in extra-curricular music clubs.

The designing and the implementation of the project-based activities benefited the pre-service
teachers’ meaning of the experience, at the same time, provided high school music students’
positive attitude toward music learning and music making. Results suggested that if music
classrooms had limitation regarding the amount of time, teacher, and resources, then extra-
curriculum activities facilitated by college students can engage and inspire high school
students in a meaningful way. The finding from his study may not be universal but it showed
a good example of how music teachers with growth mindset can use backward design
concept collaboratively with teacher training program instructors to create appropriate
solution, which could be applicable to other similar situations.

(Abstract 216)

Effect of Koru Mindfulness Training on Professional Orchestral
Musicians’ Music Performance Anxiety

Ryan Fisher, Sean Holden and Robyn Jones
University of Memphis

Music performance anxiety is the most frequent non-musculoskeletal medical problem
reported among musicians and professional orchestral musicians exhibit concerning patterns
of anxiety and depression that may impact their occupational health. Meditation has been
shown to be efficacious in reducing MPA. To date, no research on the benefits of Koru
mindfulness training on music performance anxiety have been examined. The purpose of this
study was to examine the effect of Koru mindfulness treatment on professional orchestral
musicians' music performance anxiety. This experimental research design included a
treatment group (Koru active intervention) and a wait-list control group. Participants (N = 36)
were professional orchestral musicians in the U.S. with years of experience ranging from a
few months to 53 years. Participants were randomly assigned to either the treatment group (n
= 20) or the wait-list control group (n = 16). Those assigned to the wait-list control group
were offered an opportunity to participate in Koru training one month after the initial
treatment group. One week before the treatment group began their Koru training, all
participants completed an online survey (pre-test) that included various demographic
questions and numerous standardized self-report questionnaires: Perceived Stress Scale,
Depression Symptom Checklist 90-R, Five Factor Mindfulness Questionnaire, Brief Fear of
Negative Evaluation, Music Performance Efficacy Scale, and the Kenny Music Performance
Anxiety Inventory-
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Modified. Participants also completed post-test A following the treatment group’s last Koru
session as well as post-test B immediately after the wait-list control group’s last Koru
session. Results showed significant Group (treatment, wait-list) x Time (pre-test, post-test)
interactions for improvements in music performance anxiety. In a separate analysis, the
treatment group showed significant improvements in mindfulness (acting with awareness and
non-reactivity) and music performance anxiety across time (pre-test, post-test A, post-test B)
with the greatest improvements occurring at post-test B indicating mindfulness training may
continue to improve certain outcomes at least a month after treatment. A separate analysis of
the wait-list group showed significant improvement in depression. Based on the results of this
study, we recommend professional orchestras include Koru mindfulness training as a
complimentary service to their musicians and consider implementing guided mindfulness
exercises prior to rehearsals and/or performances. Outcomes from implementing these
practices may include improved mental health of musicians as well as improved music
performance.

(Abstract 217)

Making Music Teacher Education Accessible in an Ableist
Profession

Brian N.Weidner
Butler University

Background

Ableism, or ability-based discrimination, serves to mute voices of differently abled people.
Music education scholars have recognized that existing models of music study are highly
ableist and limit the opportunities for musicians with disabilities (Darrow, 2015; Dobbs,
2012; Laes & Westerlund, 2018). Intentional inclusion of differently abled people in music
education combats ableism (Kivijarvi & Rautiainen, 2021; Laes, 2020), including the lack of
visible examples of people with different abilities within music teacher education programs.

Purpose
This study sought to understand the experiences of a self-identified “disabled student” in
music teacher education (“Becca”) and her institution’s responses to her unique needs.

Method

This critical case study (Laes, 2020; Laes & Westerlund, 2018) used narrative techniques
(Clandinin & Connelly, 2000; Stauffer, 2014) to document two years of Becca’s collegiate
career along with interviews with her, professors, administrators, and peers at a mid-sized
private university in a major American city. Hemiplegia, hearing impairment, and health
issues were among Becca’s ability-based concerns. As a participant-researcher, the presenter
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documented observations of Becca’s academic and personal experiences as well as incidental
conversations with study participants.

Results

While data collection is continuing through the 2021-2022 academic year, iterative analytical
cycles have revealed three emergent themes.

Ability as Identity

Becca placed emphasis on being a “disabled person,” as her disabilities are part of her
identity. As opposed to numerous discussions that emphasize person first language (Darrow,
2015), she saw her disability as inseparable from her identity. In addressing her specific
needs, faculty emphasized their own expectations within a Universal Design construct that
assumed responsiveness to each student’s individual learning needs.

Networks of Dialogue

The creation of intentional networks for dialogue about Becca’s needs was a critical
component for her full integration into the music education program. Dialogue is multi-
directional and ongoing at all institutional levels, with an emphasis on sharing successful
models and ineffective practices.

Accessibility over Accommodation

While the University approaches disability through accommodation, the faculty and staff
quickly shifted to a model focused on accessibility. While complete accessibility is the goal,
there was a recognition by all involved that accessibility exists on a continuum. Constant
reflection and revision were more appropriate models for ensuring movement toward “being
better.”

Implications

Becca’s experiences provide one roadmap for expanded inclusion of all students within
music teacher education, thereby opening doors for a broader visibility of different abilities
across music education.

(Abstract 218)

Conference as research method in music education: Lessons
learned with Indigenous partners

Anita Prest, J. Scott Goble and HectorVazquez-Cordoba
University of Victoria
University of British Columbia

In this presentation, we theorize the use of conference as a method of conducting research
with Indigenous peoples in the field of music education. Although conference has been used
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as a research method by Canadian health researchers working with Indigenous communities
when the number of participants was too large for a single sharing circle (McGregor, 2018),
the processes and outcomes of such an approach were not reported. To address this
knowledge gap, we describe the plans, processes, and outcomes of an Indigenous-led, two-
day music education conference, which we designed specifically to support researchers,
music practitioners, and local Indigenous communities. The purpose of the conference was to
identify and share appropriate practices in decolonizing and Indigenizing music education,
and to imagine and plan local ways to embed Indigenous ways of knowing and being in
music classes in each British Columbia school district, as mandated by the BC Ministry of
Education.

For this study, we used a Community-Based Participatory Research (CBPR) framework that
emphasizes co-learning among all partners. Eight partner organizations (___ Native
Friendship Centre, BC Ministry of Education, Pacific Opera, BC Music Educators’
Association, two school districts, and two universities), supported this study, offering
significant in-kind and/or financial support. Working under the guidance of an urban
Indigenous Steering Committee (ISC) comprised mainly of individuals from twelve Nations,
we co-designed this conference to support music educators, school district Indigenous
leaders, and Indigenous knowledge keepers on whose unceded or treaty territories the school
districts stand in their joint creation of locally appropriate activities to embed Indigenous
knowledge, pedagogies, and worldviews in British Columbian music classes. We describe
our transdisciplinary research, which involved learning within local traditional Indigenous
knowledge systems. These systems emphasize process, plus relationship to knowledge and
each other, and they require researchers to be continually, critically self-reflexive to ensure
non-appropriation and ongoing decolonization . We theorize the processes by which we
developed a sense of community, identified common purposes, and forged trust, also noting
the stumbling blocks we encountered as researchers previously unfamiliar with local
Indigenous ways of knowing and being. We hypothesize COVID-19’s influence on these
processes. Then we concisely describe the main features of the two-day event. Last, we
consider implications for music education from our initial impressions, noting different
communities’ perspectives, what was found valuable by all parties, and how we might
support conference delegates in their ongoing work of decolonizing and Indigenizing music
education in their local contexts. (400 words).

(Abstract 219)

The Instructional Decision Making of Choral, Instrumental, and
General Music Teachers: A Meta-Analysis

Daniel Johnson and WendyMatthews

University of North Carolina Wilmington
Kent State University
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The purpose of this research presentation is to explore commonalities and differences in
decision-making processes within the musical contexts of choral, instrumental, and general
music education. This meta-analysis of our previous research includes results found via
quantitative and qualitative methodologies. Teachers’ instructional decisions are particularly
meaningful because they encompass both philosophical and practical matters, while
indicating both their focus of attention and their fundamental approach to education. Teachers
make such decisions within three stages of teaching: planning or pre-instructional decisions,
instruction or actual teaching time with students, and reflection or deliberation during and
after instruction (Bernstein-Colton & Spark-Langer, 1993). During each of these stages,
teachers rely on their professional knowledge, reflective thinking skills, information gleaned
from classroom observations, and their ability to implement assessment (Bernstein-Colton &
Spark-Langer, 1993; Dana & Yendol-Hoppey, 2014). More specifically, however, the
classroom environment and diverse musical contexts further shape these instructional
decisions (Vanlommel, Vanhoof, Van Petegem, 2016). Based on survey and interview data
collected from 115 in-service teachers during the past six years, we have determined some
broad conclusions about the decisions teachers make in various musical contexts during the
three stages of instruction. During planning, general music teachers focus on developing clear
goals and objectives, encouraging a life-long love of music, and fostering responsible
citizenship. In contrast, choral and instrumental teachers discuss the importance of setting
clear expectations and scaffolding student learning. During instruction, general music
teachers make decisions guided by specific formal and informal methodologies to build on
previously taught concepts and to support classroom management. Both choral and
instrumental music directors, however, highlight the importance of student motivation and
classroom management to focus student learning throughout the rehearsal. As teachers assess
students after instruction, their teaching experience plays a prominent role in their decision
making followed by available materials and facilities, with the least influential factor being
curriculum in all musical contexts. Performance-based teachers, however, highlight the
importance of being flexible and their own professional development. This meta-analysis
offers these and other insights from experienced teachers regarding their decision-making
processes, which aids teachers’ self-awareness, advances their professional development for
experienced teachers, and enhances the effectiveness of music teacher education programs.

(Abstract 220)

Professional Development for Music Teachers in China:From the
Perspective of Mentors’ Instructional Leadership

Zhuo YU
The Education University of Hong Kong
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In many countries the mentoring system is adopted for teachers' pre-service and in-service
training, such as the United States, China, New Zealand, Singapore and the United Kingdom.
As a developing country with a large population, China has a huge education system. In order
to ensure this system operates with high quality, the educational administration department
has set up a systematic, hierarchical, country-wide mentoring system which is called
Teaching and Research System(TRS) to ensure the quality of China's basic education. At
present, China has three levels of Teaching-Research Offices at the provincial, municipal,
district levels. In all levels of Teaching-Research Offices, each subject has a special person in
charge of teaching and research, that is the mentor—— Teaching-Research Officer(TRO).
They are frequently involved in the process of teacher teaching and professional
development, so they are also teacher educators. This research is a doctoral research and it
adopts the exploratory sequential design of mixed method research to explore the elements of
instructional leadership of music TROs in the context of Chinese education. The research
questions are:

— RQ1: what are the connotation of instructional leadership of music TROs?
— RQ2: How do music TROs implement instructional leadership?
— RQ3: How do music teachers evaluate the instructional leadership of music TROs?

The research will be divided into two stages. The first stage is a case study. The collected
data are coded and analyzed through observation and interview, and the functional dimension
of music TROs is established. In the second stage, questionnaire survey will be used. It is
divided into several parts such as revise questionnaire, pilot study, re-revision, formal test
and data analysis. This research will help to improve the music TROs” work efficiency, so as
to promote the professional development of teachers and the quality of music teaching, and
ultimately achieve the indirect purpose of improving students' academic level. At the same
time, the research can also provide reference for national policy makers to promote the
development of music education in China.

(Abstract 221)

“Please Teach My Kids Harder”: The Expectations of Parents
Toward Instrumental Teachers in Hong Kong

Calvin Lee
The Education University of Hong Kong

Parental support is a vital aspect of children’s instrumental learning. This study examined the
parent—teacher relationship instead of the widely explored parent—child relationship. In
particular, this explanatory mixed-methods study aimed to investigate parents’ expectations
of instrumental teachers and the factors affecting such expectations related to learning a
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musical instrument. Participants (n = 172) rated their perceptions of the four teacher
evaluation criteria of teacher of qualifications, personal attributes, pedagogical skills, and
teacher effectiveness found in the Teacher Quality Model through a questionnaire survey.
Most parents indicated that pedagogical skills was the most important criterion, while teacher
qualification was the least important. Four sets of independent sample t-tests conducted to
assess the statistical significance of the effect of instrumental learning experience as a subject
on the mean rating scores of the four teacher evaluation criteria revealed that parents who did
not possess instrumental learning experience had a significantly higher mean rating score
than the participants who had instrumental learning experience. In the one-way multivariate
analysis of variance and between-groups analysis of variance we found the learning
environment (school, studio, and private) in which the participants’ children were learning
would affect the dependent variables statistically for the mean scores in the personal
attributes, pedagogical skills, teacher effectiveness, but not for the mean rating scores in
teacher qualifications.

The results of semi-structured interviews conducted with six parents indicate that for parents
of beginner learners, the convenience of finding a teacher was more important than the
teacher’s qualifications. While participants did not deny that children’s participating in music
competitions and examinations was very attractive, they looked forward to teachers
communicating with them after class or at other appropriate times. Furthermore, the
interview results revealed that the phenomenon of the so-called “tiger parents” was not
prevalent in the Hong Kong cultural context. Based on the findings, this study recommends
the development of formal and systematic instrumental teacher training programs that focus
on pedagogical rather than performance skills. A well balance of pedagogical skills,
communicating skills performing skills is indispensable for a “qualified” teacher in the minds
of parents.
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(Abstract 224)

Sketching the voice: Drawing acting as an alternative vocal
pedagogical tool

Xiong Yang Daniel Fong
Nanyang Academy of Fine Arts, Singapore

This paper adopts a performative approach (Haseman, 2006) to explore phenomenological
experiences of four vocal students across two vocal studios in a higher educational institute.
Drawing was used as a creative and visual journaling practice where students were task to
draw their singing experiences, both inside and outside the vocal studio, over 10 weeks. Such
a task aimed to explore and render visible the students’ embodied experiences during
vocalization.

To provide a foundation, this paper first considers drawing in the context of body-mapping as
an established methodology which has a lineage in social and mental health studies (see for
example: Gastaldo et al. 2012; MacGregor, 2009). This paper is also predicated upon training
body awareness via cognitive attention (Buchanan, 2014; Malde et al. 2009) and adopts
reflective learning as its pedagogical paradigm (Shuell, 1986).

From the results, this paper considers the prospects of drawing as a valuable tool from two
viewpoints. Firstly, it can be seen to be helpful as a platform for students to foster personal
awareness and self-reflection. Secondly, the practice of drawing in the vocal studio seems to
be an accessible dialogue tool between teacher and student that could challenge the
traditional hierarchical structures found in teaching studios (Jgrgensen, 2000). Ergo, this
paper seeks to bridge communication between teacher and student by offering students a
salient voice within the studio, acknowledging experiences that might otherwise be highly
embodied and often challenging to articulate.

The findings from this paper reveal that drawing does indeed render valuable outcomes. The
students note that through the practice of drawing, they felt that they gained awareness of
their vocal processes and have begun adopting reflective practices and strategies. Drawing
has also functioned as a dialogue tool in the vocal studio, encouraging open and equal levels
of communication between teacher and student.

The pathways that this paper reveals means that a range of questions have emerged as
possible motivations for future research. For example: how might the mutual exchange of
drawings between teacher and student aid in clarifying subjective embodied experiences
between both parties? Might drawing then be a possible remedy to alleviate lexiconic barriers
(Burwell, 2006; Coates, 2016) and language barriers (Yeh & Inose, 2003; Choi, 2013)
experienced by students within the vocal studio? Ergo, this paper seeks to shape the quality
of vocal education students receive and offer a more dynamic and innovative approach within
vocal education and curriculum.
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Figures- Examples of Student’s drawings extract from the project
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(Abstract 226)

‘Making Music Make a Difference:" Whole Class Ensemble
Teaching as an inclusive pedagogical method

Kristen Horner
University of Nottingham

In 2011, the English Department for Education implemented their first ever National Plan for
Music Education. The plan sought to enable ‘children from all backgrounds and every part of
England to have the opportunity to learn a musical instrument’ through Whole Class
Ensemble Teaching (WCET). Where previously local authority music services provided
specialist tuition to a fee paying few, newly established Music Education Hubs would work
collaboratively with schools and outside partners to provide instrumental music for all. Since
then, Hub teachers have complained about the challenges of implementing the plans’
inclusive vision. Teachers’ concerns are particularly notable in disparate perceptions of
WCET and its efficacy as a pedagogical method. While key data reports from 2013-18
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provide much quantitative data on challenges to Hubs, qualitative research on Hubs’ unique
standings as individual organisations remains unexplored. My research, based on over 30
interviews with Hub staff and partners, and six months of in-class observation, examines how
the Nottingham Music Hub converts the national plan’s policy text to policy action in a local
context. This Hub designed their primary provision around WCET for Year 4 (8-9 year old)
pupils. A melded ethnographic and grounded theory approach contextualises their work and
provides a voice for the experiences of employees and partners as they seek to realise their
collective goal of ‘Making Music Make a Difference’ for Nottingham city pupils. Despite the
services’ successes in engaging a high percentage of pupils through whole class teaching (as
of the latest data return, 6401 pupils in 77% of city primaries), research still calls for a clearer
articulation of the exact purposes and rationale behind WCET. This paper explores the
realities of how the Hub delivers the government’s inclusive musical provision despite the
historic gulf between specialist and generalist approaches in the national music education
landscape. Interviews with 20 Hub staff members found that values associated with specialist
models of music teaching, which have historically predominated in England, influenced
approaches to more generalised WCET. These values exist despite the national plans’ desire
to align specialist and generalist approaches through group instrumental learning in a
classroom setting over the past decade. The paper aims to contribute to current knowledge of
Hubs, evidence how the national plan has worked in practice over the past decade and speaks
more broadly on matters of inclusion and accessibility in the teaching profession and music
education policy in a national context.

(Abstract 230)

How sensory theatre practice could inform inclusive music
education in formal, non-formal and informal settings

Maria Varvarigou
Mary Immaculate College, University of Limerick

During the COVID-19 pandemic the UK sensory theatre company Oily Cart, has been
exploring ways to expand its reach and make sensory theatre accessible to disabled children
and young people who are shielding. Unable to create close-up, interactive shows that use
touch as a central technique, or tour to theatres, schools, or any of the places the company
normally perform, Oily Cart reimagined the entire format of how they usually work. The
Uncancellable Programme was the company’s response to the COVID-19 pandemic. The
programme included three projects, Doorstep Jamboree, that took place in people’s
doorsteps, in school playgrounds and through Zoom; Space to Be, which comprised sensory
theatre experiences led by the parent or carer, guided by a series of audio pieces and using
sensory packages filled with specially designed and handcrafted objects; and Something
Love, which was an exploration into sensory film designed for and with Autistic young
people. The aim of this presentation is to consider ways that practices used in sensory theatre
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could enrich music education theory and practice in formal, non-formal and informal
contexts. Data were collected through surveys filled in by parents and carers who participated
in the projects alongside their disabled children and young people, the Oily Cart creative
team, and external peer evaluators; and through case studies with parents. As it emerged from
the analysis of the data, core components of all three projects were (1) the use of music as a
tool for connecting the different parts of the projects in a smooth and enjoyable way;

devising approaches, such as ‘soft endings’, which allowed for smooth transitions from group
activities to time for individual reflection and realisation; and (3) pacing that took into
consideration and responded to the various accessibility and communication needs of its
participants. Furthermore, digital engagement via Zoom or remotely, even with no live
performer involved emerged as a powerful and viable means of experiencing high quality
artistic sensory theatre activities and as an alternative way of enabling different people to
access cultural experiences in a socially-distanced, and Covid-safe way. Music education in
formal, non-formal and informal contexts could benefit from considering ways of offering
meaningful musical experiences that support music learning and participation for disabled
and non-disabled children and young people through the activation of all senses. Specific
ideas on how this could be achieved are put forward for discussion with the conference
participants.

(Abstract 232)

DocSong: Composing Their Songs

Nora Willauer and Malcolm Brooks
DocSong

Workshop Description and Approach

Participants will be introduced to a live Documentary Songwriting session. Documentary
Songwriting is a compositional method that takes personal narratives (storied lives) and sets
them to song. The process highlights community-building through collaboration, personal
and group creativity, and embracing diverse participants’ authentic voices. Participants
observe and contribute to a creative process, as a volunteer’s personal story is transformed
into a free verse poem, then into lyrics, and finally into a full, singable, shareable song.

Background

Documentary Songwriting has been used to enhance understanding between Turkish and
Greek Cypriots at the UN Buffer Zone on Cyprus, to tell the stories of refugees from the
Middle East seeking asylum in Belgium, and to tell women’s #MeToo stories in the United
States. DocSong projects have been featured on TEDx and on American radio’s NPR’s
Morning Edition. These projects will serve as a backdrop for this session and contribute to
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translating the Documentary Songwriting Method into a compositional pedagogy for students
in a variety of instructional settings.

Documentary songwriters have led workshops in primary and secondary schools, colleges,
teen camps, retirement communities, addiction treatment centers, radio and television
programs, and concerts. The participants in these settings witness how a songwriting method
based on lived experiences demystifies creativity and allows someone with no musical
background to express themselves through high-quality songs.

Learning objectives and benefits

— Participants will be introduced to the Documentary Songwriting Method of
collaboratively composing songs by observing a volunteer participant and the
presenters shape a song from a personal narrative.

— Participants will explore adapting Documentary Songwriting for a variety of music
instructional settings and for diverse learners.

— Participants will reflect on their Documentary Songwriting experience as a culturally
responsive pedagogy for composition that is accessible, artistic, and authentic.

— Participants will witness a potential strategy to help students who may need a fresh,
collaborative way to jump start their ideas.

Presenters
The workshop will be led by two presenters who have led documentary songwriting
workshops in the United States and Europe.

Equipment requests
A computer monitor or projector that will connect to a presenter’s laptop so that all can see
the creative process in action.

(Abstract 233)

Gender In The Musical Classroom: An Intersectional Investigation
Of Music Teachers’ Beliefs, Attitudes And Actions

Joana Grow and Anna Theresa Roth
Hanover University of Music, Drama and Media

Gender as a current social issue is also found in music education research (e.g. Onsrud et al.,
2021). Recent work has taken up the sociological concepts of Doing Gender and Doing
Difference and its intersectionality.

Doing Gender (West & Zimmermann, 1987) means the systematic production of gender due
to which gender appears as natural (Gildemeister & Herricks, 2012). Human behavior
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references gender classifications because people have learned that their behavior is
interpreted by others against this background. "Doing™ in this context can be both conscious
and unconscious. In addition to gender, other distinctions are made which can also acquire
meaningfulness (Doing Difference; Hirschauer, 2014) - especially in an intersectional
interplay.

Gender constructions in music education research focuses on student interactions (e.g.
Borgstrom Kallén & Lindgren, 2018). However, especially the behavior of teachers plays a
crucial role in the production practices of gender as well as the reproduction of stereotypical
gender roles in the classroom (Faulstich-Wieland et al., 2004; Budde, 2010), which has been
pointed out in various subject didactics (e.g. Konrad, 2018).

As a part of professional competence (Kunter et al., 2013), beliefs and attitudes are
determinants of behavior (Ajzen, 2012; Reusser & Pauli, 2011) and correlation between
beliefs, attitudes and teaching behavior has been shown (Hartinger et al., 2006). Beliefs and
attitudes of teachers are already researched in music education with diverse music
pedagogical references (e.g. Puffer, 2013; Weber & Rolle, 2020), but there are only a few
works with regard to gender (Roulston & Misawa, 2011; Charles, 2004).

The presented study investigates music teachers’ beliefs, attitudes and actions concerning
gender in music lessons. It is asked: Which attitudes and perceptions do music teachers have
regarding gender and its significance for their teaching? How does gender acquire meaning in
music teaching (in relation to other structural categories)? Of particular interest is the role of
Doing Gender and Doing Difference in relation to subject-specific processes.

The presentation is based on a research project conducted in March to July 2021. Music
lessons of five secondary school music teachers were videotaped and analyzed. Additionally
the teachers' perceptions and attitudes related to gender- and difference-sensitive music
education were collected in guided qualitative interviews. Data was analyzed following the
Grounded Theory Methodology (Dietrich & Mey, 2018; Strauss & Corbin, 1996).

After the presentation of the results, moments of success conditions for gender-sensitive
music lessons that allow all voices to become visible will be discussed.

(Abstract 235)

Finding My Voice: Improvisation and Music Games that Build
Confidence in Young Children

Sara Zur
BB&N
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As young children develop their musical identities, providing opportunities for them to
successfully demonstrate their individuality and competence are crucial in fostering a lifetime
of joyful music making (O’Neal, 2002). Many music teachers believe that all children are
innately musical, yet global perspectives vary widely on what musicality looks like in
children (Hallam, S. & Prince, V., 2003). Shouldice (2020) observed that teachers’ beliefs
about musicality are quite influential to a child’s perception of their musical competence.
Though there are many influences on what makes someone feel “musical,” peer judgement
and comparison have a large impact on even the youngest musicians (Shouldice, 2020).
Participants in this workshop will engage in musical activities wherein social interaction
helps build confidence and where judgement is mitigated. Using puppet play, movement
activities, and singing games, we will explore self-expression and individuality in a joyful
and relaxed setting.

Materials Needed for Workshop
e Projector and screen for Google Side presentation
e Space to move and dance
e Seats or carpet mats in circular formation
e An assortment of about 20 unpitched small hand-held music instruments (hand drums,
shakers, wood blocks, etc.)

(Abstract 236)

Pre-service choral music educator self-perceived rehearsal
feedback

Emily Pence Brown and Adam Zrust
Bowling Green State University
Northwest Missouri State University

Verbal feedback is a valuable component of a music teacher’s lesson plan and is often
associated with teacher effectiveness (Forsythe, 1975; Goolsby, 1997; Madsen & Alley,
1979; Standley & Madsen, 1991, Zrust, 2017.) Frequency and type of teacher feedback is
widely reported in the literature (Duke, 2000) and researchers suggest that expert teachers
give more frequent (Goolsby, 1997) and specific feedback (Goolsby, 1997; Siebenaler, 1997)
than novice teachers. Although training pre-service teachers to provide verbal feedback can
lead to teaching an effective lesson, self-perception of teaching behaviors may differ from
actual frequency (Legette, & Royo, 2021; Napoles & Véazquez-Ramos, 2013.)

Research efforts have demonstrated that pre-service teachers’ perceptions have become more
accurate with accountability instruments, including video reflection (Moore, 1976) and self-
evaluation forms (Legette, & Royo, 2021; Yarbrough, 1974). Based on these findings, it
could be inferred that pre-service teachers’ perceptions of verbal feedback type and
frequency could become more accurate over time with the aid of video and self-reflection.
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Therefore, the researchers of this investigation sought to answer: (a) what is the difference
between perceived feedback and actual feedback in pre-service music teacher
demonstrations? (b) does perception of feedback improve in subsequent teaching
demonstrations? (c) which category of feedback was most frequently given throughout the
teaching demonstrations?

To answer these questions, two choral music education instructors at mid-sized American
universities asked their pre-service undergraduates enrolled in a choral methods course (N =
14) to participate. Each student taught and video recorded a seven-minute micro-teaching
demonstration. Immediately following each teaching demonstration, the student estimated the
type and frequency of teacher feedback. The student then watched and recorded their actual
feedback frequency. This identical process was repeated four weeks later in order to observe
if estimates were closer to actual feedback than the first teaching demonstration. Estimated
and actual feedback data will be analyzed to determine if students become more aware of
their feedback after self-analysis over the course of two teaching demonstrations. Frequency
and types of feedback will be discussed. Implications based on these findings in regard to
pre-service teachers’ self-awareness and use of feedback will be provided.

(Abstract 237)

The potential for co-creative music participation among older
adult novice musicians

David Fortier, Rick Barham and Aaron Liu-Rosenbaum

Université Laval

The aim of this paper is to explore the co-creative music participation in the context of
community musical activities, with a focus on older adult novice musicians. The specific
research addressed is: What are the co-creative musical behaviors that emerge among a group
of older novice musicians and their facilitators in a community musical context? Our research
is framed by the idea of creative musical development as being an interactive, interpersonal
process (co-creativity). The “Sounds of Intent” model was conceptualized at the heart of our
framework, linking with co-creativity through reactive, proactive and interactive exploration,
play and improvisation. According to our framework which synthesizes the Sounds of Intent
domains of musical development and co-creative processes, creative musical behaviours
emerge as mini-c moments of co-creativity.

Methodology : This project took place in two case study sites. The first comprised
independent older adults meeting in a community center and the second was a group of long-
term care residents, meeting weekly within their residence. At each site, we conducted and
analyzed video recordings of weekly music workshops. In the first case study, three series of
ten music workshops (each lasting 90 minutes) were conducted, focusing on three musical
activities: 1) improvisation; 2) song-writing and 3) learning well-known songs, using rock
band instruments as well as an assortment of other acoustic instruments. In the second case
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study, one series of 11 workshops was held, each lasting 45 minutes, where the emphasis was
on improvisation and storytelling, using digital instruments (Soundbeam and iPads).

Results and Discussion: Participants in the two cases responded to general characteristics of
pieces (such as mode, beat, tempo and texture) in a reactive way. Additionally, in a proactive
way both groups intentionally co-created simple patterns based on a regular beat. At the
interactive level, both groups performed collaboratively, using increasingly sophisticated
ensemble skills, making use of imitation, and maintaining independent parts.

Implications: The study demonstrated that older adults, including those living with cognitive
and physical constraints, can engage in increasingly complex reactive, proactive and
interactive musical behaviours that have the potential to frame co-creative moments of mini-c
creativity. The findings have implications for all those who have an interest in developing
creative and musical practices with older adults in a range of settings.

(Abstract 238)

Duoethnogoraphy: Writing through a pandemic

Terry Sefton and Danielle Sirek
University of Windsor
Western University

Duoethnography is “writing together in tandem” as a collaborative research methodology
(Sawyer & Norris, 2016). It is not doctrinaire in how it is done, or how it is written, or how it
is analysed (Breault, 2016). As two researchers explore a social phenomenon using this
dialogic, collaborative research approach, they potentially provide what Sawyer and Norris
(2016) call a “destablizing lens” (p. 3) to each other. The purpose of duoethnography is not to
find commonalities, but to lean into difference.

How can a musician maintain her sense of self in quarantine, a self that is constructed by
intertwined strands of creativity, performance, and relationship? The hiatus brought about
during the pandemic created a “lack” for musicians and music educators—an absence or loss
of “the good life,” of eudaimonia. During a year of being shut out of the classroom and
barred from the performance stage we two musician educators engaged in asynchronous
duoethnographic writing as a way of documenting our differing experiences and sharing them
with a witnessing Other. While dipping in and out of deep memory or narrating our day-to-
day lives as we coped with lockdown, we documented the changes in our professional
practice, and our shifting sense of identity. We took risks in unsettling our own
metanarratives and each other’s, in part by allowing the polyvocality of different voices in
our own lived lives; and the voices of theory, of the writers and ideas that flowed into the
space we opened up through this textual research practice. This duoethnography traces each
of us over the course of a year, as we moved through stages of distance and loss, and
subsequent stages of simulacra and performativity.
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Our year of writing in tandem provided each of us with different challenges and different
gifts. But one that we shared was the growth and deepening of friendship. Not the easy
friendship of people who share values and interests; but the friendship that arises “as a mutual
connection with someone who is fundamentally different and distant from us” (Powell,
2020). This paper will examine duoethnography as a process, as a methodology, but also as
an instrument of positive change in a time of precarity, as we wrote ourselves and each other
back into “the good life.”
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(Abstract 239)

The hesitant teacher: Narratives of generalist teachers/teacher
candidates and the music curriculum

Danielle Sirek and Terry Sefton
Western University
University of Windsor

Generalist preservice teachers in Ontario take, at most, one music methodology course during
their two-year Bachelor of Education program. In entry surveys, students describe themselves
as apprehensive and unconfident in their ability to teach music, confirming previous research
(Adler, 2012; Bremner, 2013; Dolloff, 1999). Yet, there is a high likelihood that generalist
teachers will at some point be required to teach music (People for Education, 2017). To
explore the “reluctant” generalist teacher candidate, we started a longitudinal research project
in 2016. Our purpose was to explore how music education curricula, teaching approaches,
and institutional practices either create spaces of inclusion and possibility, or throw up
barriers, to learning and teaching music for generalists.

Barrett and Stauffer (2009) recommend narrative inquiry as an antidote to the ‘troubling
certainty’ of traditional research. We held focus groups with our students and collected their
stories of music methodology courses and practicum placements in 2017 and 2019; and
conducted interviews in 2020 with in-service generalist teachers who are teaching music in
the classroom. Data was collated and analyzed, providing a crystallization (Richardson,
1997) of findings. The data provide narratives of lived experience, both from teachers within
the profession, and student teachers still outside the gates.

Data from focus groups revealed that most generalist teacher candidate participants felt
markedly more comfortable with the prospect of teaching music in primary grades after
taking our music methodology courses; although fewer expressed confidence in teaching
music in higher grades. However, there remain blockades in school placement experiences.
When preservice teachers attempted to observe music specialists, they often found
themselves physically shut out of music classes or forced to accompany the classroom
teacher for “prep” instead. Most had very few or no music teaching experiences while on
practicum. Data from interviews with in-service teachers revealed hesitation, a hesitation
about teaching music, taking on greater responsibilities for it, or extending their teaching into
higher grades. This hesitation was augmented by the tremendous challenges of COVID-19
health protocols and virtual instruction.

The “collective story” that our participants constructed through their stories of learning and
teaching music serve to, as Richardson describes it, “narrativize the experience of a social

category” (1990). While their stories were told with humour and shared laughter, there was
also a sense of fatalism and defeat. This paper documents teacher stories of fear, hesitation,
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and obstruction, but also risk and joy, in music methodology courses and elementary music

classrooms.
(Abstract 241)

the Visible Voice Of Time In Music As Philosophy

Yaroslav Senyshyn
Simon Fraser University

Although music is not philosophy per se it does have the capacity to inspire philosophy[1].
To put it another way, one cannot actually read or comprehend a distinct philosophical text
within any given work or performance of music unless the music is a song, musical or an
opera set with philosophical lyrics. In that exceptional case music can have a distinct
philosophical meaning. Thus, a song such as “Yesterday” could be interpreted
philosophically. But music without words can only indirectly inspire philosophy or
subjectively provide an indistinct example of a philosophical idea. The intention is to reveal
how music can inspire or indirectly align itself with an indistinct philosophy contained within
it without the benefit of words in a musical composition. The aim is to provide an example of
this argument by way of philosophical clarification that utilizes phenomenological
methodology in such a quantitative manner that a complete account of individual subjective
experience in relation to time and its actualization in a performance would allow an
inspiration as well as a perceptual conduit to a specific philosophy of science. In order to
prove such a position one starts with Kierkegaard’s idea that music ultimately exists in itS
actual performance. [2] I also draw on Adorno’s reminder that a “musical score is never
identical with the work; devotion to the [actual musical sounds and not coupled with a verbal]
text means the constant effort to grasp that which it hides.” [3] My specific focus is then to
link these ideas to phenomenology of time in music in any given performance and reveal how
that is perceived or how it relates to our sense of tempo and duration with positive results for
music students at most levels of learning. After having interviewed 180 undergraduate music
education students, it was possible to reveal what music hides[1] with my musical examples
that made visible a philosophy of relativity in time versus absolute time resulting in a
perceptually aural mismatch with one and the other and thus confirming the notion of a
philosophy of time and relativity in music performance. This was possible by analyzing
music in terms of its duration and harmonic rhythms to give a quantitatively conclusive
account of varying subjective perceptions of time as duration in music that went well beyond
the actual objective duration of a given performance measured quantitatively. [398 words
including the title]
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(Abstract 243)

Music & Spirituality: Bachian Mosaics BWV 988 (Goldberg
Variations)

Salete Chiamulera
SaleteChiamulera.com

Bachian Mosaics are a dialogical process of studying Bach’s instrumental music in a dialog
with Scripture, taking into account the deep religiosity of the composer, as demonstrated by
his biographers (FORKEL, SPITTA, SCHWEITZER, GARDINER, MARISSEN, and
WOLFF). This paper reported an interpretation of Bach’s composition BWV 988 (Goldberg
Variations), constructed with basis on the dialogic musical expressivity inspired by the
Christian spirituality of the composer. Inside musical expressivity concepts such as a
dialogical phenomenon, the “meaning” of the music is related to the value given to the
scores, the way the interpreter carries out “a conversation” with the music, revealing the
personal performer’s experience. Following the basis of the dialogism, the knowledge is the
result of the presence of at least “two logics”, the identity and alterity from the explicit (or
not explicit) dialogues carried out during the process of learning; in this performance, the
materiality of scores and the teachings of the spirituality of the Christianism. The thirty
variations were grouped into six groups of five: “Mission” “Ecclesia” (Church), “Love”,
“Joy”, “Passion” and “Creativity” (“The Resurrection”); each variation related to a specific
verse of the Scriptures. These groups’ inspirations are aspects of the Historic Christ and the
Faith in a pedagogical aspect (the Idea of the Church as “Body of Christ). The Five “Sola”
(Sola Gratia, Sola Fide, Solus Christus, Sola Scriptura, Soli Deo Gloria), the basis of the
Lutheran Reformation, were presented as an immanent way of studying and expressing the
music in dialogues with the Catholic Apostolic Roman Church teachings, revealing through
the piece the “Grace-Presence” of God. This composition by Bach was edited by the
composer as a “Clavieriibungen” (Exercises for instruments of Clavier). In the context of
this performance, the music was also an “Exercise of the Spirit”. Indeed a way of musical
comprehension as a spiritual experience, a practice of the soul, a feeling of “sitting on the
“Lap of God” while working on this set of variations. The challenge of learning the
composition was an endeavor of devotion and prayer, a task of growing and nurturing the
maturity of the faith as told by Bach’s biographer, John Eliot Gardiner: “Bach understood
that the more perfectly a composition is realized, both conceptually and through performance,
the more God is immanent in the music.”
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Figure: The Bachian Mosaics “S.D.G. In Nomine lesu” (Composition BWV 988)
J.S. BACH BWV 988 - "S.D.G. In Nomine lesu!"
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(Abstract 244)

Music and Technology: Music Appreciation within Playlists
presented in Individual Channels

Salete Chiamulera
SaleteChiamulera.com

“Diegetic” and “non-diegetic” music? Muzak, script or character music to the voice heard?
Does it occur in a “chronotropic view”? Which kind of Chronotope? Which “sounds” are
chosen and how is each kind of composition revealed by the narrative film music? How does
it impact the listeners, improving their capacity to listen and enlarging their musical culture?
How does the dialogic musical expressivity work and how is it reinforced by attending
multimedia activities? This paper is a reflection about these questions dealing with an
alternative music appreciation: the collection of sonorities and compositions put together in
playlists using a YouTube Platform. The study is divided in three parts. As an introduction,
some points of film music were revised. In the primordium of the 20th Century, silent cinema
was presented by live stage music with a special kind of “easy compositions”. With the
technological development, the film scores improved, establishing soundtracks more or less
conventional for each argument and specific narrative within the movies. The “Movie
Theme” emerged as an axial part of the cinematography world. In our days, the digital life
and the ease of technology, allows anyone to create their own films within an individual
channel. The main point of this paper is to carry out analytical reviews of a group of playlists
composed by shorts films taking in to account the variety of the compositions and the impact
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on the listeners. Each of these playlists was organized for a specific occasion reuniting
imagens related to the celebration. Some perspectives related with sounds, images and voice
were chosen defining the chronotropic (time/space) view of the dialogical experience. The
idea of “counterpoint”, reaffirmation (parallelism), bonding, psychophysical cues, expectancy
mechanisms, “personal experience”, “metaphor-like”, “episodic memory”, “pluralistic
performance”, shortcut and enlargement were used in order to explore musical expressivity.
The responsive unity to the sounds presented, as the active referential voice heard or as a
connotative perspective by the presented composition, give the listener different relations to
the music. The emotive aspect has a central role, where the music represents an element that
enlightens the context. It was noticed that the musical fruition, the appreciation of the music
was deeper and more effective due the affectivity, the familiarity and the friendship presented
within these playlists. The “meaning” of the music attributed to the scene created was
reinforced, demonstrating the effectiveness of the dialogic expressivity determined by the
triple point: value, emotion and expression.

(Abstract 248)

Beginning music education majors’ self-perceived teaching
abilities and inabilities within a secondary choral classroom

Emily Pence Brown
Bowling Green State University

Music education majors are often required to take introductory music education courses
(Mishra et al., 2011) and pedagogical courses both within (Hewitt, & Koner, 2013) and
outside (Hamann & Ebie, 2009) of their major instruments. According to the current National
Association of Schools of Music (NASM) 2019-2020 handbook, music teacher preparation
programs should include a variety of methods and techniques courses in which music
education majors often find themselves developing their teaching skills outside their
preferred discipline. (NASM, 2020, Hamann & Ebie, 2009) (i.e., an instrumental music
education major taking an introductory choral techniques class alongside choral music
education majors.) Given the diversity of experience, expertise, and interest of the students in
choral techniques courses, the perception of university professors may be that these students
have different curricular needs, but what are those needs based on the students’ self-
perceived abilities and inabilities?

| conducted a pilot study over the course of two semester. An open-response questionnaire
was distributed to all undergraduate music education majors enrolled in an introductory
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choral techniques class (N = 50). The prompts were, “Please list three things that intimidate
you about directing a 6-12" grade choir” and “Please list three things that you feel confident
about in regard to directing a 6-12" grade choir”. The open-ended responses were coded into
eight themes that most frequently appeared throughout the responses: choral warmups, vocal
pedagogy, diction/foreign language, choral repertoire, rehearsal planning, error detection,
piano skills, and conducting skills. The eight categories were used to create a 5-point Likert-
type questionnaire which was distributed to all music education majors on the first day of
choral techniques class during the two semesters (N 46). Students were asked to identify as
either instrumental (n = 23) or choral music (n = 23) education majors and to rate their self-
perceived teaching ability within 6-12™ grade choral classroom for each category from 1
(very weak) to 5 (very strong). The results suggest that students taking an introductory choral
techniques course felt similarly about their choral teaching ability, regardless of musical
discipline. Additionally, | found that beginning choral music education students had
significantly more self-perceived teaching abilities in four out of eight categories: choral
warmups (p = .001), vocal pedagogy (p = .004), diction/foreign language (p = .022), and
conducting (p = .040) when compared to instrumental music education majors. Implications
and suggestions for further research to be presented.

(Abstract 249)

The mighty ‘ukulele as a tool for learning, engagement, and
connection in higher_education.

Cynthia Kinnunen

The First Year Seminar course The Mighty ‘Ukulele: finding its place in education, medicine,
culture and community blends investigation into the history and evolution of the ‘ukulele*®
with exploration of music’s place in society through the lens of the ‘ukulele. Additionally, we
learn and make music directly in each and every class. We use the instrument as both a tool
and perspective for inquiry, as well as a hands-on musicking experience. First Year Seminars
in this case are structured as opportunities for first year undergraduate students to take part in
interactive, small class settings that explore diverse interdisciplinary topics. The courses aim
to support the development of skills and learning outcomes such as critical and creative
thinking, global understanding, literacy and communications skills, as well as encourage
professional, ethical and respectful behaviour. In addition, they provide an opportunity for
connection with other students and help to ease the transition from secondary school into the
university setting.
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| draw from reflexive practice of my own lived experience as the instructor (and developer)
of this course over the last four years, as well as from my qualitative research project in fall
of 2020. In this presentation, we will look at what worked and what was less successful in
this setting, which was approached by bringing principles of Community Music (Higgins &
Willingham, 2017) into the classroom to help create opportunities for engagement and deeper
learning. We will explore this intersection of community music, music education, and
academic skill-building within an interdisciplinary university seminar. Does the combination
of actual hands-on music making with the instrument that is itself also the subject of our
discussion and inquiry help to deepen learning or prompt thoughtful student reflection within
these interactive class settings? Can the act of “ensembling” (Prinsloo, 2013) using ‘ukulele
create a more welcoming and supportive environment that encourages greater connection and
collaboration among students? These findings will offer alternative ideas to consider in the
higher education classroom and explore how music making might be integrated in settings
other than formal music making classes.

*[ use the Hawaiian spelling of ‘ukulele which employs the ‘okina in front of the word.

(Abstract 250)

The Art of Listening in Music Education Research

Alexis Kallio
Queensland Conservatorium, Griffith University

The imperative to conduct music education research in ways that foreground relationality,
responsibility, and answerability to those we research with has largely been enacted by
forging new opportunities for marginalized individuals or social groups to exercise voice.
Accounting for whose voices are present is often based on their visibility in research accounts
or processes, with little consideration as to their reception or effect on the research design or
findings. As such, an unwavering focus on the visible voice — or questions of “who gets to
speak” risks neglecting questions of “who is heard, and to what end?”” (Burgess 2006, p. 203).
If music education research is to facilitate new understandings, ways of knowing, and ways
of living together in and through inquiry, there is a need to search beyond such heuristic
approaches to research ethics to consider how we might listen in ways that do not merely
contribute new information but disrupt “the hegemonic ways of seeing [or hearing, thinking,
acting, relating] through which subjects make themselves dominant” (Razack 1998, p. 10).

While it may seem obvious that music education researchers ought to listen attentively and
carefully, if we maintain that listening is a wholly receptive act largely dependent on
remaining silent and forging emotional connections as a process of opening ourselves up
towards an Other, how we ought to listen and what listening does in and through the process
of relational inquiry, are easily neglected. Indeed, how we have been taught to listen in both
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formal music education and inquiry settings may work against our own ideals of relational,
response-able, ethical research.

Drawing upon Oliveros’ (2005) notion of Deep Listening and Robinson’s (2020) caution of
Hungry Listening I here reconsider listening as an active, creative, and inherently political
engagement. Theorising a music-informed approach to listening through Ranciére’s (e.g.
2006; 2010) writings on politics and aesthetics and Bresler’s (2009) notion of cultivating
‘good ears’ as scholars, I examine how music education researchers may move beyond the
pre-existing “grid of intelligibility” (Smith 2013, p. 270) by which we recognise subjects, and
make new relations seeable, hearable, and thinkable. Through taking responsibility for how
we listen and what we learn to hear (see Harraway 1991), | argue that music education
scholars can lead the way in uprooting qualitative inquiry from its patriarchal and Eurocentric
frames by approaching listening as an art, that can be learned and practiced.
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(Abstract 251)

El Sistema in the Classroom: Using the Teaching Voices of
Children to Achieve Success

Camilo Ortiz, Isabelle Tuncer and Amalia Diaz
El Sistema Santa Cruz

Background

El Sistema Santa Cruz/Pajaro Valley was launched in 2012 inspired by the social approach to
music education of the Venezuelan System of Youth Orchestras. After a pilot program with a
group of 35 children, we now serve 80 special education students in-school, and 320 students
after school and during summer online and at 7 different sites in Santa Cruz County. We’re
committed to increasing access to music education and creating an impact by cultivating an
ecosystem of support that begins with the child, extends to the family and finally reaches the
greater community.

Objective:

El Sistema capitalizes on our students ’voices to build the competencies of IDENTITY (self-
awareness & self-management), BELONGING (social-awareness & relationship
management), and AGENCY (responsible decision-making) through music. The students
’voices become visible as they become active agents of the learning process by setting up
their own rules, becoming mentors and teachers, and providing feedback. By using their
voices both literally and figuratively, our students find themselves and their roles within the
classroom and become part of the collective voices that are musical ensembles.

Content
Attendees will experience full group activities and a breakout session. Everything will be led
by the children.

1. Become mentors/teachers: EI Bosque Feliz: Students will teach the audience a song in
Spanish by using movement association with words. The activity will add different
layers until everyone is involved.

2. Establish their own rules: rehearsals agreements: (break out session): Groups will be
working with the students to come up with a set of agreements that speak about the
expectations to be followed in a music classroom. These agreements are to be set to
music.

3. Provide feedback: in each session, participants will take time to reflect on what
worked and what did not work. That will be student-lead.

Methods
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The role of the participating audience is to put themselves in the mindset of a child in a
classroom setting. The children will be using the Orff Schulwerk method, which is known as
a very dynamic and interactive way of teaching.

Applications for music education

By adding a strong social/emotional component to music education, El Sistema music classes
show how music-learning and music-making help young people develop not only musical
mastery but also self-esteem, mutual respect, cooperative and leadership skills - qualities that
can change their lives and the lives of their families and communities.

(Abstract 252)

Songwriting in Bands - a (Dis)continued Model of the Postdigital
Age?

Marc Godau and Katharina Hermann
University of Applied Sciences Clara Hoffbauer Potsdam
University of Erfurt

For the past two decades, international music education has been characterized by a growing
interest in informal learning for formal contexts (Green 2008) and a "compositional turn"
(Kaschub/Smith 2013), moving from closed to open forms of composing (Allsup 2013). This
shift occurs under social and technological conditions such as Communities of Musical
Practice (Kenny, 2016) or Digital Workstations (DAWS) that affect musical practices in the
21st century.

Against this backdrop, the joint research project Musical Communities in the (Post) Digital
Age (MusCoDA) of the University of Erfurt (UE) and the University of Applied Sciences
Clara Hoffbauer Potsdam (FHCHP) examines songwriting processes as an example of
collective creativity in post digital communities (Clements 2018; Cramer 2015). The four-
year project, funded by the Ministry of Education and Research (BMBF), is built on the
results of the pilot study "How popular musicians learn in the (post)digital Age"
(Godau/Haenisch 2019).

Based on music lessons in schools (UE) on the one hand and informal bands (FHCHP) on the
other, MusCoDA explores collaborative and collective learning in informal and formal
contexts. Collective songwriting is examined in network perspectives (Latour 2005; White
1992), that will allow to view boundaries between both online and offline and formal and
informal contexts as permeable and to reconstruct musical learning practices. By comparing
songwriting processes in formal school and informal band contexts, possibilities for a
pedagogical-didactic interweaving of different educational worlds come into focus. The goal
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of MusCoDA is to develop an empirical model of collective musical creativity and learning
and to formulate an instructional design for teaching music in the post digital age.

The poster presents the research design and discusses first results of the project. The data
collection so far showed a drastic development. Almost no children and youth bands can be
found as research participants in informal realms. However, they appear mainly in non-
formal educational settings under the guidance of social pedagogues. Finally, the entire
literature on band education is primarily based on the model of the rock-band in the rehearsal
room with guitar, bass, keyboard and drums (along with music production with DAWSs). The
question arises to what extent the classic band concept has become a (dis)continued model,
now appearing as an academicized form in formal contexts, but seeming to disappear in
informal contexts.

(Abstract 258)

Exploring music teacher perspectives on teaching with
technology during the COVID-19 pandemic

Emmett O'Leary and Julie Bannerman
Virginia Polytechnic Institute and State University
University of Alabama

Research into music education during the COVID-19 global pandemic is emerging, and
teaching with technology is at the center (Camlin & Lisboa, 2021; Hash, 2021). As teachers
and students in the United States shift from what began as “emergency remote teaching”
(Calderdén-Garrido & Gustems-Carnicer, 2021) to a school year with fewer pandemic
restrictions, it is unknown how the teaching practices developed during the pandemic will
influence future practice. Fundamental changes in teaching practice rarely happen (Cuban,
2013), and despite substantial innovation and research, music educators have been reluctant
to integrate technology into instruction meaningfully. To this point, Bauer (2020)
commented, “the empirical evidence that is available suggests that most music educators are
not making extensive use of technology, particularly for instructional purposes” (p. 7). But
pandemic teaching may have been a catalyst that fomented change that might not have
otherwise taken place. The purpose of this study was to explore music teachers’ perceptions
of pandemic teaching with technology. Research questions included: 1) How did music
teachers use technology in new ways during the COVID-19 pandemic? 2) How did teachers’
experiences with and perceptions of teaching with technology change over the 2020-2021
school year? 3) What lasting changes, if any, do teachers perceive pandemic teaching with
technology will provoke in their work? We used a phenomenological approach to answer the
research questions (Vagle, 2018), recognizing teaching with and through technology during
the pandemic as the central phenomenon. Participants included ten music teachers working in
varied levels of P-12 music instruction. Data generation included two semi-structured
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interviews, and participants collaboratively edited a summary of their experiences with the
researchers. This study is in progress, and therefore we do not have results to report at this
time. However, we expect that our results will contribute to a deeper understanding of how
music educators used technology as a tool to respond to the constraints of teaching during the
COVID-19 pandemic and the instructional and curricular implications of using technology in
music classrooms in new ways. Where initial research has documented the broad experience
of pandemic teaching (Biasutti, Phillippe, & Schiavio, 2021; Hash, 2021; Octaviani, 2020),
our study examines a unique time where teachers are leaving the constraints of pandemic
teaching and returning to prior practices for teaching and learning. In addition, this study
offers a unique insight into technology integration and curricular evolution in music
education.

(Abstract 260)

From Hidden to Visible; toward a trauma-informed framework of
community music practice

Catherine Birch
York St. John University

As the field of community music scholarship continues to evolve, opening up a dialogue
around music making with trauma survivors and implementation of trauma-informed practice
is both timely and critical. Whilst there has been an acknowledgement of the presence of
trauma connected to specific contexts, community music literature has not yet begun to
respond to the potential prevalence of trauma within any community music setting. As a field
in which music projects will often be operating with groups of vulnerable people, trauma-
informed practice is beginning to be acknowledged, but without a broad base of research to
support training and implementation. As a community musician working with known trauma
survivors, it is my assertion that the question of whether pedagogic frameworks should be
developed in order to promote safe and appropriate practices needs to be addressed,
especially where traumatic experience can remain hidden, but still be profoundly impactful.

This paper presentation explores the origins of trauma-informed practice as well as providing
an example framework from the York St. John University Prison Partnership Project. An
overview of community music scholarship explores the potential benefits of music making
for those who have experienced trauma and emerging themes are examined through the lens
of trauma-informed practice. This paper suggests that trauma-informed practice could be
integrated more widely within community music in order to: (1) acknowledge that in any
group or context, statistically, a number of participants are likely to have experienced trauma;
(2) acknowledge that because trauma is often hidden, having an understanding of
manifestations of trauma responses will better equip practitioners; and understand that
trauma-informed practice enables practitioners to work reflexively and responsively within
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their groups, thereby building solid foundations on which to develop safe and secure
environments in which music making can flourish and silenced voices can be made visible.
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(Abstract 261)

Undergraduate Choral Conducting Courses: Examining Students’
Practice Behaviors and Instructors’ Pedagogy

Bradley Regier, Alec Scherer, Brian Silvey and Melissa Baughman
[llinois Wesleyan University

Texas State University

University of Missouri

University of Oklahoma

Undergraduate music education students are required to enroll in conducting courses that
prepare them for their future teaching responsibilities (NASM, 2020). Perceptions of
undergraduate conducting curricula have been shared by in-service instrumental teachers
(Silvey et al., 2020), instrumental conducting instructors (Hart, 2019), and instrumental
students (Regier et al., 2020). These studies provide important insights into instrumental
conducting curricula, but the perceptions and practice approaches of choral conducting
students and instructors remains largely unknown. The primary purpose of this study was to
investigate undergraduate introductory choral conducting students’ (a) approaches to
conducting practice, (b) conducting practice time allocation, and (c) beliefs about their
conducting abilities. We also examined choral conducting instructors’ beliefs and pedagogy
in relation to students’ practice approaches.

Undergraduate students enrolled in an introductory choral conducting class (N = 126) and
their instructors (N = 12) responded to separate questionnaires. Conducting students
completed a questionnaire which consisted of 15-items pertaining to: (a) approaches to
practicing conducting skills and textbook usage, (b) practice time allocation, and (c) beliefs
about their conducting abilities. In order to compare instructors’ pedagogical approaches with
students’ practice behaviors and beliefs, we modified the student questionnaire into a 13-item
instructor questionnaire that consisted of the same sections from the student questionnaire.
An example teacher questionnaire item from Section 1 included: “According to your
instructions, how often should your students practice the following conducting behaviors?”

We analyzed Likert-type items using non-inferential statistics to make descriptive
comparisons between groups, and we did not compare student and instructor responses within
institutions. Furthermore, we analyzed open-response items using a qualitative approach of
assigning codes, combining codes into themes, and displaying the data (Creswell, 2007). To
determine reliability, the second author coded all responses (N = 504) and the fourth author
examined 20% of those responses. Interrater reliability was 86.13%.

Technical skills came more naturally than expressive skills for students and instructors, and
students reported practicing technical skills more often than expressive skills. Instructors and
students agreed to the frequent use of the practice strategy, “singing or humming musical
lines,” but they did not align regarding the usage or importance of video recording practice
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sessions. Students also shared that anxiety was a challenge for them in conducting class.
Considering our results, we recommend that choral conducting instructors explicitly share
their practice expectations with students and provide incremental and extensive instruction of
expressive conducting elements earlier in the conducting curriculum.

;\r/laeba:ﬁsland Standard Deviations of Conducting Practice Behaviors
Students? Instructors®

Practice Behavior n M SD n M SD
Patterns 124 411 0.81 13 5.25 0.75
Preparatory beats 126 3.94 1.04 13 5,67 0.65
Cues 126 3.90 0.87 13 508 0.90
Eye contact 126 3.85 1.03 13 558  0.67
Preparatory breath 126 3.84 1.07 13 542  0.90
Dynamics 126 3.83 0.84 13 517 0.83
Ictus 126 3.75 1.18 13 525 097
Releases/Cutoffs 126 3.69 0.80 13 517 0.72
Hand independence 126 3.66 0.84 13 533 0.65
Musical styles 124 3.27 1.16 13 517 094
Fermatas 125 3.11 0.95 13 4.58 1.00
Phrase shaping 124 3.06 1.07 13 492 0.79
Facial expression 126 2.92 1.32 13 5.00 1.04
Laban movements 126 2.07 1.17 13 3.67 1.56
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Table 2
Means and Standard Deviations of Conducting Practice Strategies

Students® Instructors®
Practice Strategy n M SD %P n M SD
Sing or hum musical 126 3.83 1.09 85.71 13 5.17 0.94
lines
Silent conducting 126 3.66 0.99 83.33 13 4.42 0.94
practice
Conduct in frontof 126 342 114 96.03 13 5.00 0.85
a mirror
Use a model 125 332 1.25 84.00 13 3.50 1.09
recording
Video record your 126 290 1.32 92.86 13 5.00 0.95
conducting
Use a metronome 126 2.62 113 79.20 13 3.92 1.38
Use video analysis 126 1.28 0.85 9.52 13 2.08 1.51
software

Note . 2 Students answered, “How often do you use the following strategies when practicing your conducting along?”” on a
scale anchored by Never = 1 and Always = 5. b Percentage of students who reported that their conducting instructor discussed
the practice strategy in class. ¢ Instructors answered, “According to your instructions, how often should your students use the
following practice strategies?” on a scale anchored by Has not been discussed = 1 and Always = 6.

(Abstract 262)

The Quarantine Ukulele Live Streams: The Creativities of an
Online Music Community During a Global Health Crisis

Emmett O'Leary
Virginia Polytechnic Institute and State University

The Quarantine Ukulele Live Streams began in March 2020 as people throughout North
America remained in their homes due to the COVID 19 Pandemic. With group in-person
musical opportunities prohibited, online music-making became one of the few musical outlets
available. Started by the host of a prominent ukulele-focused YouTube channel, the live
streamed play-a-long lessons included 93 sessions featuring more than 146 hours of content.
During the streams, participants would play along with the host as they taught an eclectic mix
of popular music adapted for the ukulele and engaged in broad ranges of conversations
through the feature of the YouTube platform. To examine the live streams, | used a
theoretical framework drawing on ideas from three distinct but complementary areas,
including scholarship on online community music as conceptualized by Waldron (2013) and
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Cayari (2011, 2015), media studies, including research on live streaming (Taylor, 2018) and
the YouTube platform (Burgess & Green, 2018); and work recognizing that these musical
interactions represent multiple creativities (Burnard, 2012). The method was informed by
elements of case study research and cyber-ethnography (Waldron, 2018), where my
researcher role was mainly as a “lurker” observing interactions through the YouTube live
streaming platform. Data included video transcripts, live chat transcripts, and field notes
generated from 11 videos, including more than 20 hours of content. Findings show that the
live streams attracted a global audience due to their “spreadability” (Jenkins, Ford, & Green,
2013) and minimal barriers to participation. Elements of community were instilled
deliberately by the host of the live streams and the chat and comment moderators. Moderators
were particularly valuable as they kept the chat content within community guidelines and
supplemented the host’s teaching with links to tutorial videos, chord charts, and other
pedagogical materials. The host demonstrated multiple creativities throughout the streams.
Elements of digital placemaking (Ruberg & Lark, 2021) and vernacular creativity (Burgess,
2006) provided an informal learning space that felt welcome during a time of stress and
uncertainty. Additionally, the host leveraged entrepreneurial creativity to encourage the
community to support the streams through either YouTube metrics (likes, subscriptions, and
views) or financial donations via YouTube and other platforms. Findings are discussed in
relation to the live streams as community music, creativity, and media studies with
implications for online musical engagement and mediated music learning.

(Abstract 263)

Examining High School Concert Band Directors' Self-Efficacy for
Classroom Management, Classroom Management Behaviors, and
Job Satisfaction

Bradley Regier
Illinois Wesleyan University

Self-efficacy is defined as one’s belief in their ability to perform a task (Bandura, 1997).
Teachers’ self-efficacy has been theorized to include three smaller constructs: self-efficacy
for teaching strategies, classroom management, and student engagement (Tschannen -Moran
& Woolfolk Hoy, 2001). These constructs can impact teachers’ strategies, motivation, and
effectiveness (Woolfolk Hoy & Davis, 2006). In a prior study, | found positive, significant
relationships among concert band directors’ self-efficacy for teaching strategies and
confidence for effective teaching strategies (Regier, 2020). However, little is known about
their self-efficacy for classroom management. Among non-music teachers, classroom
management self-efficacy positively predicted their job satisfaction and related with reported
stress levels (Klassen & Chiu, 2010). Examining similar relationships among concert band
directors could help our understanding of variables that positively impact concert band
directors’ efficacy and professional dispositions. Therefore, the purpose of this study is to
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explore how the perceived quality of prior teaching experiences, support and trust, and
contextual variables predict high school concert band directors’ self-efficacy for classroom
management. [ will also examine relationships between directors’ self-efficacy and their self-
rated effectiveness for classroom management behaviors and job satisfaction.

The National Association for Music Educators will send an email on my behalf to member
high school concert band directors. The email will include IRB-information, a description of
the research study, and a study invitation. Clicking on the questionnaire link in the email will
send directors to the questionnaire on Qualtrics. The questionnaire is divided into four
sections: (a) the Concert Band Directors’ Self-Efficacy for Classroom Management Scale
(Tschannen-Moran & Woolfolk Hoy, 2001), (b) the Job Satisfaction Scale (Klassen & Chiu,
2010), (c) items designed to collect participants’ self-perceived effectiveness for classroom
management behaviors and (¢) items designed to collect participants’ demographics and
school characteristics.

In order to examine the influence of prior experiences, support, and contextual variables on
participants’ self-efficacy for classroom management, | will use hierarchical regression
analysis. 1 will also run t tests to examine the extent that efficacious directors score
themselves highly on classroom management behaviors and job satisfaction.

Findings that indicate concert band directors’ job satisfaction is significantly related to their
self-efficacy could promote the development of efficacious behaviors so that teachers are less
likely to leave their profession or change schools. In addition to helping directors identify
classroom management behaviors that may improve their self-efficacy for classroom
management, results could also foster new “innovations...related to professional
development (ISME, 2021).”

(Abstract 264)

Perceived Preparedness to Teach Over Time: A Longitudinal Case
Study of Instrumental Music Teachers

John Denis
Texas State University

Music teacher education programs are an integral part of preparing novice music teachers for
a successful start to their careers. Despite that, many studies show that music educators often
feel unprepared by their education (Ballantyne, 2006, 2007; Ballantyne & Packer, 2004).
This three-and-a-half year longitudinal case study examine d instrumental music educators’
perceptions of the preparation provided by their education as they completed university
coursework and entered the profession.
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For this study, the case boundaries were novice teachers beginning with their upper-level
(junior level) undergraduate courses and ending with participants’ second year of teaching.
Using core practices (Abramo, 2016; Millican & Forrester, 2018, 2019) as the theoretical
framework, participants engaged in focus group discussions at predetermined milestones
(completion of music curriculum, completion of college of education field experience,
student teaching, end of first and second years of teaching). | chose focus groups to allow for
participant discussion, gain increased insight through the interaction of participants, and as a
source of rich data and description (Baumgartner & Council, 2019; Creswell, 2013; Morgan,
1997). Participants (n = 4) were selected based on their education level at the start of the
research and their willingness to commit to the duration of the study

| identified three emergent themes from the data: the importance of authenticity and
contextualization, the core practices of classroom management, secondary instrument
knowledge/skills, and rehearsing ensembles were central to feelings of preparedness, and a
shifting focus over time. Participants evaluated how well prepared they felt through the
touchstones of authenticity and contextualization throughout the study. Similarly, some core
practices were regularly perceived as both areas where participants felt prepared and
unprepared. Finally, participants’ perceptions changed as they gained more experiences and
reflected on their preparation.

These results further strengthen the past literature and highlight how essential core practices
may be to perceptions of preparedness among preservice and novice teachers. Particularly of
note, participants expressed that, despite concerns about their preparation, their music teacher
education instruction and experiences built strong foundations for their understanding and
developing skills in such pivotal core practices. Addressing these core practices may be an
important part of effective music teacher education. Music teacher educators may wish to
examine the curriculum and offer opportunities to practice difficult core practices, such as
classroom management, in a safe environment.

(Abstract 274)

Are YOU on the list? Diversity and Representation of Music
Festival Composer Lists: An Investigation.

Gregory Whitmore and William Tonissen
California State University Fullerton
White Plains High School

Do the composers whose pieces are listed as compulsory literature for performance at
adjudicated music festivals reflect the diversity of the students who comprise the region’s
school music ensembles? Do music students feel visible, and can they see themselves
reflected in the composers whose compositions music educators’ select to perform in
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concert? How can music educators improve and increase the diversity, representation, and
artistic breadth/depth of the composers whose works are curated for performance at an
adjudicated music festival?

Viewed through the eyes of student musicians participating in high school band programs in
the United States, this 2020 phenomenological research study employed qualitative
methodology to explore adjudicated band festival composer lists in the United States. This
investigation was principally focused into the depths of diversity and inclusion of the
composers whose pieces appear as required performance programming for participating
ensembles. Student interviews were conducted to understand the impact concert
programming has on students’ sense of visibility and representation through their artistic
experience in band. Interviews were conducted with music educators to assess their
understanding of the impact and scope of this issue. The interview methodology employed
centered on the participant’s everyday world — their music classroom - and those
performances that often define the ensemble experience for student and educator. Data
analysis searched for emergent themes, compared interview participant responses across the
cohort of participants, and explored similarities and discrepancies of music festival composer
lists pertaining to the diversity and representation of the composers listed therein.

This study found that despite the diversity of the student populations in the regions of the
United States featured in this research, music festival composer lists did not reflect the
student population. The lack of music festival lists including composers of diverse
backgrounds fits within a larger pedagogical concern regarding the inadequate artistic quality
of compositions for school ensembles (Budiansky and Foley 2005). Considering that one of
the most important sources of repertoire selection are regional music education association
lists; increased efforts are needed to educate and empower music educators to advocate that
composers included on music festival lists better reflect the diversity of students who
comprise school music ensembles. This session will offer implications for music educators
that will assist in broadening the student artistic experience through more inclusive literature
programming practices. This research aimed to assist music educators in crafting a music
education experience that is more artistic, student-centered, and educationally effective.

(Abstract 282)

Co-designing Engagement with First Nations' Peoples and
Communities in the Australian Tertiary Music Education System

Jennifer Newsome
Australian National University (ANU)

This paper describes an Indigenous-led co-design model developed at the Australian National
University (ANU) that draws on over thirty years of experiential evidence in addressing the
need for more effective engagement by Australian tertiary music education institutions with
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diverse Aboriginal and Torres Strait Islander Peoples and communities. Based in a case-study
at the ANU School of Music, this specialised adaptation of the co-design methodology is
situated within an Indigenous rights and social justice framework, and responds to national
and institutional policy frameworks seeking to improve outcomes for Aboriginal and Torres
Strait Islander Peoples in higher education and to increasingly loud calls from Indigenous
leaders and communities for ‘ground up’ and genuine partnership approaches to Indigenous
self-determination in research and development.

The model provides a means for the generation of Indigenous-centred strategies aimed at
addressing systemic barriers and structural inequalities. This participatory model flips
dominant narratives around access, equity and inclusion from normative and assimilative
paradigms to wholistic and integrative ones grounded in an Indigenous-led analysis of
priorities, requirements and needs. The approach goes beyond traditional ‘community
engagement’ and ‘consultation’ by elevating and amplifying Indigenous voices and ensuring
that Aboriginal and Torres Strait Islander People, as the primary stakeholders and intended
beneficiaries, are at the centre of and in control of a collaboratively-framed transformative
change agenda.

This first-time model provides a counteractive strategy to historic marginalisation, exclusion
and inequities in the Australian tertiary music education system, and an alternative to the
usual ‘top down’ decision-making approaches, through a co-creative process inclusive of
differently situated and positioned stakeholders in the overlapping community-institution
space. This approach aims to ensure that First Nations’ Peoples are at the centre of and in
control of a solutions-oriented dialogic process that can provide a means for grappling
directly with inherent complexities, including those arising from the entrenched nature of
systemic power, hierarchically-based institutional decision making, diversity, cultural
differences, and an established ‘mind set’ and conventional ways of doing things.

The case study approach provides a suitable nationally-focused institutional environment for
the development of a systems-level change process that can respond effectively to diversity
whilst also recognizing the importance of localized place-based responses to Indigenous
stakeholder priorities, needs and requirements, based in the understanding that different
contexts require different solutions. As such the model has potential not only for application
across the Australian performing arts education and research sectors but also for First Nations
Peoples and institutions internationally.

(Abstract 283)

Targeted Disruption toward Innovative Change in Music Teacher
Education

Becky Marsh, Brian N Weidner and Penny Dimmick
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Butler University

Background

Disruption can be a powerful tool for allowing educators to reconsider what, how, and why
they teach, leading to the re-creation of classrooms that previously followed traditional
structures exclusively (Siuty, 2019). By experiencing disruption, educators can challenge
their own presumptions of what education can and should be. In moments of rapid change,
music educators return back to their core values and core relationships as they re-design
classrooms in response to disruption (Maas et al., 2021). As seen during the COVID-19
pandemic, music teacher educators can re-design their classrooms in response to unintended
disruption through reflection on core beliefs (Austin, 2021). Similarly, targeted disruption
can be built into music teacher education (MTE) through intentional consideration of self-
replicating cycles of teaching as one was taught. MTE can break these cyclical practices
through identification of cycles, targeted disruption, sustained experience, and intentional
pedagogy (Weidner, 2019). This four-step process provides an opportunity for introducing
innovation into MTE systematically and allows new innovations to become part of the self-
replication cycle of music education (see Figure 1).

Objectives
Participants in this workshop will be able to:

e Describe the four-step sequence of cycle identification, disruption, experience, and
pedagogy.

e ldentify exemplar programs of targeted disruption from presenter examples and
participant discussion
e Experience processes of targeted disruption for innovation in MTE.

Content

This session will begin with a brief introduction to the concept of targeted disruption in MTE
(eight minutes). Following this introduction, participants will be divided into small groups
moderated by the presenters. Each group will be taken through the design process for targeted
disruption consisting of four different brainstorming steps (eight minutes each):

1. Identification of activities/behaviors that are the result of self-replicating cycles of
music education. One activity/behavior will be selected by the group for discussion in
steps 2-4.

2. Design of possible disruptive activities that could be introduced into MTE to provide

unfamiliar experiences.

Discussion of sustained experiences that reinforce innovative approaches to MTE.

Identification of intentional pedagogy that allows innovations to become embedded

within MTE.

B ow

At the close of the workshop, each group will report on their design for targeted disruption
toward innovation.

145|Page



35“1 lSME \AA International Society for Music Education

‘A VISIBLE VOICE'

WORLD CONFERENCE vv\/ eyt 2 2z
R

Application

This workshop will provide a model upon which music teacher educators can approach
innovative practices within their own programs, providing a process that allows for disruption
to the experiences that music education students have prior to their collegiate education.
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Figure 1. Self-replication cycle of music education

(Abstract 284)

Music teachers' voices behind the global premise of sustainability

Lina Van Dooren
Lund University - Malmd Academy of Music / Agenda 2030 Graduate School

Global challenges such as the climate crisis, poverty and gender inequality bring with them a
future-oriented ambition and perspective that finds expression through the sustainable
development goals (SDG). Idealistically, these SDGs aim to eradicate global issues by 2030
(UN, 2015). With education being called upon to help resolve these issues, SDG 4 asks that
learners acquire the knowledge and skills to promote sustainable development. However,
with education taking place here and now, Biesta (2021) argues for a world-centered,
existential orientation with a view of the present. Rather than focusing solely on the child or
curriculum, it is an education that helps students to exist “in” and “with” the world. This
means that, with an eye on the future as ideally presented through the concept of
sustainability, education should give the students an opportunity to engage with these issues
as they present themselves in today’s society. What can the role of music education be in this
context and how would it be conceptualized and formalized? This question forms the heart of
the first study embedded in a larger PhD research aiming to connect the two fields of
sustainability and music education. Exploring respondents’ ambitions and visions regarding
sustainability in the music classroom, the data for this first study consists of focus group
interviews with music teachers and written course work of music teacher education students
during their final term in the music teacher training program. The course work consists of an
elaborate description of their ideal (music) schools in the form of a website and a journal. The
material will be analyzed through a thematic analysis grounded in a constructivist framework
(Braun & Clarke, 2006). With the planning and organization of the focus group interviews
currently in progress, this presentation wishes to report on the preliminary results of this
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explorative study. It will inform further data collection for the practice-based, participatory
research design of the second study within international schools in Sweden. Although the
studies do not aim to generalize the findings, they wish to provide an account for how the
connection between music education and sustainable development could be established.

(Abstract 285)

Collective creation and performance in the training of compulsory
and upper secondary education teachers

Cruz Lopez de Rego and Rosa Pilar Esteve Faubel
Autonomous University of Madrid
University of Alicante

1. Theoretical/pedagogical background of the paper

The collective composition of small prosodic pieces based on given texts and musical pieces
using simple compositional techniques extracted from other works allows students of the
Master's Degree in Teacher Training for Compulsory and Upper Secondary Education to
enhance their creative capacities and interest in music, develop their capacity for critical
assessment, bolster their educations, and benefit from teamwork.

2. Aim/focus of the work/research reported

The objective is to train future teachers to prepare presentations adapted for compulsory and
upper secondary education students through the development of techniques and skills drawn
from the imitation of given models.

3. Method/approach/modes of inquiry

In this study, the results of the same creative experience will be compared with two groups of
students in the aforementioned Master's programme at the Universidad Autonoma de Madrid,
2019-20, and the Universidad de Alicante, 2021-22. The texts will be tongue twisters, phrases
with rhythm and by great authors. The works to imitate will be: the third movement of
Gustav Mahler's "Titan™ Symphony; "The Unanswered Question™, by Charles Ives; and "By
the River”, by Brian Eno.

The results of the compositions and performances, and the possible impact of the pandemic
on the second group, will be evaluated, upon being able to produce a collective work.

Through the evaluation scale developed by the teachers participating in the project, the
strengths of the process, interest, originality, participation in the performances, and aspects to
be improved are evaluated.

4. Results and/or summary of the main ideas
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It can be stated that creative group work is positive and necessary as a step prior to individual
composition, as students do not feel solely responsible for it. For the students, the fact that the
work is more active, and that they are going to immediately see results, increases their
interest in it, and working in a group is motivational.

It should be noted that the comparative results will be obtained over the course of the current
academic year.

5. Conclusions and implications for music education

This methodology is effective for teacher training. Working as a team, based on models,
future teachers can develop materials quickly and efficiently. They gain a better
understanding of what they hear, take more interest in other’s works, and assimilate ideas and
knowledge while improving their creativity.

(Abstract 286)

The Development of Preservice Music Educators' Philosophical
Beliefs and Advocacy Tenets

Mary Beth Hilbers, Xin Wei Liu, Glenn Nierman, Jessica Schreiner, Aaron Schuck and
Brianna Smith

University of Nebraska-Lincoln

Sichuan Conservatory of Music

Developing philosophical knowledge is an important goal of many music teacher education
programs because many music teacher educators feel that it is important to help students
develop their beliefs about the significance of music's curricular role, as well as to understand
the types of benefits that could be used for advocacy. Initially, advocacy efforts were directed
towards music’s utilitarian functions: personal health, usefulness in church services, and
patriotism (McCarthy & Goble, 2002). After a long journey through various philosophical
tenets—social benefits, conceptual understanding, aesthetic education, for example—the
profession seems to be focused currently on the social emotional learning (SEL) benefits of
music (Edgar, 2017). Preservice teachers need to be mindful of this journey if they are to
develop a solid foundation to purport the study of music in schools. This pilot study was
designed to replicate, in part, the work of Austin and Reinhardt (1999) to examine the
development of preservice music educators’ beliefs about why the study of music is
important in schools and to determine the relationship of those beliefs to perceived advocacy
effectiveness. Study participants included 54 undergraduates (19 sophomores, 17 juniors, and
18 seniors; 26 identified as female and 28 as male) from a large, comprehensive Midwestern
university. A 43-item questionnaire was administered twice in one, twenty-minute setting.
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In the first administration, participants were asked to mark the extent to which they
personally agreed or disagreed with a number of philosophical statements expressing why it
is important to have music in schools using a 7-point rating scale (1=low; 7=high). In the
second administration, these same statements were rated as to their effectiveness to advocate
for school music programs. After a check of the survey’s reliability and content validity, it
was found that, on average, participants agreed more than they disagreed, that all statements
expressed a viable rationale for the importance of music in schools, with item means ranging
from 6.463 to 4.241. Furthermore, all statements were rated at least “moderately effective”
(meaning m > 3.5) for advocacy, with advocacy means ranging from 5.994 to 3.759. The
Pearson coefficient was .530, which is similar to the findings of Austin and Reinhardt,
indicating that group response patterns for the importance and advocacy sections of the
questionnaire were quite similar. Participants' beliefs about importance and advocacy factors
were not statistically significantly different overall and were not significantly affected by
either gender or program status.

(Abstract 287)

The Significance of a Global Music Education Framework:
International Perspectives and Dialog in Music Teacher Education

Christopher Hanson and Beatrice McNamara
Seattle Pacific University
Ludwig Maximillian University

The past year has amplified the need for international collaboration and critical reflection on
both policy and practice of music and education in schools. Establishing international
collegiality within the music education community is a key concern within the contemporary
discourse of music teacher preparation. Kertz-Welzel (2018) suggests “for the future of the
global music education community, it will be important to realize that the identity formation
of scholars and teachers takes place partly within an international context.” (Kertz-Welzel,
100).

Building on the work of Dr. Alexandra Kertz-Welzel in establishing a framework for global
music education, this paper will discuss the authors’ experience utilizing COIL
(Collaborative Online International Learning) as a tool in music teacher preparation courses
to facilitate identity formation in future music educators. Care is taken to honor and
appreciate the unique perspectives of both faculty and students from each country. The
diversity of opinions, beliefs, knowledge, experiences, and practices within each community
are enhanced and ultimately generate more valuable ways of knowing and doing music
education.
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The authors put these theories into practice within the context of American and German
music education programs. Their experiences, however, provide examples of how others can
utilize Kertz-Welzel’s framework and tools such as COIL to initiate new conversations in the
globalization of music education.

(Abstract 288)

The Storied Lives of PreK-12 Music Teachers in the United States

Lori Gray
Boise State University

The image of a teacher is often stylized in media and literature. We form our ideas of
teachers by combining these images and our personal experiences as students (Chang-Kredl
& Colannino, 2017; Dalton, 2013; Lortie, 1975). According to Chang-Kredl and Colannino
(2017):

It is well-established in educational research that lay theories—personal beliefs about
teaching, based on an ‘apprenticeship of observation’ or 13 or more years of prior experience
observing one’s own teachers—are resilient and powerful (Lortie, 1975). Most adults have
established a set of attitudes and preconceptions of what teaching and being a teacher mean,
and these beliefs are ‘formed in the absence of understanding of educational theories or
pedagogical principles’ (Furlong, 2013, p. 79). (p. 45)

To combat potentially misleading images, Music teachers’ experiences and roles in
classrooms need to be collected with teachers as active participants. The narrative accounts
provide a realistic view of teachers’ identities, roles, and actions in Music classrooms.

This literature review which focuses on both Music teacher image and Music teacher identity
and role serves as a prelude to a multiple case study, to collect the experiences of PreK-12
Music teachers from across the United States. I will present Music teachers’ authentic stories
with their own voices represented in the narratives, gathered through a series of semi-
structured interviews with each participant. Five research questions guide this inquiry:

1. How do PreK-12 Music teachers’ backgrounds in the Arts shape their philosophies of
and approaches to teaching Music in PreK-12 education?

2. How do PreK-12 Music teachers experience personal and professional identity, role,
and perceived role support in relation to their teaching positions and contexts across
the United States?

3. How do PreK-12 Music teachers describe and perceive themselves as Music teachers
and artists?
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4. Are personal and professional identity interconnected for Music teachers or do they
view their personal lives as separate from their professional lives?

5. Are Music teacher practices challenged by school context, culture, the larger
community, and societal events, and how are those challenges (if they exist) linked to
teacher identity, role, and perceived role support?

The literature reveals that misconceptions of the Music teacher role in PreK-12 education are
common. A narrative project of this nature, highlighting the authentic experiences of Music
teachers and rewriting the stories told in society, will provide the broader community with a
deeper and more realistic understanding of the Music teacher role.

(Abstract 298)

Music Teachers Embrace Technology: Technological Competence
to Usage Behaviours

Xiangming Zhang, Andrew King and Helen Prior
University of Hull

Music teachers are currently in an environment of rapidly evolving technology in the digital
age, and their use of technology for teaching practice is gradually becoming a necessity in
many countries. However, the underlying factors that influence music teachers’ technological
behaviour remain to be explored. This study therefore considers the relationship between
music teachers’ use of technology, technology acceptance, and technological competence in a
Chinese context. It has been shown that the UTAUT (Unified Theory of Acceptance and Use
of Technology) theory can be used to test individuals’ technology acceptance, while the
TPACK (Technological Pedagogical Content Knowledge) framework has been used to
examine teachers’ technology-related competencies. Therefore, this quantitative study
combines these two models to examine the potentially influential factors that affect music
teachers’ behaviour in using technology.

An online questionnaire survey was used to collect data and 307 valid responses (68 males
and 239 females) were analysed. Although there were still some music teachers who were
reluctant to use technology, the results showed that the majority of music teachers in the
Fujian Province (China) have been using technology and appeared to have a positive attitude
towards its use. Specifically, this study used SEM (Structural Equation Modelling) analysis
to validate the measurement model and the structural model, then confirming the applicability
of the theoretical model proposed to the field of music education in China. The final data
showed that the structural model did fit the data well, and all relevant indices met the
recommended thresholds (x = 783.268; df = 932; p = 1.00; SRMR = 0.059; CFI = 1.00;
RMSEA = 0.00).
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In summary, the results of this study suggest that music teachers’ technology acceptance had
a direct impact on their technological behaviour. However, music teachers’ technological
competence did not directly influence their technological behaviour, but indirectly influenced
their usage behaviour by affecting teachers’ technology acceptance. This suggests to policy
makers and stakeholders in China that they may need to first provide support for how music
teachers embrace technological tools, and then ensure that music teachers’ technological
competence is also improved. Once these two aspects are fully considered together, music
teachers will likely be more empowered to use technology in music education. Furthermore,
this study validates the feasibility of combining UTAUT and TPACK theories in the field of
music education in China, providing a reference for the application of these theories in other
countries and regions.

Table 1. - Result of Hypotheses Tests

Hypotheses Path Estimation SE p Std (all) Results

H1l B ->TA 2.023 0.298 <.001 0.851 Supported

H2 TB ->TC 0.094 0.081 0.249 0.081 Not supported
H3 TA—>TC 0.348 0.063 <.001 0.715 Supported
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Figure 1 - Final Path
Diagram of an Overall Measurement Model
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(Abstract 299)

Performance as theatre: exploring early career professionals’
perceptions of audio-visual performance preparation

Olivia Urbaniak and Helen Mitchell
The University of Sydney

Music performance is universally considered an audio-visual experience (Tsay, 2013).
Audiences have a non-conscious dependence on the visual aspects of performance, and
favour those performers who command the stage with a confident demeanour (Platz &
Kopiez, 2013), dress for the occasion (Urbaniak & Mitchell, 2021) and project expressivity
through body movement (Davidson, 1993). It appears expert performers are also acutely
aware of the impact of sight. They actively employ strategies to harness visual appeal and
translate tacit performance insights from both performer (introspective) and audience
(extrospective) perspectives (Urbaniak & Mitchell, In review).

This study aims to investigate early career professionals’ perceptions of expert performers’
audio-visual performance preparation strategies, as experiential learning.

In a series of workshops, early career pianists trialled methods of audio-visual engagement
and reflected on the outcomes. They roleplayed introspective (performer-focused) and
extrospective (audience-focused) performance visualisation and experimented with styles of
stage entrance and stage demeanour. They implemented strategies to achieve a peak-
performance mindset and observed how a confident Lisztian attitude impacted their stage
manner. Participants considered nuances of nonverbal communication in their performance
style and playing. Workshops were recorded and transcribed, and post-workshop interviews
explored emergent workshop themes in more detail.

Experiential learning provided an innovative educational method that encouraged active
engagement, observation and self-reflection. Participants optimised their audio-visual
presentation and preparation, and mastered the theatre of performance. They developed a
professional attitude to enhancing and preparing stagecraft and amplified their multimodal
appeal. Participants recognised that adopting a confident, Lisztian mindset transformed their
stage manner to a professional standard. Participants also developed critical thinking skills by
observing others’ performances and worked together to determine individual optimal modes
of performance. Participants were cognisant of their increased agency in visual presentation
and revealed increased confidence when incorporating visual strategies into performance
preparation.

This study revealed the potential for experiential learning to enhance audio-visual music
performance education. Participating in workshops provided participants with immediate and
long-term benefits in their approach to the stage. This study addresses complex concepts of
sight and sound in performance education and offers a practical toolkit to transform tertiary
training.
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(Abstract 300)

Tech your musical future

Michel Hogenes and Floortje Smehuijzen
Codarts
Muziekgebouw aan 'tlJ

Technology has had significant effects on virtually every sector in society. The music sector
is no exception. Technology offers new possibilities for music education. It offers
opportunities to connect children to music they hear around them every day and to stimulate
their exploring nature with new and inspiring ways to make music. Music that in some cases
is difficult to play on traditional (analogue) musical instruments because it is originally
produced with digital instruments. In addition, technology offers the possibility to let children
watch and listen to musical performances.

What does this mean for contemporary music education? In this presentation, three aspects
will be highlighted that offer opportunities for all children to come into contact with music:
inclusive music education; music in context; and music technology. They will be presented
from the perspective of Muziekgebouw aan 't 1J. The Muziekgebouw is the main concert hall
for contemporary classical music, electronic, jazz and world music in Amsterdam, the
Netherlands. The Muziekgebouw opened its doors in 2005. Since the start, the educational
program of the Muziekgebouw focused on how music composition works, using interactive
sound installations that offer participants of all ages and backgrounds a different technology
experience of making music. Starting point is that being able to read music notes or being
talented like Mozart or Lady Gaga is not necessary to start making one’s own music.

Anno 2021, SoundLAB has a unique collection of over 100 specially designed musical
instruments to make new compositions. Participants are stimulated to find new sounds, listen
to combinations of instruments and make their own new music. SoundLAB hosts workshops
on a daily basis for schools, children, youth, adults, birthday parties and more.

The past three years ‘Inquiry and Design Based Learning’ projects have been conducted in
collaboration with primary schools and other arts institutions. Compositions have been made
by children and youth. They experimented with sound as physical phenomenon on new
technology-based instruments, designed by themselves in their own classrooms. The projects
have been set up as educational design research studies and have been evaluated with both
pupils and educators. The data of the projects showed that ‘Inquiry and Design Based
Learning’ and the implementation of music technology in music education can be useful
approaches to structure the pupils’ learning processes in primary music education. This
presentation presents the results of the projects that has been carried out.
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(Abstract 301)

Towards Blended Learning in Music Education

Michel Hogenes and Joan Ten Hoonte
Codarts

Online teaching and learning have quickly become important components of music education
curricula. It won’t surprise anyone that due to Covid-19, lecturers say that in the previous
one-and-a-halve year most activities took place online: teaching, meetings, as well as
coaching of students. Most study and research projects had been cancelled. This influenced
the well-being and motivation of both students and lecturers.

Online teaching requires adjustments in (e-)didactical strategies and acknowledgment of
(new) possibilities of the digital world. Online education can be implemented in different
ways: individually or in a group, synchronously or asynchronously. All of these ways require
different approaches. When properly implemented, they can enrich students' learning
experiences. Very understandable, lecturers struggled with online teaching and forms of
blended learning. Codarts, University of the Arts, Rotterdam, the Netherlands, therefore
conducted a number of projects to mitigate the Covid-19 pandemic for her students and
lecturers.

A small group of lecturers took the initiative to start informal networks to professionalize
themselves in the use of digital tools and to develop their own new approaches to teaching
and learning. Together with students they developed ways in which e-portfolios, and all kinds
of other formative assessments, such as online peer-feedback on (music) performances, were
used. Physical activities were partially replaced by flipped classroom situations and short
video tutorials based on the gamification principles.

To increase the interest and motivation of students, also monthly online interdisciplinary
sessions were organized on a wide range of topics, such as: embodiment, the role of women
in music, social justice and community music activities, arts in context, and music & courage.
Guest speakers on all these topics shared their knowledge and experiences. They tamed lively
discussions in which graduate and undergraduate students of all years were highly engaged.

All activities have been monitored in quantitative and qualitative ways. Over the one-and-a-
halve year, an increase of student engagement became visible and lecturers’ self-efficacy
developed significantly. They were able to function more and more autonomously and
competently, which benefited their relationships with students.

However, still a lot of work has to be done. The transition of (fully) physical and (fully)

online education towards forms of blended education needs more professionalisation of
lecturers, and furthermore lots of effort. Activities and learning outcomes will have to be
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balanced more accurately. In addition, there has to be a better distribution between physical
and online learning, so that a harmonious whole can be created.

159 |Page



35“1 lSME W International Society for Music Education

‘A VISIBLE VOICE'

WORLD CONFERENCE vv\/ Ontine - July T1-22, 2022
R

(Abstract 309)

Ek Do, Ek Do, Badtey Kadam: Indian Kindergarteners find their
Voice during a Pandemic

Shree Lakshmi Vaidyanathan
North Hills International School, The Bangalore School of Music

During the Covid-19 pandemic, the author, a music teacher at a private school in a southern
Indian metropolis, was forced to think outside the box whilst teaching her kindergarten music
classes completely online. This paper focuses on documenting teaching methods that were
not just beneficial in teaching her students, aged 2% to 5, online, but were also culturally
relevant for the urban Indian context. Apart from lesson plans and detailed lesson notes,
video recordings of the music classes as well as ‘homework’ videos of individual students
singing, submitted to the author by their parents, were used to observe, document, and report
the effectiveness and/or shortcomings of the classes. These observations paved the way in
planning subsequent lessons to be more efficient. Music literacy in India is understandably
dissimilar from western ideas of music literacy, the most apparent differences being the non-
usage of staff notation and the western solfége except in certain specific cases. The author
customized her classes by having her kindergarten students sing not only in English, which
was the mode of instruction at their school, but also in regional languages and genres that
were culturally relevant to her students. Movement was used extensively alongside music, to
enable the students to express themselves. The repertoire included songs that supported social
and emotional learning, songs as a teaching tool to reinforce age-appropriate concepts of
language , mathematics, and environmental awareness, and significantly, music for the sake
of music.

Musical instruments were used only by the author due to the logistical issues of online
teaching. However, body percussion and household objects were used to create sounds during
the classes. “Ek do, ek do, badtey kadam”, is a children’s marching song in Hindi and is
loosely translated as, “One two, one two, we step forward”. The unknown lyricist asks us to
keep going without bending or breaking. Through the difficult times of isolated online
learning, the author hopes that her music classes have helped her very young students to find
their voice and keep moving forward.

(Abstract 310)

The Paradox of Accountability in Developing Teacher Agency

Christopher Hanson
Seattle Pacific University
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It has been suggested that “teacher agency ... has the capacity to make the operation of the
educational system, both at the systemic level and at the individual and collective level of
teacher practice, more intelligent and, therefore, more able to engage with the complexities
and the uniqueness of the here and now in meaningful and purposeful ways” (Priestley et al.,
2015, p. 149). In exploring the topic of teacher agency, several important questions are
posed: Where are the philosophical and pragmatic boundaries of teacher agency as we
continue to examine the implications of agency on teachers’ professional identities? How
does one “awaken” a teacher to the concept and constructs of agency in order to exercise
their perceived agency in professional contexts? Which educational philosophies and
practices generate a structure that promotes the importance of agency as an emergent and
dialectical phenomenon? And how can accountability be understood and subsequently
resolved as a structure of education which paradoxically affects teacher agency?

The current atmosphere of education perpetuates a tumultuous climate in which educators
must construct their identity amidst competing philosophies of education, pedagogy, and
schooling. Furthermore, their professional actions are seldom appreciated in context of
teachers’ ability to act as agents of change, undermining their significance and the
importance of their beliefs and sense of agency (Priestley, et al. 2015). The study utilized an
emergent theory of agency within a temporal construction in order to appreciate the
phenomenological aspects of critical reflexivity. This construct invites qualitative inquiry into
the subjective well-being associated with related concepts of self-constitution.

The study serves as an example of an agentic conversation, practiced through reflexivity, and
realized autoethnographically, between myself as both a music and education student and
teacher within educational structures of accountability. Ultimately, | promote other educators
to practice similar reflexive/autoethnographic conversations between themselves and their
unique professional and educational contexts, and for administrators to support such agentic
discovery and dialog. The process of “awakening” educators to their agentic realities through
autoethnographic reflexivity holds perceivably limitless potential for teacher education,
professional and personal development, and the broader concepts of school reform
(Etel&pelto, Vahasantanen, Hokka, and Paloniemi, 2013; Hadar and Benish-Weisman, 2019;
Lipponen and Kumpulainen, 201; Priestley, Biesta, Robinson, 2015a).

(Abstract 311)

Ensuring a Successful Transition from Doctoral Candidate to
Professor

Lori Gray
Lori T Gray
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Higher education institutions have drastically different programs for new faculty orientation
and mentorship, ranging from multiple day trainings to emailed information about the
campus. Whether the orientation process is well-structured or informal, the initial transition
from doctoral student to professor takes time and is a complex change. In addition, faculty
may transition from one institution to another during their careers, requiring them to quickly
adapt to a new environment and set of institutional norms. According to Reybold and Alamia
(2008), a faculty member experiences a shift from a transient identity at the start of an
academic career to a more resilient faculty identity once the individual has learned to adjust
to the academic context of their institution. The authors claim that transitional events (i.e.,
tenure and promotion) impact how faculty member s stabilize faculty identities over time.
Reybold and Alamia explain that:

The academic journey is neither static nor dispassionate. Students do not just become
faculty when they accept their first positions; instead, they continue this process of
becoming as they move through phases of their careers. Similar to the concept of the
boundaryless career (Defillippi & Arthur, 1994), faculty work is characterized by
mobility within and between academic institutions. (p. 109)

During this workshop, we will examine the professional transition of new faculty members as
well as the role of senior faculty in mentoring and guiding this transition. The presenter will
offer tips on making a smooth transition from doctoral candidate to professor. She will share
her experiences of moving from one institution to another, and how she successfully
navigated the tenure and promotion process at both institutions. The presenter will lead a
discussion amongst the workshop participants on how to seek support for each aspect of your
new professional role, balance your workload at the start of your career, step outside of your
department to find additional mentorship and research support, cultivate your professional
network, and advocate for your needs as you establish your professional and scholarly
trajectory. Dialogue will include small group and whole group discussions to allow for each
participant to actively engage in the conversation. The presenter will guide all participants in
creating three goals to enact when they return to their institutions: current faculty will
brainstorm ways to better support new faculty, and doctoral candidates will brainstorm ways
to actively seek role support as they begin new academic positions.

(Abstract 312)

A Phenomenology of Professional Leadership Identity
Development in Music Educators in the United States

Nicole Ramsey
The University of North Carolina at Greensboro
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The music education profession requires teachers who are willing and prepared to serve in
leadership roles in a variety of settings in order to progress, advocate, and stay relevant. The
Leadership Identity Development Model (Komives et al., 2006) details the process of
developing and embodying a leadership identity independent of situation or positional roles;
while this process has been explored in other fields, it has yet to be explored in music
education. Research and literature on leadership in music education tends to focus on
building K-12 student leadership (Lautzenheiser, 2005; Lautzenheiser, 2014), leadership in
music majors at the postsecondary level (Bennett et al., 2019; Rowley et al., 2019), and
leadership as a small component of music educators’ professional development (Schmidt &
Robbins, 2011), among others. The purpose of this study was to illuminate the lived
experience of music educators’ leadership identity development (LID). Findings may provide
insight for music teacher educators wishing to assist with the leadership identity development
of pre-service music teachers or graduate students.

| used a hermeneutic phenomenological method to answer four research questions: 1) How
do successful teacher-leaders in the music education profession experience leadership
identity development? 2) How do music teachers’ leadership experiences relate to their
teaching experiences? 3) How, if at all, do music educators experience formal leadership
education or training? and 4) How, if at all, do music educators experience informal
leadership education or training? | explored the essence of the LID of thirteen participants
currently serving in leadership roles for national- and state-level music education professional
organizations through a sequence of three semi-structured interviews with each participant
(Seidman, 2006). | used thematic reflection and analysis to interpret the meaning of these
participants’ experiences (van Manen, 2016).

Participants in this study experienced leadership identity development primarily through
informal experiences and interactions, including conversations with mentors, on-the-job
learning, and affirmation and recognition of their successful leadership. While some
experienced formal leadership education throughout their careers, these experiences were
often voluntary. The success of these formal leadership education experiences greatly varied
across participants. Overwhelmingly, the participants became involved in leadership through
invitation by others already in leadership, and many mentioned the role privilege and/or
culturally situated leadership dispositions played in their leadership identity development.
Findings from this research spark important conversations about equity in leadership
practices in music education professional organizations and the need to examine music
educators’ formal leadership education experiences more closely.

(Abstract 314)

COVID City: Song Composition as a Means of Promoting
Community Healing and Musical Expression
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Lyn Schraer-Joiner and Marguerite Modero
Kean University, Union, NJ
Community Access Unimited (CAU) Elizabeth, NJ

The COVID-19 pandemic has “disproportionately impacted” special needs populations
(Ayers et.al., 2020; Constantino et.al., 2020). Many require consistent in-person support,
care, and essential therapies within their living environments and have experienced a
sustained interruption of necessary aid. This is the case in one community program for adults
with intellectual and physical disabilities, whereby comorbidities and communal living
criteria led to a sustained quarantine from March 2020-June 2021. Opportunities for
socialization, educational programming, and creativity were diminished giving way to
increased anxiety, PTSD symptoms, depression, melancholy, and thoughts of suicide. Virtual
programming was developed to encourage opportunities for expression through composition
(National Center for Learning Disabilities, 2019; The ARC, 2018; Ragen, 2018;
Butrymowicz & Mader, 2017; O’Leary, 2016; Morisse, Vandemaele, Claes, Claes, &
Vandevelde, 2013; Li, 2010; Schalock, 2004).

Community members conveyed interest in expressing their COVID feelings and experiences
and performing for friends and family. Zoom composition sessions began on January 6, 2021.
Participants met weekly and were encouraged to communicate as comfortable (Holley, 2017,
Hayden, 2015, Kaikkonen, 2008; Kaikkonen, Petraskevi¢, & Viinsar, 2011; Laes, 2015). The
purpose of this case study was to describe the compositional journeys of 16 special-needs
adults and the impact on their QOL. Research questions were to describe participants’ group
COVID compositional experiences; QOL indicators impacted by participant experiences of
writing and performing their own songs; and music learning strategies emphasizing Popular
Music Education (PME).

Data were collected from videos sessions and performances of the two songs composed:
COVID City and a tribute featuring original lyrics set to Beatles’ songs; surveys; focus group
discussions; and participant and caregiver interviews. Video recordings were examined by
four independent reviewers using a priori coding with preset codes related to Schalock’s
(1996, 2004) QOL indicators (Paunescu et al., 2018; Rowley, 2002; Yin, 2009).
Krippendorff's alpha coefficient was calculated to establish interrater reliability.Preliminary
findings suggest that music composition and performance with emphasis on PME promotes
QOL in the areas of emotional well-being; interpersonal relations, personal development self-
determination, and social inclusion (Edgar, 2019; Schalock, 1996). Initial emergent themes
were willingness to take risk; need for a creative outlet; and musical identity. Composition
activities promoted discussions of society and culture, were student-centered and emphasized
peer collaboration (Holley, 2017; Smith, Powell, Fish, Kornfeld, & Reinhert, 2018). With this
information, continuing education programs can develop collaborative music models that
further support their members - giving them a voice during times of great duress.

(Abstract 315)
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After the fires, the visible voice of renewal

Anne Power
ASME

This paper captures the creative responses from Year 11 music students (16-17 year olds) in
Western Sydney to the bushfire events of the summer of 2019-2020. The bushfire crisis
erased whole communities and killed over one billion animals. For the research, | worked
with a class music teacher who facilitate d the setting of the composition task. This was in
line with studies that see teachers in the role of facilitator and guide, participating in
composing alongside students, and blurring the lines between teacher and learner. The zoom
meetings with students (as a result of COVID) were conducted by the teacher and the
researcher. The students were provided with stimulus material from the Sustainability
Bootcamp website, hosted by Western Sydney University, including research on concepts of
Sustainable Development. The research question was: How can an intervention stimulate the
creative work of Year 11 music students in response to extreme weather events? The research
design was Arts-based research, an umbrella term growing out of Cooperative enquiry,
placing importance on the arts as a way of knowing by allowing the personal to become
visible.

The students, teacher and school were assigned pseudonyms, in line with ethical processes at
the University and school. The questions for the teacher included: When topics arouse strong
feelings in adolescents, how do you keep the focus on being creative? What were the ways
you chose to stimulate the compositions of your students? The focus group questions for
students included: What was different about this composition because of the focus of
responding to an event? All interview data was analysed using content analysis for emergent
themes. Analysing the composition data involved interpretation of the connection with the
intervention in an empathic way. Important themes emerged including people collecting
memories to pack up to go; and both the detrimental effects and the songs of hope. One
student wrote: When the bushfires were threatening our area, | was the only one home and |
had to be responsible for collecting all the things that we needed to evacuate because Mum
was going to come home and pick me up and the things that I had to get ready. For all
students, music provided a language that could express sadness alongside hope for the future.
There is food for thought for teachers to connect composition with current events.

(Abstract 317)

How to be a youth orchestra for the 2020s

Louise Godwin, Christine D'Alexander and Geoffrey Baker
Agrigento Music
School of Music, Northern Illinois University
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Royal Holloway University of London / Agrigento Music

In recent years, scholars and music educators have increasingly attended to the challenges of
sustaining the participation and engagement of young people in large ensemble programs.
Underrepresentation of participants and teachers from marginalised communities has been
highlighted as both a feature (DeLorenzo, 2012; Smith, Mick & Alexander, 2018) and a
factor that discourages retention and participation (DeLorenzo & Silverman, 2016; Egalite,
Kisida & Winters, 2015).

Strategic solutions have tended to focus on systemic interventions at all stages of music
education aimed at increasing recruitment from previously underrepresented cohorts. As
DeLorenzo and Silverman (2016) suggest, children need to see music teachers and musicians
who ‘look like them’ (p. 2). However, given the slow pace of change, such interventions may
be insufficient.

The development of curricula and approaches that are reflective of, and relevant to, the
cultural practices and social lives of young people (Davis, 2021) offers an alternative. This
paper presents examples of ways that youth orchestras are pursuing the latter path.

Research began with an iterative search of youth orchestra websites and literature (grey and
academic) to identify examples of programs that are ‘doing things differently’. Programs with
overt social goals were considered alongside programs with other stated priorities, and a
small list was selected. A more detailed picture was constructed via semi-structured
interviews with program leaders (founders, directors, program managers).

Findings elucidate some of the ways in which youth orchestras are developing curricula and
approaches that draw upon the cultural and social assets held by their participant
communities. The information gathered paints a picture of young people taking a lead in
reshaping cultural practices associated with the youth orchestra. The research points to the
emergence of new practices and ideas that are redefining what a youth orchestra can be in the
2020s.

This paper presents the youth orchestra as a living musical tradition that can adapt to the
musical practices and cultural traditions that exist within its communities and, in doing so,

disrupt the historical conservatism of practice and pedagogy within the orchestral world. Its
conclusions have transferability to other youth orchestra programs.

(Abstract 318)

Jazz: Making American Democratic Ideals Visible

Wesley Watkins
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The Jazz & Democracy Project®

Jazz has been called “America’s classical music.” ' It is also put forward as an exemplar of
American democracy." While jazz ties to America are self-evident by virtue of its origin, the
latter claim is less obvious. Yet, no art form can resist representing the people, place and time
from whence it comes. And because jazz was created by “the un-free people in the free
land,”" whose very enslavement defined American freedom," African Americans’ social
position granted them a particular perspective on American life and mythology. The very
rights and freedoms which, for generations, remained elusive for African Americans were
attainable through and invested in their music. Thus, American democratic ideals are
embedded in the jazz aesthetic, and the art form can therefore be utilized to make them
visible even to non-musicians, from elementary to secondary classrooms, to university
students and to adults more broadly.

Workshop participants will utilize Boomwhackers® as a vehicle to connect more esoteric
concepts—namely, democratic principles—to concrete music making activities. Participants
will take part in the creation of a 12-Bar Blues in C-Major where each person is responsible
for playing one note. Thanks to a color-coded image to be displayed, participants will see—
and hear—how their single note fits among the chord changes. Once the song form is
performed confidently, alterations will be made, and we will engage in Socratic questioning:
Which notes are more or less important? What is the effect on the overall sound when one or
another note is omitted at a particular time? If these individual sounds mirror our individual
voices in society, what are the implications for our respective roles and the importance of
hearing everyone’s voices?

The workshop will highlight how the jazz aesthetic can illuminate various aspects of
democratic traditions among the musically inclined and even those who are not, thereby
showcasing the potential value-add for applying musical approaches beyond the school music
room. What is more, the workshop underscores how high art from a social sub-culture can
reflect the best of that broader society.

(Abstract 319)

The Multi-instrumental Percussionist: A Qualitative Analysis of
Teaching and Learning High School Total Percussion Practice

Anna Kho
University of Queensland

Total percussion practice in high school or secondary instrumental music education is limited
in literature, especially within the contexts of teaching and learning percussion instruments
across school and home. Total percussionists are expected to master and transfer skills across
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diverse instruments, whereas other instrumentalists generally specialise in one instrument
alone. Additionally, various contexts and the lack of instruments in high schools pose
challenges to students’ total percussion practice. For example, students may not own the
same instruments at school, such as timpani, and therefore practise on alternative instruments
of practice pads, books, or pillows at home. If such issues of inconsistency influence the
practice of high school total percussion, then how are percussion or multi-instrumental
teachers, students, and students’ parents addressing the challenges specific to high school
total percussion practice? Secondary research questions also explore the following:

1. How does the interpersonal interactions between Queensland percussion teachers,
students, and parents inform their knowledge and understanding of teaching and
learning high school total percussion practice?

2. How are percussion and multi-instrumental teachers in Queensland high school
instrumental music lessons instructing students to practise total percussion across
instruments at school and home?

3. What practice habits are specific to Queensland high school total percussion students
when transferring skills across instruments (snare drum, mallet keyboard, timpani,
and drum kit) in lessons and practice sessions?

4. How do the video recordings of lessons and students’ practice sessions further inform
Queensland percussion teachers, students, and parents about teaching and learning
high school total percussion practice?

The thesis aims to investigate how Queensland high school percussion teachers, students, and
students’ parents are addressing these challenges through a qualitative case study of semi-
structured interviews and video recordings on instrumental music lessons and individual
practice sessions. The research outcome is expected to contribute to the literature gaps in
interpersonal interactions, teacher instruction, and student practice in percussion instrumental
music education, and address the challenges and limitations inhibiting the teaching and
learning of practice within high school total percussion pedagogy. Furthermore, this study
can inform the future practices of percussion pedagogy and music teacher education beyond
percussion programs, including classroom music and music therapy.

Table 1: Factors that Influence High School Total Percussion Practice

eacher Student
Interpersonal Interactions Instruction Practice
o Students’ exposure to Varying expertise in [ Limited orlack of
musical contexts  and percussion  teachers instruments at  school
instruments and multi-instrumental and home
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o School budget affecting teachers A Limited access to
quality and quantity of je Private or group school instruments for
instruments lessons - individual practice

° Teachers’, students’, and homogeneous Vs [ Limited orlack of
parents’ knowledge and heterogeneous instruments at home

cos
understanding of high (e Awareness of students’ due to t and
school total percussion instruments at home available space for
practice for practice instruments
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(Abstract 320)

Make your musical messages visually powerful through clear and
effective conducting gesture / nonverbal communication.

Rob McWilliams
Yamaha Music Australia

For music educators working in the instrumental music field, directing ensembles is a core
part of their instrumental teaching responsibilities. One of the critical components of this
mode of instruction is being able to communicate the musical message primarily via the
nonverbal domain through meaningful and effective conducting gesture.

The goal of this workshop is to present some key fundamentals in conducting technique as
well as best practice for effective self-analysis of same. The workshop will provide content in
two key areas: (1) a practical review of conducting fundamentals with an opportunity for
participants to physically work through these together within the workshop session; and (2)
Two or three instrumental music teachers from the local music education community (pre-
arranged prior to conference by presenter) who work with school ensembles will conduct a
live ensemble for immediate feedback involving thoughts and suggestions from the presenter
and workshop participants (in an interactive “masterclass” format). The presenter has made
necessary arrangements for a local (Brisbane) high quality youth wind band to be available to
provide the live ensemble aspect — the conference would just need to provide an appropriate
space to seat, in addition to the workshop attendees, a 60-piece ensemble (with music stands
if possible although players could bring if necessary). Issues to be addressed will include:
preparation of the breath; the quality of motion and its effect; “releasing the pulse;” the
importance of gestural contrast; the role and development of the left hand and face to enhance
expression; sensitising your ensemble to gesture; and common flaws that detract from
effective conducting. The initial part of the session will also require the provision of a data
projector / screen / audio system for connection to presenter’s laptop to present some core
principles and video.

By undertaking a practical review of key conducting fundamentals as well as engagement
with a guided analysis process, attendees will be better equipped to do more meaningful self-
review of their own conducting practices. This, in turn, leads to more musically effective
outcomes in the ensembles that they direct.

The presenter’s background and postgraduate degrees are in instrumental conducting and

conducting pedagogy along with vast experience conducting symphonic ensembles of many
kinds at all levels from beginner to professional.
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(Abstract 321)

Teaching ensemble musicianship via an alternative rehearsal
process - the ears have it!.

Rob McWilliams
Yamaha Music Australia

For music educators working with student ensembles, teaching ensemble playing skills that
transfer from rehearsal to rehearsal is key to building the players’ musicianship level as well
as optimising rehearsal time. Developing the ensemble members’ listening skills so that they
take increasing responsibility for awareness of rehearsal issues and making the necessary
changes is key to optimising this process. The more “traditional” rehearsal model of “maestro
as benevolent dictator” doesn’t always achieve the desired transferable, student-focused
rehearsal outcomes for educationally based ensembles.

The goal of this workshop is to provide an interactive, alternative rehearsal approach for
developing and expanding transferable listening skills within an ensemble. It will

present specific rehearsal approaches that help to make ensemble musicians accountable for
hearing rehearsal issues that need addressing and to provide potential strategies for engaging
the musicians’ ears in addressing the issue and making the necessary changes. This will be
achieved by presenting some core concepts for a “listening-focused” rehearsal and then using
the attendees as a “workshop ensemble” to sing and rehearse some simple musical examples
that address typical rehearsal concerns. These issues will be workshopped and discussed with
approaches that the attendees can utilise in their own ensemble rehearsals.

The initial part of the session will also require the provision of a data projector / screen /
audio system for connection to presenter’s laptop to present some core principles and video.

(Abstract 322)

Analyzing and Inheriting on Love Song of Miao Ethnic Group in
XiangXi Autonomous Prefecture, China

Juan Luo
China Conservatory of Music

Miao Ethnic Group is one of the oldest minority groups in China ,the people of Miao are
characterized by their talents in dancing and singing .Particularly the singing has played
significant role in their life . The songs come with diverse meanings along different
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occasions. However , songs of Miao Ethnic Group gradually decline and disappear from
everyday life .

On one hand, this study focused on musical analysis of the Love Songs of Miao Ethnic Group
in XiangXi Autonomous Prefecture , China .The purpose of the experiment was to document
a variety of Love songs succeeding from the old generations . Analyses from the musical
features of rudiment ,rhythm ,melody, lyric and texture are summary in this paper .On the
other hand ,this study aims to present the status quo of Miao Love songs and explore the
reasons behind it.

To collect adequate love songs for this paper, plentiful interviews have been made from local
oldest to the young successors of oral and intangible heritage of humanity . Substantial
researches have been conducted based on theoretical demonstration .

On the basis ,this article argues that love songs of Miao people have high artistic values with
its flowing melodies ,poetic lyrics and every romance . However , despite many attempts to
restore love songs from authority, they are gradually becoming diminishing because young
people aren’t accustomed to speaking Miao language ,traditional ways of oral teaching are
not suitable for inheriting .

This result suggest that language is great necessity to learn love song ,the Miao language as
the spoken language should be fostered by authority ,professional musical knowledge should
be used to record and teach the melody ,it is advisable to use emerging media to connect love
songs and new techniques for spreading .

(Abstract 324)

Exploring Inclusive Rural Music Education Through a
Community-Based Participatory Research Approach

Crystal Sieger and Lauren Hulit
University of Wyoming
Carbon County School District #1

There exists a growing interest in exploring inclusive music education, particularly within
rural communities. Few will question the importance of providing musical experiences for
students of various abilities, including those with disabilities that may inhibit them from
reaping the full benefits of musical interaction. The purpose of this study is to explore
inclusive music teaching and learning in rural communities and to engage stakeholders in
meaningful ways through community-based participatory research.
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The impact of inclusive music learning and the importance of providing equity to students
with disabilities cannot be overlooked or brushed aside; music educators must push beyond
their preconceptions to provide music to all students (Draper & Bartolome, 2021). Doing so
in multi-sensory or multimodal ways may help students with disabilities to better navigate
their personal music making (Bremmer, Hermans, & Lamers, 2021). Undoubtedly, teachers
and music teacher educators can benefit from enlisting parents to help determine the best
practices and pathways to music learning for their child (Taylor, 2017). Additionally, music
teachers have expressed the need to have better access to and familiarity with adaptive music
technologies when working with students with disabilities (Grimsby, 2020; Nabb & Balcetis,
2010). For example, the use of music-making technology has proven beneficial in developing
engagement and communication skills in exceptional children (Kossyvaki & Curran, 2020).
The investigators will work together with rural community members during the 2021-2022
school year to present classes designed to provide a more inclusive music education to
students with disabilities, focusing on multi-sensory learning and utilizing adaptive music
technologies. A goal of the research is increased understanding through incorporation of
community-based participatory research (Wallerstein & Duran, 2010), where stakeholders are
encouraged to be open-minded and to provide input to the researchers regarding their
students’ engagement in multi-sensory music learning and the effectiveness of the strategies
employed (Obaid, 2013). While the work is ongoing at the time of submission, researchers
hope to develop a model relationship between the university music education program and
school districts to benefit students with disabilities and to prepare future music educators to
better serve their needs.

Incorporating qualitative ethnographic (Creswell & Creswell, 2017) and qualitative survey
(Terry & Braun, 2017) methods, the researchers will record observations of the classes and
analyze input from stakeholders—including parents, special education teachers,
paraprofessional aides and others—to determine the primary benefits of the classes and their
impact on the rural community and on music teacher preparation.

(Abstract 325)

Diversity, inspiration, creativity and differentiation in the (online)
music theory class

Cecilia Bjork, Mats Granfors, Alex Ruthmann and Ethan Hein

Abo Akademi University

Novia University of Applied Sciences

New York University Steinhardt School of Culture, Education, and Human Development

Background
Music theory as an academic subject is sometimes experienced as abstract, difficult and
disconnected from practical and creative music-making [2, 3]. In western countries, music
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theory pedagogy often builds on traditions from the European common practice era, a
perspective that is too narrow to contain contemporary complexity. New musical genres
emerge fast, and at the same time, musical diversity around the world is threatened by
globalisation [1]; both phenomena point to the need for a variety of ways of theorising and
understanding in order to make sense of the now and the future.

Purpose

This workshop builds on efforts to support students’ ability to theorise and draw on a variety
of musics in their own creative music-making. We argue that it is crucial (a) that music
educators actively look for meeting points between students’ and teachers’ musical
knowledge and references; and (b) that students feel included and inspired to expand their
understanding whatever previous knowledge and musical interests they bring to class.

Content and applications for music education

We will share pedagogical approaches from a collaborative study conducted in a high school
music specialisation programme. Researchers and teachers used emergent lesson design,
qualitative interviews, video analysis and analysis of creative student work to promote
experiences of meaningfulness and inspiration. The workshop introduces a pedagogical
framework and a free digital learning environment where teachers can create, systematise and
share lesson material that favours multiple points of entry to musical understanding [3] and
multiple pathways for students to explore, theorise, create and build on a variety of musical
sources. The approach is suitable for whole-class instruction, work in smaller groups, and
distance learning, and it supports differentiated teaching. In particular, it encourages students
to make musical decisions of their own.

Workshop structure

1. Introduction. Background of the research and development project; description of the
pedagogical approach which integrates playing/singing/improvising, theorising,
creating music in small groups, and finding inspiration in existing work.

2. Small group or individual work. Participants will design lessons based on musical and
curricular content that is relevant to them and their students and share their ideas on a
digital platform, familiarising themselves with one model of creating and
crowdsourcing material for music theory classes.

3. Case presentations by participants

4. Discussion

5.

The workshop is given online. Links to digital learning environments will be provided.
Participants are encouraged to use a desktop computer with a Chrome web browser installed.

(Abstract 326)
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Leisure-Time Music-Making and the Individualism Problem

Roger Mantie
University of Toronto

The private nature of leisure reinforces the withdrawal from commitment. It is the extension
of the search for the enhancement of self, an affirmation of self by negation of all that is not
self. (Hemingway, 1991, p. 77)

Individualism has become so omnipresent in many liberal democracies (Bellah, 2008) that it
is easy to mistake as universal what is, at heart, an epistemological, or culturally relative
value. That collectivist cultures or peoples exist in the world is more than likely viewed by
Western eyes as abnormal or inferior rather than a reflection of arbitrary, situated values. One
need only consider Maslow’s “hierarchy of needs,” the pinnacle of which is “self-
actualization,” to recognize how individualism becomes internalized as a universal truth.
Why is self-actualization positioned as the highest human need rather than, say, “meaningful
participation in community” or “meaningful participation in the common good”?

There are many parallels between individualism and Romantic notions of individual artistic
genius that continue to provide the backdrop for the classical music world (DeNora, 1995).
Schools of music around the world are typically designed with tiny cubicles intended to
support a conception of musical development predicated on the individual (Kingsbury, 1988).
Even when brought together as an ensemble under the direction of a baton, the fundamental
paradigm of the individual remains unchallenged (Nettl, 1995). Not all music-making is
derived from the classical music paradigm, of course, and there is nothing necessarily
mutually exclusive about leisure-time music-making and the individualism of modern
democracies. Indeed, one could argue the opposite: leisure and personal music-making
epitomize the freedom so often associated with individualism (Arai & Pedlar, 2003).

In this conceptual/theoretical paper | draw upon a wide variety of literature from the fields of
philosophy and the sociology of leisure to problematize the ways in which contemporary
expressions of individualism, predominant in democracies and evident in such things as
vaccine hesitancy and social media “vocality” (Schmidt, 2021), militate against the ideals of
community (Delanty, 2018) in community music (Bartleet & Higgins, 2018;Higgins, 2012)
and against the ideals of leisure-time music-making as a collective, rather than individual
matter. | argue in this paper that the field of music education could benefit from a deeper
examination of the ways that individualist paradigms and epistemologies undermine music
learning and teaching and offer suggestions for ways to encourage greater emphasis on
collectivist values and the common good.

(Abstract 327)
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Consequences of Institutionalising the Voices of Music
Performance Students: A comparative case study

Veronica Ski-Berg
Norwegian Academy of Music

Is the music student merely a reflection of higher music education, or does higher music
education (HME) in fact reflect its students? Genre independent music study programmes
have been invented in line with such questioning, inviting debates not only regarding a new
generation of diverse musicians but of institutionalisation itself. Through these programmes,
HME institutions are encouraging today’s aspiring musicians to enrol in classes where music
performance students are being celebrated for having distinct and different musical voices.
But how exactly are these student-centred environments facilitated, and what are the
consequences of institutionalising the students’ voices?

This untrodden terrain is the essence of this qualitative case study, investigated by
interviewing twenty-four music performance students and professors from classical and genre
independent music study programmes in Norway and the Netherlands. Three key concepts
were examined in this case study: 1) student-centeredness; 2) entrepreneurship; and 3)
innovation. The informants were additionally asked about their thoughts regarding the future
of HME, and what they believed that students need today. The findings reveal a complex
institutional landscape, in which the three concepts were perceived as vague and varied in
their execution among all target groups. However, students shared broader definitions of the
terms, specifically as they related to ideas about success. This correlated with complaints
about restrictive exam and audition criteria, outdated guest lecturers, and a lack of relevant
content. Professors, on the other hand, worried about giving students too much responsibility
for their learning outcome and addressed the changing market with concerns for the future of
music(ians) in society. By turning to institutional theory, these findings reveal an underlying
current of institutional politics and disciplinary practices that are affected by the three
recently institutionalised terms. Understanding not only how but why students and professors
have divergent assumptions is therefore crucial when students’ voices are becoming more
visible.

HME institutions are encouraged to undergo radical changes in order to adequately prepare
music graduates for their individual future careers. Yet there appears to be a lack in research
on the potential consequences of this, specifically with regards to relationships of power. |
intend to present findings from the study which highlight how the institutionalisation of
music performance students’ voices are affecting institutional forces. Moreover, I

argue that it is no longer sufficient to discuss how HME institutions should adapt to the outer
world but rather why it is challenging to do so.

(Abstract 328)
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Biesta’s Three Functions of Education:A Flexible Philosophy to
Resist Neoliberalism in Music Teacher Education

Olivia Tucker
University of New Mexico

Transnational forces have increasingly moved educational policy and practice toward
marketization, privatization, and standardization (Apple, 2001). Neoliberal reformers have
infused capitalist ideology into music teacher education (MTE) through mechanisms such as
teacher preparation program accreditation and teacher licensure (Parkes & Powell, 2015;
Sirek & Sefton, 2018). These attempts to reduce education to standardized objectives and
measurable scores may focus novice music teachers on fabrications (instances of
performativity) rather than comprehensive, authentic music education (Ball, 2003; Powell &
Parkes, 2020; Tuck & Gorlewski, 2016). Thus, neoliberal ideology represents a threat to
music teacher educators’ (MTEs’) role and expertise in preparing preservice teachers through
robust university education (Zeichner, 2019).

Given the short, contentious history (e.g., Allsup, 2016; Elliott & Silverman, 2015; Reimer,
1989) of the search for a comprehensive philosophy of the purpose and value of music
education, MTEs need a multi-dimensional philosophy to ground our advocacy efforts to
keep MTE in higher education. This philosophy must be flexible, with room for disparate
priorities and varied purposes within MTE. In this theoretical/philosophical paper, I will
construct an argument that Biesta’s (2015) three functions of education and three domains of
educational purpose—aqualification, socialization, and subjectification—serve as a unified
starting point for us to communicate together, in one visible voice, our place in teacher
education and defend preservice educators’ needs for nuanced, contextual instruction and
evaluation.

In this paper, | provide implications for MTESs as they design and revise curricula, grounded
in Biesta’s three domains, in their efforts to prepare educators. Qualification is the
transmission and acquisition of knowledge and skills. MTE in the qualification domain
involves skills and knowledge for teaching, making music, and working in schools.
Socialization involves “the ways in which...we become part of existing social, cultural, and
political practices and traditions” (Biesta, 2013, p. 128) and occurs as preservice teachers
learn to act and speak like in service music teachers. Subjectification represents the evolution
of children from the objects of others’ actions into subjects who embrace responsibility and
criticality, although subjectification and power are mutually constitutive (Dyndahl, 2021;
Foucault, 2001). MTEs’ efforts to encourage preservice teachers to imagine new possibilities
for what music education is and to change and remake their practices align with the
subjectification domain of education. I conclude with the potential for Biesta’s three domains
to support the agency and activism required to resist the hegemony of neoliberal rationality in
higher education and music education.
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(Abstract 330)

De-constructing Leadership through Voices of El Sistema Youth:
Visibility through Reflexivity.

Betty Anne Younker, Cathy Benedict and Laura Curtis
Western University

Partnering with our local El Sistema organization a small group of university undergraduate,
graduate students and faculty members implemented a research project that sought to provide
empirical evidence on the effectiveness of their current leadership program. With the goal of
developing leaders who would be visibly heard and become informed, engaged, and
responsible members of communities, the leadership model that was in place focused
primarily on psychological models aimed at developing character traits associated with
Leadership with a Capital L. As participant observers, we immediately noted that the students
were able to voice the language of Leadership (someone who listens, who is forgiving, who
has a firm handshake, who “leads”) and less able to realize the purpose of those terms. And
while ‘effectiveness’ might be measured through this model (in terms of being able to
recognize Leadership through descriptors), we wondered how aware the students (ages 13-
18) were of possible uninterrogated assumptions embedded in this language. Thus, we sought
to implement a model through which leadership is experienced as the ability to be with others
through a reflective and reflexive process. Yet, how might we implement such a model into
the already existing model? How would we shift the focus of measurement toward one that
focused on the students’ growth as leaders as the ability to recognize leadership and reflective
dispositions as leadership?

Data were collected through participant observation, and individual and small focus group
interviews with the 18 Leadership students, the coordinator of the program, and the executive
director of the El Sistema program. Undergraduate students participating in the research also
created vlogs, reflecting on their experiences in order to document the growth of their own
reflexive pedagogy. Specific questions that guided the research included: (1) What challenges
and opportunities emerge when forging two approaches to leadership in a community-based
music program? (2) What impact did a leadership program have on students’ understanding
of leadership? (3) What impact did reflective experiences in leadership have on students’
understanding of their potential growth as leaders?

Reflecting on El Sistema’s Leadership outcomes, we present in this session two issues that
emerged out of our data: 1) the ways in which the communication abilities, level of self-
awareness, pedagogical practice, and peer mentorship skills of students enrolled in the El
Sistema Leadership Program were impacted, and 2) how reflective practice impacted their
growth in understanding their potential as leaders.
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(Abstract 331)

What impact does music making in the real world have on
classroom music in a digital age?

Martin Emo
Te Herenga Waka - Victoria University of Wellington

Statement: Digital technology has changed how music is recorded and composed over the
last 30 years. These changes have in turn impacted on music education. Crucially, what
Musicking is in the real world has implications for teachers and what happens inside the
classroom. Internationally, the integration of digital technology in the music classroom has
been studied before, along with how secondary school classroom music teachers
conceptualise music education. There is a gap in the literature about the relationship between
teacher beliefs about music education, Musicking in the real world and teacher practice with
or without digital technologies. Previous studies in New Zealand in this area have been
limited by being narrow in their sample size, only sampling advanced users of digital
technology, and all predating major technological shifts that have occurred in the last five
years. (eg browser-based Digital Audio Workstations). Following data from a nationwide
online survey (N=156) in July 2020 of 40% of the cohort of New Zealand secondary music
teachers, I will report on the findings from 6 case studies that focus on teachers’ application
of digital technologies in relation to their concept of what music education is in a digital age.
The case studies, completed in November 2020, consisted of classroom visits and interviews
with individual teachers. Using Interpretive Phenomenological Analysis, individual themes
include the influence of real-world musicians, the place of Western Art Music and teacher
professional identity. Three core beliefs emerged in the cross-case analysis of: teacher
content knowledge, what students should learn and how music should be taught. This paper
will conclude with possible implications for pre-service and in-service education in how to
consider the beliefs of music teachers.

(Abstract 332)

Songwriting within an online environment: The experience of
older adult novice musicians

Angelina Lynne, David Fortier and Aaron Liu-Rosenbaum
Université Laval

My aim is to examine the experiences of older adults engaged in songwriting using iPads and
meeting within an online environment.
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Recent studies demonstrate that arts and humanities interventions elicited positive changes in
various psychological outcomes (emotional, social and sense of self) in healthy adults (Shim
et al., 2021) and that older adults were able to use technology to support participation and
learning (Creech, 2019). However, there has been little research exploring the specific ways
in which technology can mediate creative musical activities among older adults. Positioned
within gerontechnology, which frames research concerned with the function of technology in
supporting quality of later life, and framed by the idea of ‘mini-c’ creativity, this paper will
address the following questions: 1- How can technology be used to support creative activities
among older adults? 2- How can facilitators lead songwriting in an online environment in a
way that meets the specific needs of older adult participants and supports their wellbeing and
quality of life?

A community group was established encompassing adults aged 50 and over. Weekly, 90-
minute workshops were held online for 8 weeks that included singing, songwriting,
improvisation and rhythmic practice using iPads. Participants’ iPads were equipped with
various music-making applications including Thumbjam, whose interface used the
Figurenotes system of notation (Uusitalo, 1996). The data collected included interviews and
focus groups. An analysis was undertaken using the cloud-based qualitative data analysis
tool, Dedoose.

While findings from our thematic analysis of the interviews and focus groups expressed some
of the difficulties of using technology in an online environment, such as feeling lost and
constrained, there was also a sense of achievement. Generally, technology was considered an
“add-on” to music that could enhance its accessibility, rather than as an integral part of the
music. Significantly, the creative process and outputs of the groups could be interpreted as an
example of overcoming resistance and other obstacles to music learning, producing
meaningful moments of "mini ¢" creativity (Beghetto & Kaufman, 2007).

This research has implications for facilitators and for older people in contributing to our
understanding of issues related to accessibility and online environments. Our research further

identifies both challenges as well as some possibilities for creative musical exchange among
older adults in an online environment.

(Abstract 333)

What'’s changed since Wise (2013)? New Zealand classroom
music teacher beliefs and pedagogies in the digital age.

Martin Emo
Te Herenga Waka - Victoria University of Wellington, NZ
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Statement: In 2013, Wise (2013) examined the beliefs and practices of classroom music
teachers with digital technology in four secondary schools in New Zealand. He identified that
digital technology was predominantly used to support traditional skills and knowledge in
composition. Wise argued that the beliefs and attitudes of teachers about digital technology
were central to their experience of it in their classrooms. The study was concluded that while
there was evidence of teachers changing their pedagogical approaches in response to digital
technology, transformational change has not yet occurred. 10 years later, drawing from my
on-going doctoral research, this paper reports on secondary school classroom music teacher’s
current beliefs, practices and pedagogies in relation to digital technologies. Following
presentation of data from a nationwide online survey (N=156) of 40% of New Zealand
secondary music teachers, | will report on the findings from 6 case studies that focus on each
teacher’s beliefs about music education and experience of digital technologies in their
classrooms. This phenomenological study reveals a considerable shift in both beliefs and
pedagogies compared to those of Wise’s study. Analysis suggests two important factors for
this shift; the embedding of digital technology in teacher pedagogy and musicians having a
strong influence on the content chosen in classroom music education. This paper will
conclude with possible implications for pre-service and in-service education in how to
consider the beliefs of music teachers.
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(Abstract 334)

'‘Make them her you': practitioner voices on musical theatre
education and training.

Scott Harrison and Jessica O'Bryan
Griffith University

This paper reports on an extensive project that explored current musical theatre education and
training approaches and their impact on the profession. Interviews were undertaken with
more than 100 musical theatre practitioners and educators and included luminaries such as
Stephen Schwartz, Liz Callaway, Lynne Ahrens, Maury Yeston and Claude Michel
Schoenberg, alongside principals of leading musical theatre academies in Australia, North
America, the United Kingdom and Scandinavia. Experienced performers and recent
graduates were interviewed as well as choreographers, directors and musical directors. This
comprehensive corpus of data provided valuable insights into the art-form itself, and also into
aspects of preparation for the profession.

Preliminary analysis of the data indicates the core components of singing, dancing and acting
remain highly relevant, though the use of the term ‘triple-threat’ to describe the acquisition of
these skills is somewhat contested. Experienced performers also noted the need for education
to embrace more business, media and marketing skills, an approach many conservatoires
appear to have been slow to embrace. Dedicated training in unique skill sets and attributes
such as directing, creative design and show development were also seen as highly relevant,
while many participants referred to the need for formal training in a side-hustle or

alternate, complementary career path.

A central theme to emerge included a focus on health and well-being, particularly mental
health, while developments in the #metoo movement generated further commentary.
Furthermore, it became clear that a more systematic approach is required to encourage
students from diverse backgrounds to undertake formal training in musical theatre to ensure
the profession itself is representative of a diverse society. Early intervention, financial
support, and awareness-raising were identified as key components of strategising for a more
representative profession.

The full findings from the project will be reported in a forthcoming monograph by the

authors. The presenters would like to acknowledge the many participants who have
generously contributed to the project to date.
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(Abstract 336)

Plural possibilities of improvisation in music education: An
ecological perspective on choral improvisation and wellbeing

Eeva Siljaméki
University of the Arts Helsinki

Improvisation, particularly free and vocal improvisation, is still seeking a stable position in
music education practice and research, although its value has been long recognised in music
educational contexts and beyond. The inclusion of improvisation is often supported by
referring to its potential for learning, wellbeing, or equality, but how these affordances
connected with music making are brought about, and whether they can be assumed to be
universal, has been less discussed. This presentation introduces the work of a completed
dissertation that aimed to identify the plural and holistic affordances that improvisation can
offer to music education. With an instrumental multi-case study design including three sub-
studies and a summary, the dissertation provides diverse perspectives on exploring the
phenomenon of improvisation. Empirical material was collected with ethnographic methods
from two adult choirs, with the researcher positioned as an insider. Adopting a
socioecological research framework, the dissertation draws on Tia DeNora’s sociological and
social psychology perspective on the interrelation of wellbeing and music, as well as
anthropologist Christopher Small’s conceptualization of musicking as a social and relational
process. The first sub-study is a collective case study contextualizing the research literature in
music education. The study highlights the need to develop opportunities for learners to
engage in a variety of approaches to improvisation, and unwraps the diverse ideals and
tensions surrounding the teaching of improvisation. The second and third sub-studies are
empirical cases: an arts intervention choir for university students living with social anxiety,
and a free improvisation choir for adults with mixed skills. The findings from the intervention
choir study make manifest that combining choral singing and improvisation with health care
expertise offered the participants a safe environment and social space for developing
interaction skills and coping with social anxiety. The results from the free improvisation
choir study showed that the vocal and bodily improvising practices afforded the participants
resources for constructing both their social and musical agency, as well as opportunities to
explore playful collaborative musical learning, and thereby their deeper wellbeing. There is a
need to recognize the conditions that either support or hinder the social participation and
diversity of learners, and furthermore their wellbeing and equality. More emphasis should be
placed on the reciprocal co-construction of musical learning environments that support an
experience of safety and participation, and the endorsement of all kinds of voices, as well as
exploring the capability to encounter the inherent uncertainty of improvisation.
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(Abstract 338)

Examining a Different Kind of 360: Popular Music Education in
the United States

Kat Reinhert and Steve Holley
Kat Reinhert INC

As popular music education flourishes in the United States, so does the need to identify,
explore, and interrogate emerging approaches to teaching and learning through popular
music. Unfortunately, students in music teacher education programs receive little to no
experience or pedagogical content knowledge with regard to popular music (Colguhoun,
2019; Davis & Blair, 2001; Springer, 2016), resulting in a lack of the skills needed to
authentically approach popular music in the modern music classroom. How can these spaces
be re-imagined to incorporate the experiences and learning practices of popular musicians?
Specifically, how can popular music educators—who have relevant experiences in creating,
recording, performing, and teaching popular music—add to the conversation and affect
change from within the profession, allowing the voices that have been absent from these
spaces to clarify and interpret how popular music is learned on the gig and thus facilitated in
the classroom?

360 Model for Artists

LIVI TERTAINM

In the music industry, a 360 deal engages the musician in a comprehensive business
relationship with their record label—encompassing every supplementary aspect of their
career to ensure the musician has the foundational support to develop into the well-rounded
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artist capable of existing in any number of creative venues. Re-imagining this relationship as
a heuristic helps identify the types of experiences and content knowledge beneficial to
teachers and students as they engage in a popular music space. This experiential relationship
explores and examines how these qualities are related and, more deeply, how they form a
circle of knowledge and understanding that will support the collective as they explore the
many facets of popular music education.

This presentation revolves around the sub-questions of “How do the learning practices of
popular musicians inform their teaching practices in popular music?” and, further, “How
might we fold in elements of the learning and teaching practices of popular musicians into the
music teacher education process?” bell (2016) notes, “To make (popular music pedagogy)
sustainable, we need to connect with communities of popular music makers to help us find
our flaws and pick apart our pedagogies” (para. 36). At present, popular music in schools in
the United States is not typically facilitated by popular musicians. More than being illogical,
this is unjust (bell, 2016). Popular music needs critical friends—a loving critique (Paris &
Alim, 2014) of our current arc, to bridge the gap between the academy and the recording
studio, the bedroom producer, and the regular, gigging musician.

(Abstract 339)

Effects of Conductor Attire on Ratings of Concert Bands and Their
Conductors: A Pilot Study

Alec DScherer and D. Gregory Springer
Texas State University
Florida State University

The attire one chooses to wear can affect observers’ perceptions (Peluchette et al., 2006). In
Western classical music settings, performers who wear formal attire often receive higher
performance ratings than performers in casual clothing (Griffiths, 2008; Howard, 2012;
Siddell-Strebel, 2007; Wapnick et al., 1998, 2009). Although conductors act as a “visual
guide” during large ensemble performances (Kumar & Morrison, 2016, p. 1), it is unknown
how conductor attire might affect observers’ perceptions. Therefore, the purpose of this study
was to examine the effects of conductor attire on the evaluation of ensemble performance
quality and conductor competence. A secondary purpose was to examine to what extent
conductor gender might contribute to participants’ ratings.

Participants, who were undergraduate students enrolled in concert bands, listened to audio
recordings of identical concert band performances paired with still photographs of a male or
female conductor model wearing formal and casual conductor attire. For each excerpt,
participants rated the quality of the ensemble performance and conductor competence on 10-
point Likert-type scales. Using yes/no response questions, participants indicated whether they
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believed their ensemble performance and conductor competence ratings were influenced by
conductor attire.

We conducted mixed-design ANOVAs to examine the effects of conductor attire, conductor
gender, and presentation order on participants’ ensemble performance and conductor
competence ratings. Results indicated a significant main effect of conductor attire on
participants’ ratings of conductor competence, F(1, 52) = 5.975, p

.018,mp = .103. There were no other significant main effects or interaction effects.
Significantly more participants believed that their conductor competence ratings were not
affected by conductor attire (n = 40) compared to those who believed that their ratings were
affected by conductor attire (n = 15), (1) = 11.364, p < .001.

Although the majority of participants believed their ratings were not influenced by conductor
attire, results indicated that attire significantly influenced participants’ ratings of conductor
competence. The effects of attire were consistent for the male and female conductor. Because
our data reinforce that attire can affect observers’ perceptions, conductors should carefully
consider their attire choices. Furthermore, the incongruence between participants’ beliefs and
ratings suggests a need for conceptual conversations regarding personal bias based on visual
indicators. Future researchers might examine whether bias training might reduce these
effects. Additional implications and suggestions for future research will be discussed.

(Abstract 340)

Historically informed performance: Songs embedded in /Xam
stories

Aletheade Villiers and Menan du Plessis
Nelson Mandela University
Stellenbosch University

This paper draws on some of the songs that were incorporated into stories, collected by
Wilhelm Bleek and Lucy Lloyd in the late nineteenth century from their /Xam and Katkop
consultants. In 1879, Lloyd invited /Hang#kass’6 to perform some of the songs separately in
the presence of the musician, Charles Weisbecker, so that the melodies could be written
down. Lloyd herself wrote down and partially translated the lyrics. The lyrics were translated
more fully by Dorothea Bleek in 1936.

While the stories have been discussed in the fields of anthropology and sociology, there is no
evidence that the songs that are included in the stories have been performed since they were
first written down one and a half centuries ago. In embarking on historically informed
performance one usually draws on historical documents and descriptions of performance
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practices. Documentation of performance practice is limited, so the authors draw on
linguistics for the pronunciation of the /Xam lyrics, the musicological commentaries of
Percival Kirby on Weisbecker’s transcriptions, and the African tradition of incorporating
songs into stories. Moreover, the authors present a theoretical background on /Xam folklore,
within the context of storytelling as a cultural practice, and discuss the structure and meaning
of the stories. Additionally, a pronunciation of the texts in the /Xam language including the
special speech of animals as evident in the songs is provided.

(Abstract 341)
Reclaiming identity and the neo-Khoisan revivalism

Aletheade Villiers
Nelson Mandela University

Within the global context of indigenous movements, there exists, post-1994, the neo-Khoisan
Revivalist Movement in South Africa. The impetus of the neo-Khoisan Revivalist Movement
has been the Indigenous and Tribal Peoples Convention (1989), the United Nations Draft
Universal Declaration on the Rights of Indigenous Peoples (1994) and most recently, the
Traditional and Khoisan Leadership Act (2019).

The revivalist movement is characterised by identity reclamation, land claims and cultural
identity. In this paper, the researcher presents the central thesis for reclaiming identity
through a grounded theory study design. Interviews were conducted with members of the
neo-Khoisan revivalist movement to determine their perspectives on Khoisan identity, how
Khoisan identity is promoted and reclaimed after centuries of neglect, subjugation and
annihilism. The themes that emerged from this research and the data analysis reveal that
perceptions of identity are dynamic, multi-dimensional, personal, and communal, and are
connected to self-esteem and self-respect.

(Abstract 342)

Use of Information Technology in Chinese Music Classes for
Junior High School Students:A Strategy to Present Students’
Aesthetic Perception

Xinyu Huang
The Affiliated High School Of Shenzhen University
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In 2018 the Ministry of Education P.R.C launched the “Education Information 2.0 Action
Plan”, which aimed to achieve a full coverage of information technology on campus as well
as in teaching and learning processes by 2022. Educational information, as summarized by
Julia Gillen and David Baron, can enhance cognitive development and assessment practices
through curriculum interventions that support learning communities to work collaboratively
in problem solving and the co-construction of knowledge. This research uses tool mediation
by Vygotsky as theoretical background and taxonomy of play developed by Corinne Hutt as
research framework. 550 students in Shenzhen, China will be the object of the research. After
self-report and qualitative research has been used to explore the relationship between digital
tools and music aesthetics, it is found that information technology can be used by junior
students in three ways: the emotional expression, imaginational display and realistic
portrayal.

Table 1: Deductive framework established for initial categorization of
observational data: aligning the concept of tool-mediated activity with the object of play.

(Bird et al., 2014)

Camera-as-tool

Object of activity Behaviours Observation

Epistemic play Exploration

Problem solving

Skill acquisition

Ludic play Symbolic

Innovation

(Abstract 343)

Gallery Suite, Four-Hand Piano Pieces based on the American
Struggle Series Paintings by Jacob Lawrence

Daniel Perlongo and Susan Wheatley
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Indiana University of Pennsylvania

BACKGROUND. This poster session combines the visible voice of music with the African
American artist Jacob- Lawrence’s (1917-2000) creation of his diverse “American-Struggle-
Series” replete with indigenous, African-slave, and immigrant influences fighting for
freedom. Lawrence’s paintings inspired Gallery Suite composed by Daniel Perlongo, for 4-
hand piano in 5 movements: 1.“Rally-Mohawks;” 2.“Hoorah!” 3.“Independence;” 4.“Again
Hoorah!” and 5.“River-Crossing.”

OBJECTIVES. The project goal is to express the visible voice of music with Lawrence’s
artwork portraying the American revolution. Each piece, based on Lawrence’s paintings,
includes references to well-known American songs: Revolutionary song "Yankee-Doodle”;
Civil War song "When-Johnny-Comes-Marching-Home”; “Shaker- tune "Simple-Gifts”;
African American spiritual "Michael-Row-the-Boat”; and the patriotic "Star-Spangled
Banner.”

CONTENT. Lawrence’s paintings and their musical counterparts are as follows.

1. “Rally Mohawks” depicts ‘Mohawks’ tangling in a melee of multicolored feathers -
Lawrence’s vision of the Boston-Tea-Party. The music spirals in a fast 3-beat tempo
pouring tea into the harbor followed by a slow Yankee- Doodle ‘stuck a feather in his
hat’ as patriots drolly masquerade in Mohawk feathers and macaroni wigs.

2. “Hoorah!” reveals Lawrence’s revolutionists with beads of sweat amid seven sword-hilts
symbolizing a governing majority. The music serves as an interlude bouncing in 5’s and
6’s to sound the contentious debates surrounding the Constitutional Convention. Driving
rhythm brings Johnny home renewed with a hopeful “...hearty welcome, hoorah!”
- but leads to a never-ending DaCapo trailing off with Lawrence’s ending ellipsis, “We,
the people ... establish justice, ensure domestic tranquility...” — principals that have yet
to be realized in the Unites States of America.

3. “Independence,” Lawrence’s July-4" tribute depicts pioneers’ struggles to harvest hay.
The music is an ironic reminder that freedom is often hard-won, emphasized amid
cadential repetitions of “Tis-the-Gift-to-Be-Simple” in 3/8 time. The music turns in
endless refrain “to turn-turn will be our delight ‘til by turning we come ‘round right.”

4. “Again Hoorah!” is a DaCapo of the interlude music “Hoorah!” repeating the bouncing
5’s and 6’s to sound the 15 years of Constitutional debates before ratifying the
Constitution in 1789 with the compromise of counting the slaves as 2/3 of a person. This
repeating interlude emphasizes Lawrence’s unfinished inscription, “We, the people ...
establish justice, insure domestic tranquility...” but not freedom for all.

5. .“River Crossing” harmonizes Lawrence’s three boats foundering — a violent sacrifice of

immigrants and slaves in nation-building. The music infuses a black spiritual “Michael-
Row-the-Boat” with the “Star-Spangled Banner” expressing hope for the Promised Land
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quoted in Deuteronomy, hope in seeing broad stripes and bright stars so gallantly
streaming, and hope for one day in the distant future to finally realize freedom and
equality for all.

METHODS. Gallery Suite captures the visible voice of Lawrence’s paintings through
Perlongo’s musical renderings. Pianists Perlongo and Wheatley perform Perlongo’s suite
accompanied by a slideshow of Lawrence’s paintings for school and community audiences
who respond to the music interactively as they recognize the American song-quotes and
explore the diverse aspects of a democracy and the hard task of ensuring freedom and
equality for all.

APPLICATION. This session demonstrates how music education can unite composers and
professional artists to create multimedia experiences imparting diverse social-cultural
contexts and universal concerns.

FIGURE 1. Jacob Lawrence Select Paintings with their Corresponding Music:
(from *The American Struggle.” Turner, Elizabeth Hutton and A
Jocob Lowrence: The American Struggle. Salem, MA: Peabod

al Settings
ron Bailly, editors.

Gallery Suite, Four -Hand Piano Pieces
Movement 5. River Crossing
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FIGURE 2. Musical Excerpts fromGallery Suite

A five-piece suite for 4-hand piano

Gallery Suite, Four-Hand Piano Pieces
Movement 1. “Rally Mchawks'
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(Abstract 345)

Leadership Awareness and Professional Identity in Ensemble
Conductors

Anne Halloran Tortora
Saint Bernard School/Creighton University

The role of an ensemble conductor is steeped in centuries of tradition. While the academic
preparation for individuals entering the profession has typically included elements of
musicianship, a gap in existing literature was noted between pedagogy, leadership styles, and
professional identity. The purpose of this qualitative phenomenological study was to examine
the lived leadership and professional identity experiences of exemplary ensemble conductors
during their formation. This study sought to answer the following question: How do lived
leadership and professional identity experiences of exemplary conductors contribute to their
development as students, studio teachers, and in performance settings?

Conductors identified by their peers as exemplars (either currently teaching/conducting in
higher education or emeritus/a; possessing established records of juried or adjudicated
performances in professional settings as well as established records of clinicians and
adjudicators; recognized as published authors, and for their achievement as educators on
several levels) were invited to participate in an interview process recalling their experiences
with conductors in pre-academic, academic, and professional settings. The themes emerging
from an analysis of the interview transcripts were (1) concept of conductor, (2) recollection
of pedagogical environments, (3) leadership practices and mindsets, (4) balance in the
rehearsal room, and (5) the next generation of conductors.

This study confirmed that pedagogues exert significant influence upon their students
development of leadership styles and professional identities. It also supported the fact that
pedagogical environments in which trust is bestowed and control is shared are advantageous
to musicians’ growth and engagement. Each of these findings were supported by the
literature reviewed for this study. The Orpheus Model was used to assist in framing
leadership practices most relevant to music educators and ensemble conductors (Orpheus
Chamber Orchestra, 2021). Professional development for music educators and conducting
pedagogues, and comparable supportive instruction for pre-service music educators and pre-
professional conductors are offered as solutions. The goals of this workshop are: (a) to
provide participants with the opportunity to reflect upon the leadership model they practice in
the classroom and on the podium; (b) to raise participants’ awareness of manners in which
they can intentionally develop leadership in their own students.
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Comparable Examples of Practicing Trust and Sharing Control in Ensemble Settings

Qualities Orpheus Leader Musical Leadership

Balance Possess the ability to move between Recognition of one’s own skill
one’s own point of view and ket and musical plan while
actively solicited input from memb eliciting active engagement
ers of the organization. Possess the receptive and expressive) from
ability to “read the room.” ensemble members.

Fairness Faithful development  and Develop environment  that
maintenance  of an honest includes clear expectations of
workplace environment. Remain  jmusical responsibilities and inv
ppen without immediate, untoward ites ownership of final product.
udgement of input from members
pf the organization.

Synthesis Blend input from others with their Encourage continued

own. Seek the best and use it. excellence  in performance
technique  and practice  while
promoting its value within the

final product.

Decisiveness [ead with energy and trust in one’s Trusting that one’s ensemble

own ability to make decisions as Imembers possess the
heeded Imusicianship and
understanding that will enable

them to fully participate in a
collaborative setting. Come to

the podium with the energy

level required to move the
ensemble  through the work
phead. Be prepared to make

decisions that will best serve
the intent of the composer.

(Abstract 348)

Stepping into the unknown: The experiences of tertiary piano
students studying improvisation

Andrew Sutherland and Stewart Smith
Edith Cowan University

For many music students studying classical piano in tertiary institutions, techniques in
improvisation are not included in their undergraduate curriculum. Despite acknowledged
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musical benefits of improvisation, piano pedagogy curricula remains firmly rooted in the
nineteenth century, focusing on the performance of the familiar canon of classical repertoire.
In this study, in which we set out to explore the possible benefits of introducing formal
improvisation lessons, eight students were selected from two universities in Hong Kong and
Perth respectively. Using an active research methodology, the students were given four one-
hour improvisation lessons each of which was followed by a focus group interview. In
addition to making recommendations for improvisation to occupy a space in undergraduate
classical piano curricula, other unexpected findings regarding group teaching for pianists, and
teaching across an international context are presented.

(Abstract 350)

Movement Experience for Musical Understanding

Maria Papazachariou-Christoforou
Department of Arts, European University Cyprus

Numerous scholars have emphasized the need to integrate movement into the music
classroom at the preschool and early school levels (Achilles, 1991; Cohen, 1999; Young,
1982), due to its critical role for musical comprehension. Movement is essential to musical
development, for whenever one performs or listens to music with comprehension. Children
love to move, and movement is evident in the “musical lives” of children from infancy. Moog
(1976), Blacking (1973) and later other researchers (Campbell, 1991; Harwood, 1998; Marsh,
2008; Riddell, 1990), reveal that movement, dance, and musical games are in the core of
children musical behavior.

Systematic kinesthetic experiences, allow children to understand musical concepts (Shiobara,
1994, Young, 1982), support rhythmic ability (Conway, 2003; Gordon, 2003) and promote
creativity (Gilbert, 1992; Lloyd, 1998; Pica, 2004). Significant are also research findings that
firmly emphasized the relationship between the use of movement and the enjoyment of
musical engagement among children (Dunn, 1999; Young, 1982). Pica (2004) argued that
movement activities are non-competitive, child-centered forms of participation in a music
classroom that facilitate exploration, discovery, and enjoyment. In music education,
movement is implemented in diverse ways; from large non- discrete muscular movements
(movement that does not conform to beat or pulse) to beat-synchronized movements such as
clapping, tapping, finger tipping, marching.

Although not a music educator Rudolf von Laban developed a movement framework that
influenced music education. Laban (1971) argued that the structure of music can be
expressed through movement and is inseparably linked to the perception and understanding
of musical concepts. Therefore, kinesthetic experience in various qualities and efforts could
provide to individuals a movement vocabulary to experience music with comprehension. For
that, Laban (1971) proposed four effort elements, including time, weight, space, and flow.
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Drawn from Laban’ s movement framework, I will present practical suggestions that:
enhance body awareness and support expressive movement performance, (b) encourage the
use of flow and non-locomor movement and, (c) develop locomotor movement with stylistic
interpretation. The recommended activities foster musical understanding and rhythmic
competency.

Participants will have the opportunity to actively engage in kinesthetic activities that
incorporate the whole body based on theoretical framework of Laban, that provide foundation
for the above objectives. Traditional melodies and chants (from Cyprus and Greece) in a
variety of melodic modes, complex meter and rhythm will be used in the workshop.
[indicative example activity in template 1]

The workshop will allow participants to reflect on ‘hands — on’ activities and explore
suggestions that could enhance musical comprehension through bodily experience. They will
experience how the implementation of movement activities in the early childhood class can
enrich young children’s motor, auditory, and gestural interpretation of music.

Template |
Cypriot Lullaby
Cypriot Traditional

Slow
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TN —— N N R —] ]
i,i j - - | - j3 P —
5
Qﬁ i Y F_—? T i Y — i T K T " |

: - Al Yy

o - - -
Suggestion:

Sing the song gently using a neutral syllable. Invite students to stand in self space and relax. Tell the
students that they are in a valley full of colorful butterflies. The butterflies stop and rest with the students.
Sing the song several times. During each repetition, invite students to five the butterflies a ride by gently
moving the part of the body where the butterfly is resting or sitting. Challenge them to use their
imagination and choose a different body part each time (e.g., head, shoulder, hand, foot, nose, etc.). Then,
sing the song again and occasionally pause singing. Ask the student to freeze when the singing stops.
Finally, stop singing and have the students freeze. Walk around the frozen students and pretend to collect
the butterflies and put them in a box. Each time you put a butterfly in the box, sing the resting tone.
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(Abstract 353)

Perceived Parenting Styles and Self-Regulated Music Practice of
Chinese Music Majors

Chunxiao Zhang
The Education University of Hong Kong

“Authoritarian, highly controlled, and academically focused” seems to be a stereotype of
Chinese parents when dealing with education issues of their children. Currently, whether
high-achieving music majors, especially those with a high level of self-regulated learning in
music practice, have “tiger” parents and receive parental strict requirements while learning
and practicing music has inspired the researchers’ interests. The current study focuses on this
topic and explores the effects of different Chinese music majors’ perceived parenting styles
on self-regulated music practice. The category of parenting styles in the current study was
adopted from Baumrind (1971)’s and Chao (1994)’s relevant theories, which included four
categories of parenting style: authoritative, authoritarian, permissive, and training.

This presentation plans to answer the following questions: 1) What are the current
characteristics of Chinese music majors’ parenting styles and self-regulated music practice?
2) To what extent are perceived parenting styles correlated to self-regulated music practice?
3) Whether musical efficacy plays a mediating role between perceived parenting styles and
the level of self-regulated music practice?

To answer these questions, a survey study was conducted. The questionnaire link was
distributed to Chinese music majors by contacting familiar university teachers. Data
collection has recently been completed, resulting in 1,268 responses. We are currently
analyzing the data with descriptive and inferential statistics (e.g., correlation, regressions, and
path analysis) for in-depth understanding. Preliminary findings show that the authoritative
and training were dominant in the Chinese music majors’ perceived parenting styles.
Moreover, the four parenting styles significantly impacted students’ self-regulated music
practice. The detailed data analysis process and results will be presented at the conference.

The present study will reflect the relationships between parenting styles and self-regulated
music practice, which may bring practical significance to parents, teachers and, music school

administrators to be aware of the different effects of parenting styles on music students’ self-
regulatory development.

(Abstracts 360)
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Tensions between assessment and music teachers’ values in the
Swedish compulsory school

Johanna Antonsson
Malmo Academy of Music, Lund University

In 2011, Swedish teachers in compulsory schools implemented a new curriculum
(Skolverket, 2019). With this, a new era of measurement was brought into Swedish
classrooms. Because of the wording in this new curriculum and the music syllabus, music
teachers had to assess their students on a variety of instruments, different aspects of
composition as well as their knowledge of the effects of music on the individual and society.
This led to many teachers feeling obligated to ‘tick the boxes’ and focus on assessment rather
than learning, using rubrics and digital tools to keep track of their extensive documentation.
In the autumn of 2022, the Swedish compulsory school gets a new curriculum and new
syllabi for all school subjects which are said to make it easier for teachers to make overall
assessments of students’ abilities.

In the present study, which is a part of my PhD project, | have interviewed five music
teachers in compulsory schools in the south of Sweden focusing on how they work with
assessment and grading in and out of the classroom as well as talking about what their ideal
assessment and grading practice in music would be. The analysis has been based on Clarke
and Braun’s (2000) six steps of thematic analysis. With a focus on Hammerness’s (2006)
teachers’ visions as well as examining the concepts of music teachers’ discretionary power s
(Houmann, 2010) the participants’ statements are studied with a theoretical point of departure
in social constructionism (Burr, 2015).

The findings indicate a potential struggle between what the music educators ideal practice
would be and what they perceive they must do, both according to regulations as well as in
relation to society’s increased focus on assessment and accountability. However, the teachers
have, to some extent, internalised the curriculum and music syllabus and made it a part of
their ideal practice, thus decreasing the struggle between their beliefs and external
regulations.

It is vital for music education to constantly discuss what quality in music and learning is. It
appears to be easy to ‘fall into” an assessment practice where only that which is
straightforward to assess and can be measured without any competence in music education is
communicated and focused upon. With this project, the aim is to aid the discussion about
what quality in music and music education is, thus assisting music educators to claim their
place as the ones capable of making these judgements.

(Abstracts 363)
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Catherine Elizabeth’s Story: The Life and Voice of a Music Teacher

Lori Gray
Lori T Gray

“I am very proud to be an Arts educator...It’s stinkin’ hard, and nobody knows what we do,
and nobody understands how difficult it is, and | love what I do, and | value what | do, and |
know the importance of it. But nobody really gets that” (Catherine Elizabeth).

The purpose of this multi-case project is to document the lived experiences of PreK-12 Arts
teachers to expand the broader community’s understanding and knowledge of what it means
to be a contemporary Arts teacher in the United States. Catherine Elizabeth has been an
active participant in the writing of her case study to ensure her unique voice as a Music
teacher is represented in her narrative. She has contributed a self-portrait statement, a
personal and professional timeline of events, and vignettes connected to stories from her
interviews.

This paper presentation will share the method of inquiry for this project which includes three
semi-structured interviews and multiple writing assignments. In addition, the presenter will
highlight quotes from Catherine Elizabeth’s story and discuss their implications for
Education and Arts Education. For example, when asked if she has ever questioned her
decision to become a Music teacher, Catherine Elizabeth exclaimed:

Yes! Of course, I have! Like, I’'m crazy, right? I’m crazy because I can’t own a home in the
city that I live in, because I can’t afford it. ’'m crazy because I’'m a one income family and I
have to budget my son’s winter clothes...I’m being held to expectations that I’'m a classroom
teacher and also, | have to have my numbers up. I have to have parents like me, | have to
have kids like me, I have to have admin[istration] like me...Oh yeah and we’re gonna now
have common assessments, but you have to look good and sing the National anthem, but
we’re not going to grade that and we’re not gonna pay you for it. I think, you have to have a
level of dedication to be an educator of any kind at any level.

Catherine Elizabeth’s story is unique and full of persistence, challenges, and successes. The
issues she raises with Education related to politics, salary, and expectations and
misconceptions of Arts teachers’ roles need to be examined in Education. This project will
highlight these issues through teachers’ narratives to broaden the community’s understanding
of what it means to be a PreK-12 Arts teacher in the United States.

(Abstract 364)

Teaching-learning processes in the music subjects in the
Bachelor's Degree Teacher in Early Childhood Education
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Marta Casals-Balaguer and Fernanda Vifias Pavon
University of Barcelona

The updating of the teaching plans and the incorporation of new methodologies that adapt to
the reality of the teaching-learning processes is one of the responsibilities of the teaching
teams that make up the different subjects of the Catalan university degrees. In the Bachelor’s
Degree in Early Childhood Education at the University of Barcelona there are two main
subjects focused on music, which are “Musical and Corporal Expression” and “Music
Didactics”. The purpose of both subjects, which are developed consecutively in the 2nd and
3rd year of the Bachelor’s Degree, is to train the student to acquire solid musical and didactic
knowledge and be able to design and implement learning, teaching and evaluation activities
in the field of music.

The objective of this communication is to know the valuation that the students have in
relation to the changes developed between 2018 and 2021 by the university teaching staff,
based on the updating and revision of the teaching plans of the subjects of “Musical and
Corporal Expression” and “Music Didactics”; and analyze these changes from the teaching-
learning processes of both subjects, as well as the continuity and correlation between the
didactic content they offered. The methodology is based on the use of mixed methods that
combine qualitative methodology and quantitative through the design and implementation of
a semi-structured questionnaire sent to the students of both subjects. The questionnaire data
was collected during the month of May 2021 and consisted of three main parts: data on the
sociodemographic profile of the respondent, the block on the general aspects, learning
processes and evaluation of the subject “Musical and Corporal Expression”, and the same
aspects relating to the subject “Music Didactics”. The results show that the continuity of the
contents was achieved with the updating of both teaching plans, with the detection of some
aspects to improve for future updates. Likewise, there was evidence of a correspondence
between the evaluation activities of one subject and the other. Finally, it is stated that the
approaches of both subjects allow a better acquisition by students of musical and didactic
aspects of music teaching.

(Abstract 365)

The teachings of jazz and popular music in the music education
scene in Barcelona

Marta Casals-Balaguer
University of Barcelona

Barcelona is a city that concentrates a great diversity of artistic training centres, both public
and private, where studies are offered at different levels of education (elementary,
professional and higher), as well as extracurricular studies. Historically, the music studies
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that have been recognised within the academic sphere of conservatories in Catalonia have
been those of classical and contemporary music and ancient music. But throughout the 80s
and 90s of the 20th century, different private music schools began to emerge, incorporating
jazz and popular music studies into their extracurricular educational programmes, a change
that culminated with the incorporation of this speciality in the official teachings of the
Bachelor of Music in some centres in Spain.

The main purpose of this presentation will be to analyse how jazz and popular music students
enter the world of music, and we will focus on studying those issues related to training and
the spaces of transmission and teaching of musical knowledge, above all, centred on the
processes of initiation of musical learning and the dimensions related to stylistic and
instrument selection. To this end, we will present the case of the musical education scene in
the city of Barcelona, where the diversity of centres and academic paths entail multiple
training trajectories that have repercussions and condition the different learning experiences
of future musicians. The methodology used was based on a qualitative perspective and the
main data collection techniques were semi-structured interviews and participant observation.
More than 50 semi-structured interviews were carried out with different agents of the city's
music scene, from musicians, music education professionals, members of the public
administration and qualified informants from the music sector.

(Abstract 366)

Singing social change: An investigation of two U.S. children's
choruses

Kelly Bylica and Cara Bernard
Boston University
Neag School of Education, University of Connecticut

Children’s choruses are often non-profit organizations dedicated to the pursuit of musical
excellence that provide supplemental music education for young people in their communities
(Bartle, 2003). These organizations, particularly those in urban centers, often function as
cultural ambassadors within their communities (McFarland, 2017). Increasingly, arts
organizations within such environs have redesigned their mission statements to respond to
ongoing social change (Foreman-Wernet, 2017). Analyzing these statements can highlight
the values that shape these organizations, thus contributing to conversation regarding the
purpose of the arts in communities (Gaztambide-Fernandez et al., 2016). Parker (2011) notes
that, particularly within urban youth choral programs, there can be a tension as unspoken
priorities may surpass goals laid out in the mission statement. This tension raises questions
about how mission statements promoting social change might be experienced by key
stakeholders, as well as how they are made manifest through interactions, relationships, and
decision-making within these organizations.
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The purpose of this study was to consider how the socially driven missions of two prominent
U.S.-based children’s choruses are defined and made manifest through curricular,
pedagogical, and artistic programming decisions. Questions guiding the research included:
1. In what ways, if any, is the mission understood by artistic faculty in the organization
and manifested in day-to-day artistic practices?
2. In what ways, if any, is the realization of the mission representative of the larger city
and community? To investigate these questions, we employed a collective case study
(Stake, 2006) in two urban centers.

Analysis of the study is bound within these cases—the choruses—each in their own context.
Data included review of mission statements and semi-structured interviews (Rubin & Rubin,
2012) with artistic administrators and conductors. Open and focused coding (Saldafia, 2013)
were used to analyze the data. We formed initial codes and then combined them into larger
themes, creating a cross-case analysis.

Preliminary findings suggest several issues at play in enacting missions in children’s
choruses that prioritize social issues. These include 1) the role of chorus as a “platform” for
tending to social issues; 2) the desire to balance musical excellence and social citizenship;
and 3) navigating tensions between cultivating a larger community and supporting individual
agency. We explicate these findings in order to consider how children’s choruses respond to
and engage with social issues impacting local and global communities.

Authors’ note: A partner study soliciting the perspectives of current and past choristers is
currently underway.

(Abstract 368)

The boundaries of instrumental teaching: Boundary-work applied
in music education practices

Vera Due
Norwegian Academy of Music

This paper reports from an ongoing study examining boundaries in instrumental teaching
practices in higher music education. The research question is: How do main instrumental
teachers in music performance studies in higher music education construct and negotiate the
boundaries of their own role and responsibilities, of the mandate of instrumental teaching,
and of the content and activities in the instrumental lesson? To answer this question, theory
on boundary-work is employed to explore practices of instrumental music teaching.
Boundary-work describes the rhetoric processes of attributing characteristics to a cultural
space to spatially segregate it from other areas. Developed for studying boundaries of science

201|Page



35(h lSME \A\A International Society for Music Education

‘A VISIBLE VOICE'

WORLD CONFERENCE vv\/ Ontine - Juty T7-2, 2022
——

(Gieryn, 1983, 1995, 1999), the theory is also applicable to other instances of social
construction of symbolic boundaries (see e.g. Lamont & Molnar, 2002). Here, boundary-
work is combined with discursive psychology to explore how and with what interpretative
repertoires and resources teachers construct and negotiate boundaries.

Learning to play an instrument at a professional level is a complex and multi-faceted task. In
higher music performance education, the relationship between music students and their
instrumental teachers can be all-encompassing. Lessons can include not only strictly
technical or musical issues, but also issues regarding mental and physical health, career
advice and socialization into the world of professional performing artists.

To address the research question, the project's material consists of video observation of
instrumental music lessons in different classical instruments followed by stimulated recall
interviews with the teachers. The analysis is based on an embodied and material
understanding of discursive psychology (Wiggins & Cromdal, 2020), to identify central
elements of the teachers' boundary-work.

The project builds on the idea that the boundaries of the teacher's role, of the teaching
practice's mandate and responsibility and of the lesson's content and activities, are subject to
ongoing and challenging boundary-work by the teacher, who utilizes, and negotiates
between, repertoires and demands from multiple sources. The application of theory on
boundary-work to music education opens up the practice to questions about inclusion and
exclusion, while focusing on the teacher as a meaning-making agent in the midst of
institutional structure, classical tradition (Bull, 2019) and student demands.

The demarcations of instrumental teaching practices impact what is considered the core of a
musician's knowledge and what constitutes the mandate and purpose of main instrument
teaching. In a broader perspective, the study has implications for the qualification of studio
music teachers and the organization of performing music education.

(Abstract 371)

“I learn by you.” Investigating the role of teacher in beginner
cellists’ musical skill development

Stephanie MacArthur, Jane Davidson and Amanda Krause
University of Melbourne
James Cook University

Background
The role of the instrumental music teacher is critical to children’s longitudinal musical
engagement. However, children’s nuanced perceptions of their teacher and the key factors
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that children value in the teacher-student relationship are rarely examined. As part of a
broader study of seven-year-old children’s lived experience of musical skill development,
this research investigated the influence of the instrumental teacher on children’s musical
engagement.

Aims
To investigate how seven-year-old beginner cellists’ perceptions of their teacher, in this case
the principal researcher, evolve over four years.

To investigate how children’s experience of the teacher-student relationship can influence (a)
effective skill development and (b) ongoing musical engagement.

Method

Through a longitudinal Action Research methodology, 14 seven-year-old children’s lived
experiences of learning the cello were tracked across the first 18-months of tuition and then
monitored for a subsequent three-year period. Interpretative Phenomenological Analysis of
interviews with the children and parents were integrated with the teacher-researcher’s
observations during one-to-one work with the children.

Results

Results indicated that participants viewed their instrumental music teacher as a facilitator of
specialised artistic skill development. As the teacher-student relationship developed over
time, children demonstrated sensitivity to teacher feedback as they sought instruction and
approval. This required careful management by the teacher in order to ensure children’s
independent learning behaviour. Observational findings and qualitative analysis suggested
that children valued being seen and heard by the teacher and these factors were linked to
children’s perceived sense of time and space in lessons. During home practice, the children
and parents reported a deference to teacher directives for practice structure but also as a form
of mediation that mitigated potential difficulty in their relationship. After four years, parents
independently attributed part of their child’s continued musical engagement to an enjoyment
in the relationship with the teacher and within this, a shared affinity for the cello motivated
their development. Together, these results suggested that teacher qualities such as
enthusiasm, empathy and curiosity contributed in part, to children’s long-term musical
engagement.

Conclusions and Implications

This research, conducted by the teacher as researcher, makes a unique contribution to the
literature by identifying that children seek a personally meaningful learning relationship with
their instrumental music teacher. Furthermore, provision of a sense of time and space in
children’s learning environment can engender feelings of emotional safety and creative
freedom; and it is these factors that have the potential to safe-guard longer-term musical
engagement.
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(Abstract 372)

Integrating Music Education throughout the Curriculum: A Meta-
Analysis of Teaching from Kindergarten through University

Daniel Johnson, Kristin Harney and Amorette Languell
University of North Carolina Wilmington

Montana State University-Bozeman

Northern Michigan University

Since the 1990s, innovative educators have designed curricula integrating content from arts
and non-arts subjects to address standards in those respective disciplines. To investigate
teachers’ experiences using this inclusive curricular approach in the United States, we have
examined ways that teachers at diverse grade levels (kindergarten through year 8) as well as
pre-service teachers and their university teacher-educators perceive and practice music
integration. We have also explored how the quality of their instruction aligns with the level of
music integration in observed lessons. We present a meta-analysis of integrated music
education from these three data sources: pre-service teachers, in-service teachers, and
teacher-educators.

Our research employed Bresler's (1995) classification of music integration levels
(subservient, affective, social, and co-equal) as a framework. Additionally, we utilized
established teaching standards of instructional quality to guide our inquiry. Using a multiple
case study design, surveys, semi-structured interviews, and artifacts such as lesson plans and
student work samples, we have considered both quantitative and qualitative data to explore
teachers’ perspectives and practices of integrated music instruction (Creswell, 2013; Miles,
Huberman, & Saldafa, 2014; Stake, 1995).

Our meta-analysis includes a discussion of trends in music integration that span kindergarten
through university learning. We analyzed qualitative data sets inductively and deductively,
demonstrating themes within each case and across cases and then used participants’ own
words to maintain their uniqueness (Creswell, 2013; Miles et al., 2014; Stake, 1995). We
analyzed quantitative survey data statistically and found connections between all data sets
(Creswell & Creswell, 2017).

Our results indicate that both pre-service and in-service teachers as well as teacher-educators
generally reported valuing music integration; however, in practice, they did not demonstrate a
balanced emphasis between music and another discipline or meet standards in both
disciplines. We did not find a direct relationship between teachers' demonstrated levels of
music integration and the instructional quality in their observed lessons. Teachers often
integrated music at low levels while demonstrating overall high quality of instruction. We
identified common challenges in implementing integrated music education at all levels. We
therefore recommend focusing on music integration in methods courses for pre-service
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teachers. Additionally, all teachers need professional development with relevant,
collaborative, and practical experiences in music integration in order to adopt or expand this
instructional strategy.

(Abstract 374)

Conductor as changemaker: Creating a gender parity future for
Australian women composers

Rachel Howley
Queensland Conservatorium Griffith University & Grace Lutheran College

This Australian-based, action research project explores the role of the conductor as
changemaker and their potential for impact in addressing the present gender disparity in wind
band composition. Qualitative data collected through interviews, surveys and the researcher’s
reflective practice informs the interpretation of current statistics, seeking to facilitate change
through the increased visibility of current repertoire and the creation of effective pathways to
enhance future compositional output from women composers. Centering on the experiences
of contemporary Australian women composers, this research brings focus to the social
responsibility of conductors and educators in utilising their sphere of influence to facilitate
change through advocacy, repertoire programming practices and professional networking.
The implications for music education in schools along with conductor, composer and music
educator training in tertiary institutions will be examined, generating recommendations for
educational practice that will lead to a more gender-balanced future for music composition.

(Abstract 375)

Improv Comedy and Music Education

Jake Cassman
University of Southern California Jake Cassman

Students are often initially hesitant to participate in musical activities, due to cultural
differences, stage fright, or simply the fear of making a mistake. One method of overcoming
this reticence is to incorporate the principles and games of improvisational comedy into the
lesson plan. Designed by Jake Cassman, a music director and performer at the world famous
Second City theater in Hollywood, this workshop gives educators the chance to learn about
and participate in the activities that improvisers have used for generations to encourage play,
focus and community. Participants will learn about improv’s origins in New Deal-era social
work and its implications for social justice in the classroom by encouraging and validating
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the contributions of all participants. We will also discuss how improv techniques also fit
nicely with the theoretical frameworks of process-oriented education, divergent thinking,
participatory performance, and deterritorialization of the classroom. Learn how improv can
be used to foster creativity and agency in students and teachers alike.

(Abstract 376)

Improvisation and cross-genre collaboration as audience
engagement strategies for classical musicians

Robert Manley
University of Queensland

This project investigated the use of improvisation and cross-genre collaboration as strategies
to engage a wider audience with Western classical music. Practices of classical
improvisation, following a lengthy period of decline (Moore, 1992), underwent a renaissance
in the early 21st century (Berkowitz, 2010; Bochner, 2010; Dolan, 2005, 2015; Levin, 2011).
Nevertheless, many classical practitioners retain a cautious stance towards improvisation
(Alberge, 2020; Hill, 2017) and the study of improvisation is largely absent from non-jazz
tertiary education programs (Wood, 2019). This is concerning, given that improvisation has
been proven to benefit audience engagement for classical music (Dolan et al., 2018),
addressing widely reported declines in audience participation (e.g. Goldsworthy, 2015).
Improvisation also facilitates cross-genre collaboration (Blumenfeld, 2013; Manley, 2021) —

a strategy increasingly used by “indie classical” musicians to engage a wider audience (Mitic,
2016).

In a pilot project, cross-genre collaboration incorporating improvisation techniques was
trailed by combining classical, jazz and popular music genres through the medium of
chamber music performance. The project formed part of a larger case study that investigated
the multiple socio-cultural facets shaping classical music engagement in a regional city in
north-eastern Australia. Data were generated through surveys of concert audience members
and public stakeholders, as well as autoethnographic reflections of performers.

Findings from the larger study identified engagement challenges for an established regional
chamber music society, substantiated by low interest in classical music among surveyed
members of the public. Disinterest in classical music was particularly high in younger
populations, confirming observations in the literature (e.g. Strahle, 2017). These results
emphasised the need for alternative presentation formats to enhance audience engagement
with classical music.

Key findings from the pilot project demonstrated that cross-genre collaborative processes
were facilitated by musical and organisational forms of ‘disciplined improvisation’ (Bresler,
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2009; Sawyer, 2004). Audience responses indicated that musical improvisation enhanced
engagement with classical music, increasing perceptions of interactivity (Burland et al.,
2014) and emotional engagement (Sloboda, 2014) with performance.

These findings have implications for higher education: If improvisation studies are embedded
in the tertiary curriculum, this grows the capacity of classical music graduates to engage a
wider audience and collaborate effectively across genres. Such strategies are particularly
crucial in regional Australia, where professional work opportunities for artists are scarce
(Australia Council for the Arts, 2017). Innovative presentation techniques can address the
challenge, drawing upon improvisation and cross-genre collaboration to provide a visible
voice for classical musicians.

(Abstract 379)

Exploring The Omnivorous Voice: Multistylism, Voice View And
Artistic Agency In Higher Musical Theatre Education

Guro von Germeten
Norwegian Academy of Music

Drawing on theoretical writings from the academic field of voice studies (Eidsheim, 2019;
Eidsheim & Meizel, 2019), this paper reports from an ongoing music education research
project which deciphers pluralities of vocal tastes and behaviors within contemporary musical
theatre. As a genre, musical theatre absorbs whatever musical style needed to suit its purpose,
expanding and including a wide range of popular musical styles and subgenres to its
repertoire. However, this does not lead to increased vocal specialization within the
profession, but to artistic expectations that each performer should master this multistylism
vocally. Thus, it becomes important to master what can be conceptualized as the omnivorous
voice, a term implying that the voice inhabits a wide variety of vocal outputs and aesthetic
possibilities that both formal and informal, as well as explicit and implicit, vocal training and
performing arts pedagogies will amplify or dampen.

The project reported was designed as a four-week action research study situated within a
group of ten bachelor students and their voice teacher in a higher musical theatre educational
setting. Complete Vocal Technique (CVT) (McGlashan, Theusen Sadolin, 2016, 2017;
Sadolin 2021) was implemented as a technical and pedagogical methodology when working
with four contemporary musicals — A Gentleman'’s Guide to Love and Murder (Lutvak &
Freedman, 2014), Hamilton (Miranda, 2015), Dear Evan Hanson (Pasek & Paul, 2017), and
Hadestown (Mitchell, 2019) — in a course aimed to meet the following curriculum goal:

[T]he students should, after the course, both as part of a group and individually, be able to
identify, reflect upon and perform different musical and vocal styles prevalent in
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contemporary musical theatre, and further be able to identify, reflect upon, and perform vocal
choices that either stabilizes or challenges the field’s or the style’s established vocal
traditions and conventions.

The empirical material, consisting of the students’ written reflection notes, was coded and
analyzed with respect to the concepts of voice view, artistic agency, and the learning of
multistylism. The findings show that working with CVT and the musical theatre voice
challenges long-standing values of classical singing technique as the foundation of healthy
voice production, as well as the concept of “authenticity”, a value commonly cherished
within other popular music traditions. Further, the paper argues that performing, and thereby
also teaching, the omnivorous voice, is not to be considered a general or eclectic attitude
towards vocal technique, but as a specialization of its own.

(Abstract 381)

Can you hear me?: A study of Australian mid-career secondary
school music teachers.

Jennifer Robinson
Sydney Conservatorium/University of Sydney

Mid-career (or second stage) teachers are commonly categorised in the literature as being
between 6 -15 years in the profession. Eros (2013) describes these teachers as stable in their
practice and management, but keen to develop pedagogy and avenues to contribute. This
career stage is often overlooked in research with the spotlight commonly on pre-service and
early career teachers.

The focus of this study is to reveal factors that affect Australian mid-career secondary school
music teachers in their work, exploring motivation and challenge, and aspects that impede
their commitment to the profession. The research is a part of larger qualitative national study
that utilised a survey (n=263) and interviews (n=40) of secondary school music teachers. The
survey contained 45 questions and covered areas relating to career length, age, gender,
qualifications, school type, job satisfaction, work challenges, professional development, the
implementation of the Australian curriculum and career forecast. Within the survey
responses, there were 84 respondents categorised as mid-career.

Ten mid-career secondary school music teachers were selected for interview, with a cross-
section of Australian states and territories, gender, school locations (metropolitan, regional,
remote) and school types (Government, Catholic/Systemic, Independent and Other). Three
music teachers interviewed came from NSW, two from SA and one from each of QLD, VIC,
TAS, NT, and WA. The interviews contained ten questions, focusing on motivation, value,
challenge, stress, curriculum implementation, professional development and career forecast.
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Grounded theory principles were applied in the data analysis, with core themes identified,
explored and compared to the literature.

The mid-career secondary school music teachers in this research were motivated by the value
of music to their students, the opportunity to network and collaborate through professional
development and incorporating technology into their practice. Workload was the main
challenge (reporting, performances, marking and paperwork). Career forecast showed mixed
future commitment to the profession, with many teachers contemplating a change in career
focus.

This research offers suggestions to schools and professional bodies on how to best support
mid-career secondary school music teachers. Their voices need to be heard to enact structures
and processes that will enable them to thrive and confidently continue in the profession. This
research also adds to the literature on this career stage within the Australian secondary school
context.

(Abstract 383)

The problem of the European classical tradition - Spirituality and
Postsecular Education

June Boyce-Tillman
University of Winchester, North West University South Africa

In an age of awareness of cultural and religious diversity the European classical music
tradition can appear to be under threat and many articles in the Philosophy of Music
Education Review — indeed an entire edition — has been devoted to it. The question that this
paper addresses concerns how far its roots in Western Christianity is one problematic aspect
of it. For many years - 1100 — 1830- its history is tightly tied up with the Church which was
its chief patron until the advent of the pubic concert in the nineteenth century. How can
secular education manage these inextricable links? Are there other global traditions with
similar problems and how can we treat these and have treated them? It will look at three
approaches to religious narratives in music — devotional, storying and cultural. Where does
spirituality sit in these various approaches? A case study will be examined of the choir’s
festival of the cathedrals group of universities in the UK. It will use the idea of a musical
chain of memory and the changes of significance for musical pieces. The relationship
between religious and spiritual will be reviewed in the case study. It will also include how the
severing of the religious roots of songs in some collections has denuded them of spiritual
content. It will pose questions for further research. Keywords: Religion, European classical
music, church, post secularism.
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(Abstract 384)

Toward Responsive, Humanizing Engagements With Popular
Music In U.S.-based General Music Classes

Kelly Bylica and Jonathan Edan Dillon
Boston University

There has been increased rhetoric surrounding accountability measures and “evidence-based”
practices in education over the past four decades (Cochran-Smith, 2021). Although such
measures may have been, in part, aimed at standardizing educational outcomes in order to
adequately prepare students for the unknowns of a future world, their impact has been
questioned and challenged by those who argue that such outcomes can result in a crisis of
unquestioned replication wherein predictability and certainty become ends-in-themselves
(e.g., Ball, 2003). In elementary general music settings, this can be seen in codified methods
(Regelski, 2002) that may “foreclose or limit...creative or imaginative options” (Allsup &
Westerlund, 2012, p. 127), thus resulting in the reification of hegemonic structures.

Engagement in, with, and through popular music has, at times, been posited in the U.S. as
antithetical to the issues delineated above, challenging certainty-driven approaches to music
education. Some have even argued that engaging through popular music is a subversive
pedagogical act, a solution for our woes in music education: “I coined the term ‘modern
band’ in 2012 as a means of disrupting the hegemonic structure of music education” (Wish,
2020, p. 118). We argue, however, that despite attempts at using popular music practices to
reimagine how students and teachers relate to one another in the music classroom (see Green,
2017), popular music is often still enacted in U.S. schools using a methods-driven approach.

In this presentation, we explore ways to resist a “one-size-fits-all” curriculum of popular
music education. In particular, we consider how purposeful pedagogical decision-making
(Campbell et al., 2021) and a willingness to engage in pedagogical improvisation can serve as
alternatives to practices that rely solely on pre-planned curricula and outcomes-based ideals.
Further, in order to consider the value of such practices, we draw upon the work of Noddings
(2005, 2013) to examine the ways in which such practices could be driven by a desire to
interact with students in a care-oriented manner that responds to students’ expressed and
inferred needs. Through practical examples in general music settings with children and young
adolescents, we articulate how music educators might utilize improvisatory approaches to
pedagogy as a way to refocus popular music education on the relationship between learners,
educators, and content. We argue that within this space, teachers and students can be
positioned in a caring-with relationship (Hendricks, 2018), mutually seeking liberation
through popular music engagements that support wonderment, curiosity, and deep
consideration of contextual relevance.
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(Abstract 385)

Visible Voices through community and adult music in the making:
Teaching and Practice.

Jes Grixti
Western Sydney University International Society for Music Education

The context for this paper is the Teaching and Practice at the Band Clubs School of Music
(BCSoM) based in Malta. It also constitutes ongoing research of which early data will be
shared in this presentation. The question to be considered and explored revolves around the
teaching approach and the performance practice. The Teaching approach examines the
methods and techniques applied, while the Performance practice focuses on the repertoire’s
choice and its social connection and implications. It also evaluates how such practices may
improve and be diversified if required.

Th