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Cultural intelligence in facilitating musical arts experiences at the
Kenya Music Festival

Emily Akuno
The Technical University of Kenya (Kenya)
eakuno@yahoo.com

Abstract

Music learning is a factor of gaining meaning ie iresence of a music stimulus. The
experience of music in any context leads to thestex of knowledge of both a cultural and
aesthetic nature. Participation at music festiwaith their diverse artistic and cultural
demands and provisions, is one avenue for the dpweint of knowledge in music. It calls
for the development of multiple intelligences, sooh&vhich facilitate the negotiation of
cultural meanings. Cultural Intelligence (CQ) piaes a conceptual framework for
negotiating the learning that occurs in music penfince, and that one needs to develop to
enable them function effectively as musicians ffedent cultural orientations. This paper
considers CQ Knowledge and behaviour in a bid tmawt for the ability to effectively
negotiate and interpret music from diverse cultufé® study is situated in the activities of
the Kenya Music Festival (KMF), a context of manysic styles from diverse cultural
backgrounds. This environment provides a challapgiatform for the activities of both
performer and judge. Both artist and critic oughirtake meaning of their musical
experiences in order to either perform meaningfathadjudicate effectively. With the
understanding that music perception and learningaddappen in a vacuum, and that new
understanding is built on concepts acquired froaevious (cultural) experiences, a performer
relies on past (musical arts) experiences to nagothe intricacies of the artistic expressions
from cultures other than his/her own. This papei@es the role of CQ in facilitating
experiences that result in musical arts educatiddM. It further articulates the role of CQ
in the learning of music of diverse cultures. Tisiachieved through the interrogation of
several festival scenarios and activities. It aoné that CQ is a significant contributor to an
effective musical arts education.

Keywords: cultural intelligence, musical arts educationfund, music perception, music
festivals

Introduction
Background
The Kenya Music Festival is a site for multi-cuilinteraction through the performing arts
of music, dance and elocution. It is an annual ethaat brings together learners from Nursery
school to University, presenting solo, small anndéaensemble works. Each year, the Festival
Executive Committee articulates a theme to crealtesion in the activities. The works of art
presented at the festival are either composediectee by the competitors, other than for the
classes referred to as ‘Set Piece’, for which arnomitem is presented by all eligible and
qualifying participants.
The works include:
1. Cultural Dance:
a. Solo — of oriental genres;
b. Group — Kenyan, Oriental, the rest of Africa andstéen styles;
c. Singing games — for nursery and lower primary sthpapils, African and
Western styles.
2. Elocution:



a. Solo — in English, Kiswahili, French, German andnian dialects. This
covers verse and chants, set piece or own compasilihe category also
includes public speaking;

b. Choral — with more than 18 participants, in theglaeges above, either a set
piece or own creation on an own choice or provithesne (by a sponsor on a
topic found requiring of sensitisation, such asoh@d and substance abuse,
respect and care for the environment etc).

3. Music:
a. Vocal
I. Solo — Indigenous African, Western classical, daégenres;

ii. Ensemble — duets, trios, quartets and small chofrsup to 12
performers;

iii. Choral — with indigenous folk songs, Western clzaspieces, set
pieces, African-American spirituals, compositiorsdaptation and
arrangement of existing pieces for voice; trebleglemand mixed
voices.

b. Instrumental

I. Solo — African and Western instruments, with sedcps and own
selection of music;

ii. Ensemble — duets and small ensembles of Africamuim&nts — up to
24 players;

iii. Orchestra — wind, string and full orchestra, witwnoselection of
music.

There is provision for learners with special neetie have opportunity to participate
in all relevant categories. It is always interegtamd humbling to watch the hearing impaired
learners perform intricate cultural dances and sggses; watch and hear the physically
handicapped perform singing games and observeghally impaired compete in the set
piece classes.

Context

The Kenya Music Festival activities present a glaoatext for the practice of performing
arts (Omolo-Ongati, 2015). The diverse genres &ldssof musical arts require a level of
cultural awareness for both performers and obsgiiushira, 2015), and especially
adjudicators who must make decisions on standandisjaality of works in order to
determine performances that are more successfulatiers in representing the selected
genres (Wambugu, 2015). Cultural awareness idiaatrcapability that determines the
effectiveness of both performers and judges in@afka from multiple cultures.

Music has been reckoned as the window into a p&ogléture (Akuno, 2005). It is a
cultural expression that combines symbols thatr@aningful to its users. In order to derive
meaning from the experience of music, one needsea bf Cultural Intelligence. Firstly, this
marks their ability to recognise other cultures’sieuexpressions as valid (music). Secondly,
it allows them to take part in musical activitidirdly, it allows them to derive meaning
from the cultural experiences that the performamecesent. This combined effect of
perception, performance and understanding is miussitsaeducation.

In traditional Africa, music-making normally inclad such communicative
expressions as sound, movement and speech. Thegrapgemented by costume and décor
that enhance the expression of the cultural cotkeatigh movement and visuals. Since these
expressions go beyond the commonly held notionwdioy the term ‘musical arts’ is more
successful in describing the complex events olucaltmusic-making.



The Kenya Music Festival contains musical arts foras from various Kenyan and
international communities. These demand a levekpbsure and conceptual and perceptual
ability to decipher. It is only people with adequatltural knowledge who may be able to
derive meaning from watching music of cultures othan their own.

Theoretical Framework

Cultural Intelligence (CQ) has been defined asragres “ability to adapt to new cultural
contexts” (Earley & Ang, 2003a). Seen as one’sitgtid function effectively in situations
characterised by cultural diversity (Ang, van Dy&e<oh, 2006; Earley & Ang, 2003b;
Earley & Mosakowski, 2004), it is a developed tthdt is as significant as emotional
intelligence (EQ) and intelligence quotient (I1Q).the performing arts that involve cultural
expressions, the capacity to accommodate and makaing of cultural situations different
from one’s own facilitates growth that enables tm&anscend cultural boundaries. It
distinguishes those who can perform effectivelgontexts of diverse cultures from those
whose perceptions are locked in a mono-culturatespa

Cultural Intelligence has been applied effectivialyntelligence, defence and
business. In business, the knowledge or understgradihow a person from a particular
country, race or religion lives and behaves leadsderstanding how that affects the way
they do businessIn music, such knowledge will also serve to figié an understanding of
people’s music-making processes. CQ is also searfragasure of a person’s capacity to
function effectively in a multi-cultural environméf It is adapted by organisations and
businesses as a way of fostering tolerance anchemgacross-cultural interactions. CQ thus
provides a strong basis for the interrogation of ndividuals interact effectively with issues
in a culturally challenging environment, towardsiaslation and adaptation of new cultural
concepts and skills.

There are several perspectives in Cultural Intefige. Whereas C&trategyallows
us to make sense of culturally diverse experierfeesitating the interrogation of one’s
thought processes; Ghowledges about determining the similarities and differes
between cultures. Further, Q@btivation spurs interest and confidence in the one who
functions effectively in culturally diverse situattis, while C(Behaviouris the individual’s
capacity to adapt verbal and non-verbal behaviouhat it is appropriate to diverse cultures.
All these aspects of CQ provide perspectives fgagmg with diversities of cultures in an
intelligent and coherent fashion. It refers to bodintent and process, a comprehensive
intelligence that should enable one to make sehdeerse cultural experiences (strategy),
differentiate between cultures (knowledge), functdfectively in diverse cultural situations
(motivation) and behave appropriately in diversikural situations (behaviour). These are
capacities that develop through the experiencellbfi@l activities.

This study approaches CQ as a way of analysingribeesses that make for success
in music performance and development as acquiredigih participation at the KMF. CQ
Knowledge is adapted as a conceptual positiondittéde the making of value judgement in
relation to musical arts performance, aesthetigkuie-specific), the manner in which the
resources are utilised and level of success in aomzating the cultural content through the
art medium. It guides and contributes to the pentats success in the interpretation of works
of art. CQ behaviour is appropriate for the perfermvho must adapt behaviours that are
appropriate to specific cultures, and needs toldeveehavioural responses that will
adequately cover specific cultural situations. Tgaper adopts personal reflection,

! Cambridge Business English Directpfyambridge University Press
2 www.businessdirectory.com/definition/cultural-itience-CQ.html. Accessed on June 3rd 2015
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interrogating the author’s experiences againstrosebehaviour at the 2015 Kenya Music
Festival national competitions held in Kisumu fr8ffito 13" August 2015.

Experiences at the KMF

Reflections

My first experience of the Kenya Music Festival veasa 9 year old, with the joy of being in
the school choir that performed at a distant sci@re | met girls and boys from many
primary (and secondary) schools. Without knowledihne KMF categories or the stiff
competition, my focus was on singing the songshatmme by my choir masteiwe
presented a three-part set pieBsier Awake Thomas Bateson) where | sang soprano and a
folk song. The next year, | remember singing aitdaseph Dearest Joseph MifMdusic:
Resonet in Laudibug4™ Century German carol, lyrics Translated by Peregimer, 1867-
1936) andrhe Fisherman’s Night Sorfth the Calm Hour of Evening, Arr. R. Jacques) whe
| was in Std 6. These were my introduction to aimaslture that has greatly contributed to
my understanding of and inclination towards charaimusic.

Secondary school gave me six glorious years of ien@cal music repertoire in a
school that had a rich music performing and legriadition. Not only did we have a Junior
and Senior choir, but each house had a choir #réicjpated in the annual Inter-House Music
Competition, for which we composed songs, seleftiikdsongs, and learned set-pieces. In
the choir (s), my experience of Western chorafrarsic expanded, with songs including
Young Molly Hark the Echoing Air; Tell Me Why You Come and Goe Handsome
Butcher; O Hoy Night; Listen to the Laméie. From simple songs to complex madrigals, my
experience of female voice singing grew. In theimakass, writing for female voices was a
favourite composition exercise. This art music egree was enhanced by solo singing of art
songs and arias, contributing to my performandbeatkenya Music Festival.

Later, as a teacher in a girls’ school, | taughisece, wrote part-songs and selected
pieces for the choir under my charge. This musis fwaschool functions as well as
competition at the Kenya Music Festival. When mugs not available, | arranged what |
could for the female voices, yielding literaturattivas acceptable and liked by both singers
and audience.

Multidimensional perspective of CQ

At the 2015 KMF competitions, | observed a numidgiresentations that | wish to
interrogate.

1. Kenyan children performinginging Games - Western Style

This took the form of an array of mostly Englishidten’s songs and rhymes with
movement. The children’s costume was fancy clotmestly soft colours, chiffon and lace
material for the girls. The accessories includadimgs, gloves and hats and the décor
comprised rouge and red lipstick. The singing idellimispronounced texts, and the
movements included dance and skipping. With musiodgthe window through which we
understand a people by contemplating their cultexalessions, observing these games and
listening to the songs caused me to wonder if vemkBnglish children well enough, or
English culture sufficiently to do justice to thehildren’s songs. | feared that we did not
effectively negotiate Western culture, and wondevldt it would take for our children to
meaningfully perform this cultural art.

2. Primary school boys’ set piece

% Mr. Alphonce Maroko was my English teacher, whayeld anelodicaand taught us the set piece, ‘Sister
Awake’ and a folk song. He was a music composerggiteld fine artist, who would draw the most ingfgh
sketches on the chalkboard.
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Lou Williams Wimberly's setting of Henry Wadswortlongfellow’s lyrics,Nightfall, is a
gently flowing 60 crotchets per minute piece, cglfor a contemplative mood. The song
appears far removed from the evening experiencagyyical Kenyan boy of the age that
performed the piece (9-14 years), for whom darkaesksrain would not necessarily bring
such sadness as to require a poem to soothe astlssmess and bring sleep. | imagine the
Kenyan boy’s thoughts would be a reflection ofdagtime chores. His cultural heritage
would include song and/or narrative at the closthefday, engaging in music, dance and
riddles. Yet the experience of music at eveninghared. Since the common factor is the
expressive art, what the young boys had to negatiatis song was the emotion of sadness,
as opposed to tranquility and contentment markiegeind of a successful day.

3. In the composition classes, the new practiogring choral art music presented a
challenge to teachers who would perhaps have beea emtrenched in folk song traditions.
Yet, the increased nationwide access to part-samis prevailing practice of writing music
on a given text theme, and the freedom to writ€igwahili, have made this category less
daunting. Despite ready access to diverse mudigaksa lot of music composed for this
category can be identified idiomatically with locatligenous communities from the rhythmic
and/or melodic tendencies and nuances. Compos#rsiolass use a lot of the more
localised beats, such as the 2+3 quintuple septiogninent in Kikuyu music (Line 1 below)
as well as rumba beat (line 2 below). Several sosgsan upbeat, a mixture of regular and
irregular note groupings, such as Line 3 below dipgpear very common with songs in
Kiswahili:

V ;|

VA

vl
| R
| AR

Figure 1: Sample beats and rhythmic patterns

This mixture of the common and the new demonsti@egosers’ recourse to the familiar to
negotiate the novel, where grounding in the prastmf one’s culture assists in effective
engagement with foreign cultural resources and madde There is evidence of the use of
one’s own cultural knowledge to make use of the nkeallenges and experiences. Rooting or
grounding in one’s culture provides the basic tdofsnegotiating other cultures. The more
similar the new cultural expression is to one’sgedous culture, the smoother and more
efficient the process of understanding. This wasarty observed in folk dances with children
performing dances from communities other than tbein. There are similar actions that are
yet distinct, distinguished by subtle gesturesizg and direction of movement. This became
very clear when we discussed the lnymnoand the Samidodi that are so similar.

Conclusion

The value of CQ knowledge is the artist’s accunadatoncepts, the wealth of knowledge
that provide the vocabulary for the understandihtpe diverse cultural phenomena that
characterise musical arts. It is also significamtderformance, the musical behaviour that

12



results from the selection of appropriate verba aon-verbal behaviour for the interpretation
of music from diverse cultures. For an adjudicaomake intelligent remarks about the
different performances, and for an artist to dieanate and employ the correct actions, they
need a level of cultural understanding that leadgtognition of cultural identities as
expressed in the artistic expressions.

CQ knowledge and behaviour are key capabilitie®lbped through exposure to the
music of other cultures. This is a crucial compdregnmusic development and learning that
allows one to function effectively as a performarall circumstances, each musical work
performed speaks to a cultural context due touliial content. KMF music activities call
for intercultural performance, to gauge and pregigich requires cultural intelligence.
Performers often delve into ‘strange’ works — néyles that describe or characterise different
cultures. Through the KMF, participants are expdseal variety of styles. The experience of
these styles leads to the development of skillskareaviedge that facilitate appreciation and
discrimination, key elements for effective partatipn in music experiences leading to
learning. The KMF has proved to be a useful conimxinusical arts education through the
development and application of Cultural Intelligenc
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What does the musical child look like: Teachers’ peeptions of
measuring music potential

Felicity Andreasen
The University of Sydney (Australia)
fandreasen@uni.sydney.edu.au

Abstract

During the 1990s, much educational reform in Adstrand elsewhere was characterised by
neo-liberal practices of devolution with a greaerphasis on individual accountability.
Consequently this altered school management stescaand directed curriculum practices
towards a focus on outcomes—based education. Witkwailing political and educational
landscapes, NSW's first gifted education policy wasoduced in May 1991 (revised 2004).
In referring to Gagné’s Differentiated Model of @®ifiness and Talent (Gagne, 2003) the
policy suggests a balanced, multivariate approackhk identification of gifted and talented
students (Department of Education and Training [PR004). This paper outlines the policy
and guidelines in New South Wales, Australia fer idtentification of gifted and talented
students and reports initial findings of a multegk research project based on current and
past teachers’ perceptions of measurements tongieeplacement into a specialist high
school for musically gifted primary school gradwsatéhe data collected through online
questionnaires and semi-structured interviews @fepresentative framework for the
investigation. The overall purpose in gatheringdhta for this phase of the study was to
track and trial valid, equitable and reliable enast strategies in the identification and
selection of students for high stakes placemeras@h of the study involved interviews with
past and current teachers about the school’s &gty through online questionnaires and
semi-directed individual interviews. The resultstfuis part of the study presented in this
paper indicate teachers’ perceptions on factoeding) to musical ability and the
measurement of musical potential through subjectha objective tasks within an entry test
process. It is intended to examine the relationbbigveen teacher’s perceptions of factors
and tasks in the context of identification and stbe.

Keywords: gifted education policy, teachers’ perceptions, icalaptitude, test
standardization.

Introduction

This paper reports on one aspect of a larger dtadgd on testing for the identification of
gifted and talented music students. The current 8ethat there is no agreement on how best
to measure musical ability using objective taskaxl& Zentner, 2012). Similarly consensus
as to what leads to musical success depends ametyvaf definitions and meanings such as
exceptional ability through deliberate practicei¢gson, Nandogopal, & Roring, 2005);
environment and intrapersonal catalysts (Sloboddogve, 1991) and/or innate giftedness
(Gagne, 2003).

The period of adult stakeholder data collectionamegarly in 2013 prior to Phase 2
(August 2013) and 3 (May, 2014). In Phase 2 Gorsldavanced Measure of Music
Audiation (Gordon, 1989) and Gordon’s lowa TesMafsic Literacy Level 5 (ITML, 1970,
revised 1991) both objective in providing standsedinorms and rank percentiles, were
administered to all primary school applicants (Nx70 Phase 3 Gordon’s ITML Level 6 was
administered post-entry to the Year 7 cohort (N=i&jng Term 2, 2014.

Rowley (2012) has noted that the number of seledtigh schools is continuing to
rise in both Australia and abroad. Intense comipetiior student numbers between secondary
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government and independent schools accounts irfgradte rationale behind a change in
direction and curriculum at the Sydney ConservatarHigh School. In 2012 an inaugural
Junior Vocal Stream opened the gate for the eritvpcally gifted primary school graduates.
A multivariate entry process as recommended byN&we South Wales Department of
Education Strategy (DET, 2004) is comprised of ‘kahiops involving diagnostic testing
together with individual instrumental auditions @vl applicable) and academic assessment
through the NSW Selective Schools Test or a Wechslelligence Scale for children4
edition 2004” (Curry, 2012, p. 11).

Background

Policies of education for gifted students

While Australia is without a National Policy on @ifl and Talented Education (Australian
Curriculum, Assessment and Reporting Authority,®0he Education Department of each
state and territory offers policies and guidelinatering to the individual needs of gifted and
talented students (DET, 2004). Direct from the DM@addel (Gagné, 2003) are NSW
departmental definitions of giftedness and tal&&T, 2004):

Gifted students are those whose potential is difyimbove average in one or more of
the following domains: intellectual, creative, sd@nd physical. Talented students are
those whose skills are distinctly above averagenmor more areas of human
performance. (p. 5)

Individuals with similar degrees of music accultiwoa do not necessarily have similar
musical capacities (Law & Zentner, 2012). Reseattibutes factors of musical talent to
success in music (Sternberg & Lubart, 1995) in ddwyherein those who perform music
professionally are highly regarded (Patel, 200&ydnik, 2010).

Musical behaviour

Research literature refers to exceptional achiemeinghe music domain, on the one hand,
within an expert-performance framework underpinbga variable of structured training; on
the other hand an individual differences framewmslkts to innate and working memory
abilities (Platz, Kopiez, Lehmann & Wolf, 2014)n®inton (2005) suggests that musical
behaviour is both general and specific in refertmthe two interrelated perspectives of
emergenic inheritance and epigenetic developmesgicban “additive” or “multiplicative”
criteria and dimensions of giftedness (p. 279). &@ggosits that competency in a domain
transitions through areas of catalysts (DET, 200fherson, Davidson, and Faulkner
(2012) add that the music domain comprises tal@nperformance, composition, conducting,
arrangement and teaching. Persson (2009) notesdtiain genetic schema pertinent to one
music domain do not necessarily transfer to anahea of the music domain such as high
level audiation being vital for composers but rofa performers. The literature reports the
impact of certain conditions relating to exceptiomasical behaviour (Haroutounian, 2002;
Rados, Kovacevic, Bogunovic, Ignjatovic, & Acic,d8) Shavinia, 2010; Subotnik 2010). In
their work with students aged between six and te/glvars across five specialised music
schools in Belgrade, Rados et al. (2003) nomintetdrs of personality such as motivation
as a driver towards success. Being disciplinedaaigdnised, emotionally stable, relaxed,
independent and self-confident they concluded \wersonal and emotional traits of students
with high level playing ability.
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Musical development and learning

The general consensus is that musical behavioarsraversal and biologically wired
(McPherson et al., 2012; Van der Male & BatistalQ0Persson (2009) notes the complexity
of musical behavior being general and specific withmulti-dimensional domain. Like
Persson, Simonton (2005) suggests that obviousttalee to all or a combination of factors
such as ability, practice, opportunity, personakbtiyd/or passion is subject to the complex
issue of skill maintenance and/or skill loss. MaRba et al. (2012) conceded that musical
development is facilitated by early musical expaces within a life-long process as
demonstrated in a 14-year longitudinal study fr@@87Linvolving the collective experiences
of 157 Australian woodwind and brass players beagmsuccessful performers. The key to
musical development were realised expectationsyamgnt and self-regulatory strategies for
learning and support and encouragement from pkendly and teachers (McPherson et al.,
2012).

Learning calls for formal guidance and an enrichedronment as learners’
developmental stages are arranged sequentiallyeBse in learning is likely without
environmental stimulus despite the neurobiologicadditions of readiness in early childhood
(Gruhn, 2002). In a study of 12 children (aged ané two years) participating with their
parents for 15 months in weekly music classes, G&falind that children’s musical
development is linked to fixed progressions ofididtstages. He concluded that children
learn music according to their musical aptitude andronment through non-skill specific
stages heightened by factors of enculturationpatte, imitation, co-ordination and
elaboration. While particular age-sensitive develeptal periods impact on the gift to talent
process, interrelated factors of musical aptitweain an important causal factor in
outstanding long-term achievement in music (Shaan2010; Simonton, 2005).

Identification

Methods of identification need to include nominatiscreening and monitoring and
“screening is more objective than nomination” amak tvhile “ability tests are useful for
assessing potential achievement tests assesscionoes” (DET, 2004, p. 9). It is suggested
that measures may include individual 1Q, non-vedinlity tests, scholastic aptitude tests,
behavioural checklists, school grades, Grade th&aeferrals, portfolios, competition
results, performances, and interviews (DET, 2004M$upport of the Munich Model of
Giftedness or MMG Heller posits that identificatisnonly effective when considering
individual developmental and learning processesgdme environmental influences such as
social settings (Heller, 2004). He suggests thatsicality”, a talent factor i.e., a “predictor”
(or domain) transitions through “moderators” (otatgsts) towards “music”, a criteria
variable (pp. 304-306).

Measuring musical ability

The two main purposes for music assessment aredaitment and diagnosis where the
former is most often gauged by performance (BoylRaocy, 1987; Klimpton & Harnisch,
2008; McPherson, 1997). In referring to high-stakesessment procedures linked to the need
to compare musical competencies, Klimpton and Ham{2008) suggest that both holistic or
analytic methods and comparability of judgmentraggired. They suggest that “tightly
specified criteria” and “inter-rater reliabilitypp. 63-64) are crucial in high-stakes
assessment contexts. Subotnik’s (2000) 13-yeaitladigal study investigated how a pre-
college program such as that offered by the Jdlli&shool, transforms elite musicians into
professional artists. She cites the audition onission, the unique profile of each applicant,
the opportunity for superior public performances gtomotion of talents and creative
productivity within the professional world as thariables critical for success. The literature
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supports the view that over-reliance on skills asitjon alone to identify and place gifted
young musicians into music academies is contratlggantent of published policy, practice,
and theory (Boyle & Radocy, 1987; DET, 2004; Dempent of Education and Community
Development [DECD], 2011; Gagné, 2003; McPhers88,71Monks & Pfliger, 2005).

Method

In 2013 in order to track and define the purposeefury testing to a specialist music school,
an online questionnaire was devised that primaoliected demographic music teachers’
perceptions on the identification of gifts and tétein music. There werel?2 invitations issued
for this part of this study and included those ndraed nominated, current and past music
educators who patrticipated in the design and impigation of the entry test for primary
school graduates seeking placement into Year @& pgear-olds, for the first year of Junior

High).

The questionnaire (pre-interview)
The questionnaire designed and delivered througdilewith a link toSurvey Monkewas the
first step of contact to establish status and nesipdity in regards to the design and
implementation of the entry test tools. Questiosrilated to demographics such as
language spoken at home, music education contgdss of participation and areas of
responsibility for the test. The 10 sample questioomprised multiple choices, rated and
ranked opinions and commentaries based on therohang topic of the identification of
gifted music primary school leavers for entry tedplist music high school.

A case study is one wherein the intended phenomisnoounded and linked to the data
collection. Being a finite number of cases, categmion of the phenomenon as a case study
is allowed and therefore avoids some of the prakissues of participant availability,
external deadlines and manageability of data danllary is not established (Stark &
Torrance, 2005). This collective case study was tisénform and reveal aspects about the
nature of change in the context of this speciatissic secondary school.

Table 1. Overview of research content for compbétely.

2r'S

Data collection Resulting data Quantity of Purpose

Method Source Data

Phase 1.1 Questionnaire 12 invitations | To invite the perceptions of

Adult Stakeholder 10 questions 11 responses | past and current music teache

Questionnaires (Survey Monkey)

Quantitative To develop sample questions

Analysis for follow-up interviews

(NVivo 10)

Qualitative analysis

(Excel)

Phase 1.2 Audio recordings | 10 interviews: | To facilitate ongoing trust and

Adult Stakeholder past music support of past and current

Interviews Transcripts teacher (N=4) | music teachers

Qualitative analysis current music | To gather deep data on past

(NVivo 10) Field notes teachers (N=6) and current perceptions’ of
music teachers

Phase 2.1 Online individual | 25 of 70 tests | A standardised measure:

Student applicant Gordon’s independent variable: stable

Entry Test a) Advanced measureg music audiation (aptitude)

Quantitative analysis

of Music Audiation
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(survey monkey) test (AMMA; GIA

pub.)
Phase 2.2 Paper/pencil group| 25 of 70 tests | A standardised measure:
Student applicant Prg-Gordon’s lowa Dependent variable:
Entry Test b) Music Literacy pre-entry music literacy
Quantitative analysis| Test (achievement).
(S. Monkey) (ITML level 5;

GIA pub.)
Phase 3.1 Paper/pencil group| 25 tests A standardised measure:
Student Applicant Gordon’s lowa Dependent variable: post-entny
Post-Entry Test ¢) Test of Music music literacy
Quantitative analysis| Literacy Test Further achievement).
(S. Monkey) (ITML level 6;

GIA pub.)

Results

Hallam and Shaw (2003) in developing rating sciesdentifying musical gifts found that
from the sample cohort of both non-professional piodessional musicians, the latter
concurred factors of “emotional sensitivity, orgaation of sound, communication and being
able to play in a group” as crucial to the higHesel of expertise. Musicians and non-
musicians agreed that a musical person would “balolg to sing or play an instrument” (p.
101).

The focus for the frequency tables within the goestaire reported on in this phase of
the study was specific to music ability and engsticontent. Question 5 on the Questionnaire
asked teachers to rate the inclusion of 20 fagiergaining to musical ability in the context of
school entry testing. From the list of factors mpke of the teachers’ top four selections are
reported: “high scores on music aptitude” (4.7&rthhigh scores on music aural test” (4.4);
followed by “high music ability (4.3). Question @& the Questionnaire asked teachers to rank
8 tasks on an entry test to demonstrate musicahfiat among applicants.

music apt

moving music ach

theory Series1

improv

s reading audition

memory

Figure 1. A spider graph
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The spider graph displays the multivariate dat8 tafsks as ranked in importance for
inclusion on entry test by teachers. The multi-pdomat of the spider graph shows the
frequency of task selections from most importariesst beginning with music aptitude (7.1)
followed by aural memory (5.9), audition (5.4), nouaschievement test (4.9), moving to
music (4), sight reading (3.4), improvisation (@)usic theory (2.3). Statistical analysis has
returned a reasonable correlation between factbtask data (0.78).

Questions 7 to 9 called for brief explanations alaspects of the factors, tasks and test
design itself. Question 7 asked for a comment oy avtask in Question 6 was selected as
being most important. Three samples of teacheru(tAStakeholders’) selections are
reported here and the task is outlined in capetaéis:

MUSIC APTITUDE TEST: this provides us with the sarsfgpossible potential that

can be achieved by students which is importanyfar students when we have 6 years
to reach that potential. AS, LL.
SIGHT-READING: even an inexperienced student whoneark through a sight-
singing exercise shows natural talent — the abilitgight-read is VITAL in the music

industry. AS, LS.
AUDITION: Hearing the child play or sing to youtlse biggest indicator of many
things — musicality, pitching, ability, engagemant commitment. AS, LS.

Question 8 asked for a comment on why a task irs@gare6 was selected as being least
important. Three samples of teacher’s selectioaseported here where the task is outlined
in capital letters:

IMPROVISATION: can be taught if the student hasother skills AS, JW.
MUSIC THEORY: can be taught to a good musiciantanahability is much harder
to teach! AS, LV.
MOVING TO MUSIC: Motor skills and hence movemestrast necessarily a good
indication of musical ability. AS, PM.

Question 9 asked for respondents to comment on t@aysprove the testing process. Three
samples of teacher’s selections are reported:

Insert at least one music creativity assessment AS, IB.

The audition process seems varied between panelg dbnsistency? AS, LS.

The key to improve entry test design is to be mbhéssess musical potential and not
rely entirely on the highest grade of performargidents who end up being the most
successful are often those who show potential feubat the most advanced
performers in year 7. AS, PM.

The experienced music teachers reported uponsrp#per, rated “high music
aptitude” and “high music ability” and “high aurtaist scores”, as important criteria in
considering the identification of musical potentilirther, tasks such as “music aptitude
test”, “aural memory exercise” and “audition” frahre questionnaire were ranked highly in
the measurement of factors of musical ability aotéptial for further success. Researchers
contend that while music aptitude measures mupmi@ntial, musical talent is realized
through performance and is most commonly asseblsedgh audition.
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Discussion

One of the main results of the data reported i plaiper display a relationship between
teachers’ perceptions on factors of musical paaéatid entry test tasks to measure the
potential and to discriminate among applicants iigh school specialist music school.

The music teachers’ perceptions on both questiomggul to music aptitude as a trait
linked to high level musical performance as is sufgd in the literature (Haroutounian,
2000). This trait favoured by the respondents ag@icator of musical potential was also
favoured strategically as an entry test tool it&@cond, music ability - perceived as “being
able to sing or play and instrument” (Hallam & Sh&@803), was also favoured as a factor of
musical potential which was echoed in the choicamohudition as an entry test tool. Last, the
favoured factor of aural test scores as an indigatmusical potential can be manifested as
an aural memory exercise on a battery of entrytteds. Further analysis is needed to
establish the significance of the relationshiptfer adult respondents and to the entry test
context itself.

Significance

Assessment of musical performance, typically irdlinally orientated, is considered a
subjective measure (Subotnik, 2000). Duerksen (RGdroutounian (2002) and McPherson
(1997) report that high-level music aptitude arghracademic grades benefit those music
students enjoying success beyond high school. Vehlear 7 cohort such as that reported in
this study would be considered musically gifted, albstudents are equally so. Upon
examination it is clear that high school music tess experienced in the domain of gifted
music education perceive musical ability as mtitbrial best measured by a balance of both
subjective and objective means.

Conclusion

Current selection test procedures for any highamieg program rely on evidence of
attainment in a specific domain (Gagné, 2003; B&Radocy, 1987; Subotnik, 2000). In
seeking to understand the development of musightlyadnd predictions for ongoing success,
the literature refers often to the perceptionsafling professional musicians and music
educators (Hallam & Shaw, 2003; Shavanina, 2016p8uk, 2000) and that certain social
and developmental elements of musical ability aveial for professional musicians (Gruhn,
2002; Simonton, 2005). In the context of this sttidy audition remains the tool that has the
potential to reveal a plethora of musical abilitesl skills. That being said the collective case
study reported here significantly supports the rfeed balanced approach using subjective
and objective measures underpinned by an evolvialy bf research dedicated to the
refinement of gifted theory and schema in the madiecation arena.
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Creating educational music for strings:
Examining the parameters

B. W. Andrews & M. Giesbrecht
Faculty of Education, University of Ottawa

Abstract

The different ways that young musicians interpoetrgl and the varied levels of technical
ability among them produce unique challenges fonpaosers creating new music for students
enrolled in elementary and secondary school musigrams. These challenges cannot be
resolved by conventional methods alone, that isuitn textbooks, score study and listening
activities, but require problem-solving and contatth young performers. The New Sounds
of Learning study explores the creative solutidra tomposers implement in generating new
music for them. The research is based on the amsdénat the development of high calibre
works appropriate for young people is contingeneffactive practice; that is, on successful
engagement between composers and students inedueverprocess within classrooms,
studios and rehearsal halls. By holistically exangrthe parameters of composing music for
young musicians, that is the composers’ backgrdquoestionnaire), the compositional
process (reflective journal), the music itself (gmsitional analysis), and the composers’
personal learning (interview), this study providetuable insights and deepens our
understanding of the parameters for composing nasigvior young musicians. This
presentation will highlight the findings from theroposition of the string works
commissioned by the Canadian Music Centre.

Keywords: music composition; musical creativity; educatiomaisic

Purpose

There is a lack of new Canadian music availablesfadents enrolled in school music
programs, primarily due to a lack of familiarity many composers of the nature of
educational music and very few commissions to ca@ap@w music for young musicians.
New Sounds of Learning: Composing Music for Youngdiians, a Social Sciences and
Humanities Research Council (SSHRC) project, seekbtain an in-depth understanding of
how professional composers compose music appregdaatyoung musicians enrolled in
school music programs and private music studios.r€eearch, undertaken by a researcher at
a major urban university, involves two externaltpers - an arts organization, the Canadian
Music Centre, and a school district, the OttawahGlat School Board. Both provided the
funds to commission sixteen professional compadsecseate educational music.

Theoretical framework

Creativity research focuses on assessments oh#raateristics of creative individuals,
investigations of the nature of the creative precegaminations of environments for
promoting creativity, and evaluations of creativedqucts (Amabile & Tighe, 1993;
Woodman & Schoenfeldt, 1989). More specifically fiousic composition, these dimensions
have been identified as tpee-requisitedor composing (training, emotions, contextgrson
(characteristics, pre-dispositions, motivationnpositionalprocesystrategies, techniques,
sequencing), and musiqgaiece(features, style, impact) (Andrews, 2004). Thissgntation
highlights the findings from the composition of #teng works commissioned by the
Canadian Music Centre.
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Method

New Sounds of Learning focuses on the overridingstjan: “What are the parameters for
composing new music for young musicians?” The mebea employs a multiple-perspectives
method entitled Integrated Inquiry (Andrews, 2008)is involves nesting secondary
questions within the four dimensions of musical position and by adopting different
research protocols to answer each one of tipeearequisites- “How do prior experiences
with young musicians influence the conceptualizabbnew music for them?”
(questionnaire)process- “What compositional strategies are employeceinforce learning?
(reflective journal)piece— “What are the features of compositions for yoomggicians?”
(compositional analysis), anqérson— “What do composers personally learn from the
experience?” (interview). This presentation wikés on the findings from the compositional
analyses outlining the characteristics of educatianusic.

Analysis and interpretation

The New Sounds of Learning study is based on pragmathat is, knowledge claims arise
out of actions, situations, and consequences réttaarantecedent conditions (as in post
positivism). The concern is with applications anttiiwvorks, and solutions to problems
(Patton, 1990). It is the problem that is most ingnat in contrast to the method. Hence,
researchers use multiple data sources to undergtarmoblem (Creswell, 2003; Rossman &
Wilson, 1985). Pragmatism as a basis for knowlesigiens is derived from the writings of
Pierce, James, Mead and Dewey (Cherryhomes, 1992).

In this study, the constant comparison is empldgeghalyze the data, identify
patterns and integrate findings (after Stake, 198Bis approach is consistent with the
pragmatic focus of the study; that is, the idecaifion of parameters for composing for young
musicians. Trustworthiness is achieved by employmudtiple data sources (triangulation)
contiguous with the four dimensions of musical txég (internal validity). The participating
composers and a multi-disciplinary research tearamlved in reviewing the analysis and
interpretation of the data (member checks).

Participants

The participants consist of sixteen professionatposers. Eight of them are affiliated with
the Canadian Music Centre, and they respondeat#dl for proposals to compose a new
string work for students studying music in schools andgbe studios. The commissioning
funds were provided by the Ontario Arts Foundatiad administered by the CMC. Eight
other composers, a purposively sampled group dépsmonal composers, were
commissioned by the Ottawa Catholic School Boarcbtopose a newind work for
students in school-based music programs.

Findings

Questionnaire summary (Andrews, 2013):

The composers participating in tNew Sounds of Learning Projesntd composing for
strings viewed educational music as often lackipg@agogical purpose. Composing for
young musicians was not addressed in their trajiingiever, composing for amateurs and/or
students made them aware of the challenges of caingptor musicians with less technical
ability. Their primary interest in composing educaal music was to address the lack of
contemporary Canadian music for students. The casiarns enabled them to create new
music that was suitable for the Canadian contedttaoaden their compositional skills. For
them, the key factors in composing for stringstheestudents’ abilities, the pedagogical
dimension, and musical quality. They pursued arcatiional commission to raise students’
awareness of contemporary music and create newcrfarsnstruments with limited
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repertoire. Their compositional training and expece enabled them to work within technical
limitations and create music appropriate to theetis’ abilities that developed their musical
skills and challenged them artistically.

Reflective journal summary (Andrews & Giesbrecht, 214):

In their journals the composers provided eviderfddar attempts to modify their
compositions to accommodate the students’ techalméties, such as the use of repetition to
reinforce learning and rhythmic variety to maintaiterest, which is essential to composing
effective educational music. The composers didmditate that inspiration played a
significant part in their works which has been itfggd as a factor in music composition.
They learned to play repertoire themselves onftildests’ instruments to familiarize
themselves with their unique characteristics, &ey brganized their compositions in basic
forms, such as binary, ternary, and variationatlitate learning. At the same time,
composers were equally concerned about challeragidgnaintaining student interest. This
was accomplished by reframing the relationshipesfggogy and music composition by
integrating into their compositions improvisatieayiable interpretation, modular parts, and
singing and playing simultaneously. Although suathhiques can be risky as students are
unfamiliar with them, such reframing of educatiomalsic is essential if new compositions
for young musicians are to enhance their musicatldpment, challenge and maintain
interest, and invigorate the repertoire of schamgiservatories, and post-secondary
institutions.

Compositional analysis summary (Giesbrecht & Andrew, 2016):

Findings from the analyses of the string scoregatd that composers approached their
works on both macro (i.e., ‘Beyond-Domain’) and mi.e., ‘Within-Domain’) levels using
compositional strategies. On a macro level, thepmmars predominantly composed multiple
movements (three to four), used binary, ternary@andariation form for each movement,
employed simple meters, and ensured equality a$ plaroughout. On a micro level,
composers employed the use of repetition, shorbdies (including call and response),
pulsating rhythms, and contrasting chords. The nitgjof the compositions also focused on a
technical element to further skill development: dsample, improvisation to develop
improvisatory skills, varied dynamics to developurne control, and sequential note patters
to develop musical range. In some way, large ollseech of the participant composers
composed educational music with the goal of devetptheir proficiency at one or more
technical skill, while also encouraging the studensicians to think abstractly about what is
possible in a music composition.

Interview summary (Duncan & Andrews, 2015):

In their interviews, the composers indicated thaythad to learn how to compose
educational music for strings through their invohant with the project. They gained this
knowledge by collaborating with the music teaclaard by having contact with the students.
The patrticipants found the process of writing ediocal music to be difficult, interesting,

and challenging. Lack of training in educationalsicuvas the key factor in causing
difficulties in composing for young musicians. tfueational music composition had been
addressed in the participants’ training, theress llikelihood that these difficulties would
have occurred. Despite this situation, all the coseps composed educational music that they
felt challenged the students and maintained thesrest. Most importantly, the composers
learned that there are specific conditions necggeazompose successful educational music.
A consensus was reached by the composers on thegii@ns: direct contact with the
students; acquiring a working knowledge of therunsient(s); a desire to compose good
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quality and pedagogically valid music; and obtagnkmowledge of their students’ technical
abilities.

Educational importance

The New Sounds of Learning study extends the ctresgarch on composing new music for
young musicians. An in-depth understanding of pinccess will enable composers to more
effectively compose new Canadian works appropf@tstudents enrolled in elementary and
secondary music programs and private music studrabalso provide useful information to
those professors teaching music composition ghdisesecondary level. The findings will
also prove useful to composers in those jurisdistiwith similar school-based music
programs and private studio music instruction, @lsd to composition instructors teaching
music in those post-secondary institutions whersioxwomposition degree and/or diploma
programs are offered.
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Abstract

Teacher attrition, which remains a concern in maoyntries, has been linked to the quality
and context of teacher education, praxis shockyyhearkloads, isolation, occupational
commitment, and the working conditions of teachkess understood are the motivations and
intentions of pre-service teachers as they retateaching. This short paper reports from a
project in which graduate-level, pre-service teaslvensidered their future work and career.
Using text-based narratives, the paper highlighesservice teachers’ thinking, with a
particular focus on intended context, location dachtion of career. The study employed
Richardson and Watt's FIT-choice model and fourad #malysis of presage and aspirational
thinking together with the practical aspects ofteah location and intended career duration,
revealed sub-dimensions of the model not otherevsgent. Recommendations include
evaluating the efficacy of storying techniques gnoatled reflections on teachers’ emerging
teacher identities, and the use of written andaligarratives in longitudinal studies.
Keywords: teacher education, attrition, motivation, teadin@ning, identity, possible selves,
FIT-choice

Background and context

This short paper reports from a project in whichdyrate-level pre-service teachers
considered their future work and career. Using-b&ded narratives, the paper highlights pre-
service teachers’ thinking, with a particular foausintended context, location and duration
of career.

Teacher attrition remains a concern in many coesmfind has been linked to the
guality and context of teacher education, praxeckhheavy workloads, isolation,
occupational commitment, and poor support and wgrkionditions (see Bennett, 2012;
Chan, Lau, Nie, Lim, & Hogan, 2008; Klassen & CH0,11). In seeking to understand
attrition, scholars investigating the motivatiorigore-service teachers and have identified
three common themes: intrinsic motivation; extgnsiotivation; and altruistic motives
(Fokkens-Bruinsma & Canrinus, 2012). Richardson\Madit's work (2005) extended these
themes to include socialisation influences; taskeggtion; self-perception; personal and
social values; and teaching as a fall back catemuld other career aspirations not be realised.

Research revealing that the professional idestdfe¢eachers to change little after
graduation (Hargreaves, Purves, Welch, & Mars&7) has strengthened calls for
professional identity to be explicitly addressediniy pre-service teacher education
(Ballantyne, 2005). Against this background, thedgtreported here sought to understand the
presage or incoming identities of pre-service teeslnd their intentions relating to teaching.

Approach

Pre-service teachers in this study explored threisgnt and possible teaching selves through
guided reflections that addressed motivations émoming a teacher and the context and
intentions of students’ future teaching practicac®ethical approvals were in place, 60
graduate-level, pre-service teachers completedenrieflective questions as a pre-cursor to
group discussions. Students were assured of themyanity.
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The study utilised Richardson and Watt’s (2005)r“hoice” model, shown at Figure 1, to
explore the features of textual and visual narestiData were coded inductively to determine
general themes and deductively to develop themgsanthemes that aligned with. Central to
the study were the following three dimensions efriodel:

Self-perception Self-perception relates to perceived teaching tedsti
Personal utility valuePersonal utility value concerns factors such as
job security, time for family and job transferatyijiand
Social utility value Social utility value relates to shaping the future
of learners, enhancing social equity, making aaawntribution and
working with children/adolescents.

Socialisation Influences

- Social dissuasion

- Prior teaching & learning experiences
- Social influences

'3 = N
Task Demand Self Perceptions Intrinsic Value Fallback Career
- Expert career - Perceived teaching
- High demand abilities Personal Utility Value
- Job security
Task Return - Time for family
- Social status - Job transferability
- Salary
Social Utility Value
- Shape future of children/adolescents
- Enhance social equity
- Make social contribution
- Work with children/adolescents
L J

[ Choice of Teaching Career \i_j

Figure 1. FIT-Choice model as illustrated in Watale (2012, p. 793)

Participating students (n=60) came from two latgban universities in Australia and
were in the first semester of a two-semester (@ae)yGraduate Diploma of Education
leading to teacher qualification. Within the sam@%6 of students were female and 56%
were aged less than 25 years (median age 40.5 yRarticipants’ undergraduate degrees
encompassed the broad discipline areas of theaidHumanities (57%), Sciences (14%),
Languages (7%), Mathematics (8%) and Business (1%8% did not disclose their degree
discipline. The number of years since respondesmtisconsidered becoming a teacher is
shown at Figure 2.

Students generated both written and visual ddte. Short paper considers written
responses to the following question: What are yot@ntions in relation to your teaching
work?

20+ years ago
10 years ago 1

0-1 years ago 31

0 10 20 30 40

Figure 2. Years since respondents began to thioktdiecoming a teacher (count)
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Findings and discussion
Students responded to questions about the intesatedxt, locations and duration of their
teaching practice; 59 complete responses werevet¢98%).

Location of teaching work

The geography of Australia is such that commundgied schools exist in metropolitan,
regional and remote locations. Eighteen students se&eking a metropolitan location. Some
students reported that they would only work in aropolitan area, sometimes naming family
responsibilities as their reason for this:

- Because of family obligations | would have to teacthe city.
- not an option to move away (family commitments).

Other students were seeking regional or remotditota This was sometimes
because of their regional or remote backgroundagtimes because they aspired to a
regional (often coastal) lifestyle, and sometinresrider to experience something new.
Regional work was often named as one of severaksso/e teaching locations:

- Country for 2 years and metro thereafter.
- Maybe in the country for two years after uni [umsig/] and then in the suburbs.

International teaching work was mentioned by 2hef59 respondents (45.8%), two of
whom were international students planning to retartheir home countries. Some students
intended to use their language skills in differseitings. As with regional and rural work,
new experiences were an important feature of tegaléo work and travel internationally:

- I would like to teach overseas in different cowgritravel and teach at the same time
for a few years.

- Hopefully I will have the opportunity to teach oseas and in a variety of contexts. |
would love to learn more about musical culturesiacbthe world.

- I would like to teach overseas — anywhere!

- lintend to teach in urban areas in Australia,dsd overseas, particularly in the
Philippines.

The progression of locations seen with regionalkvadso featured in the international
responses:

- Abroad immediately after completing my training pilialso intend to teach rurally
at some point.

- | hope to teach in Perth for two-three years aed ferhaps travel overseas and do
the same there.

Some students aspired to work in multiple locatithin and beyond Australia:
- Teach in country for 2-5 years then move backty Elowever, plan to move to

Austria and either teach/work there for 2 years.
- Australia, U.K., Japan and Hong Kong.
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Intended duration of teaching career
Eighteen students wrote about the intended durafidimeir teaching career. Ten of these
students intended to teach until retirement: fameple,

- I'd love to teach in a secondary school environtmeitially in the WA country and
hope to make this field my lifetime career.

Four students specified that their teaching caneerdd range from three to 20 years in
duration. Twelve students reported that they weeuaided, or revealed other plans:

- undefined amount of time.

- I hope to begin my career without a timeframe.

- for as long as | need the job security and fir@warding.

- | would like to teach full-time for a few years atigbn perhaps work part time and
art therapy part time.

- Not sure yet. | do enjoy [my] current work but liteethink teaching will give me
more reward to make the full change.

Context of teaching

The majority of respondents intended to work inogd, with 17% of students specifying the
private school system and a further 5% preferringark in the public (state) system. Other
intended teaching contexts included hospitalsegal, post-secondary education, language
institutes, tutoring and private tuition settinggamination board roles and detention centres.

Reported earlier (Bennett, 2015) analysis of tewgrboals using the FIT-choice
model revealed that theelf-perceptiorof these students did not extend to teachingtgpili
rather, it indicated whether or not a formativectesx identity was present. This was
expressed as aspirational. The three least imgdeetors influencing the decision to teach
werepersonal utility valueglack of other work, a requirement of a currenerof a means to
gain promotion), as was job security, which wassieond greatest motivation to teathe
most important factor in the decision to teach wakesire to teach coupled with a general
interest in teachingsocial utility valuewas dominant in participants’ primary teachinglgpa
representing 86% of responses.

Adding the intended context, location and duratbstudents’ teaching practice
revealed deeper understanding of the three FITeehdimensions. Job transferability, for
example, which is a personal utility value, wast@rio students’ ability to travel and to
apply their teaching expertise in multiple contexaisging from schools to detention centres.
This also related to the personal utility valugatf security, with some students positioning
teaching as an additional component of composifdfolio careers. The questions of
context, location and duration also enhanced utal®isg of social utility valugvithin other
dimensions. This section ends with three such elesnall of which focus on enhancing
social equity:

- I'd love to go to America and teach the Native Aroa@n students and help them find
and achieve their goals in lifelfavel - personal utility value within social utyi
value

- Independent Anglican co-ed (ideally). Definitelg@educational context and
preferably a school which has a strong sense ohuamty and strong pastoral care
ethos. §chool and religious preference - personal utNigyue within social utility
value
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- | want to base majority of my teaching career ithokc schools in Perth but | would
like to teach overseas in third world countri€xi{ool and religious preference -
personal utility value within social utility valyie

Concluding comments

The research that foregrounded this paper (Ber2@f; Freer & Bennett, 2012) involved
triangulation of written narratives, visual narvas and Richardson and Watt's (2005) FIT-
choice model. The research revealed dimensionsawut in earlier work and it was
anticipated that further use of the model and ttateon of further cases would strengthen the
results. This paper focused on a previously untepgaspect of the data and found that
analysis of presage and aspirational thinking, ttogrewith the practical aspects of context,
location and intended duration of teaching caneealed further sub-dimensions of the
model that were not otherwise evident.

Reid, Dahlgren, Petocz and Dahlgren (2011, pctB)end that identity development
concerns “a dynamic interplay between the two matiof who the person is becoming and
what they are coming to know”. The study reportethis paper was designed to prompt such
interplay without making any assumptions aboutg@esce teachers’ teaching intentions.
The need for this is seen in the 53% of pre-send@aehers who had begun to think about
teaching less than one year prior to the studyksgge 2). It is also strengthened by the
persistently high rates of attrition from teaching.

The current study, including its subsequent imigoas with students, has begun to
operationalise dynamic interplay in line with tleeommendation that the development of
pre-service teachers needs to begin with exploraticelf and career (see Figure 3).

4 Existing self

1. Explore own and others’ interpretive horizons and critically question existing hierarchies;
2. Experience teaching as an integral and successful component of career;

3. Acquire knowledge of students;

4. Reconstruct self-identity: incorporate teaching and other roles within artist identity;

5. Adopt procedural routines for teaching and management.

Possible selves

v

Figure 3. Kagan’s (1992) three phases of novicehiradevelopment with two
preliminary phases (Bennett, 2012, p. 65)

Future research might evaluate the efficacy afystg techniques such as self-
narratives, and guided reflections on teachersrgimg teacher identities. Research might
also seek to incorporate written and visual naregtand to undertake this work on a
longitudinal basis across pre-service teacher deweént and beyond into practice. The study
reported here is seeking to do just that.
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Abstract:

The African American spiritual is a vibrant relittoadition and a truly reverential experience
whose irrevocable importance to the American muisiadition cannot be disputed. The use
of spirituals in the elementary music classroonvigles a wealth of pentatonic melodic
material that not only serves to enhance pedagogicauits, but also invokes a spirit of
community and tradition. The African American stual is a particularly apt tool for
instruction in the Kodaly music classroom.

Keywords: African American spiritual, Kodaly music classroom.

The African American spiritual is a vibrant relittoadition and a truly reverential experience
whose irrevocable importance to the American muisiadition cannot be disputed. The use
of spirituals in the elementary music classroonvigles a wealth of pentatonic melodic
material that not only serves to enhance pedagogicauits, but also invokes a spirit of
community and tradition. The African American sl is a particularly apt tool for
instruction in the Kodaly music classroom. As Kgdstiated (Koscar, 2002):

It is impossible to compose folksongs just as foisvrite proverbs. Just as centuries of
wisdom, observation and experience are filtereal ihé proverbs, so the sentiments of
many centuries live their eternal life in the petlg polished form of the song

tradition. These are the words of the ancient nafjp. 23)

From the most primitive to the most sophisticateduttures, music has been central
to every ritual. It has been the voice of the harvand the song of loneliness of the slave
working in the cotton fields. The song of the dpai speaks for all and takes its place in the
music of the folk as part of the African-Americaunitaral tradition. The spirituals of the
African slaves, carried to the shores of Americd antrenched in its musical tradition are an
unforgettable legacy of not only an anguished geabhistory, but also an absolutely
essential repertoire for the classroom music teache

Being true to the spirit of Kodaly, | sought quglihaterial from the original slave
transcriptions of the 1800s to use in my musicsgasAs a singer, | wondered how the
frenzied rhythms devoid of rest or strict metehtrelivered the pathos of an oppressed
people.

Songs that come from the depth of the soul arellyguafoundly lyrical. Melodies
soar and the singer’s voice lingers in the nuatitastransform the text from a jumble of
words to music. | wondered if the men and women wlhgerved the religious
services of the slaves and made the original trgptgmns were true to their intent or
influenced by the belief of the time that slavesevgroperty and not people. | thought
perhaps the tempos of the spirituals in the origiaascriptions were more accelerated and
rhythmically driven than might necessarily haverbtee case if those doing the original
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transcriptions were whites observing a ritual seeprimitive rather than church going.
Further research confirmed this supposition.

The first collection of American Negro Spiritual@svpublished in 1867 under the tile,
Slave Songs of the United Statedited by William Francis Allen, Charles Pick&kre and
Lucy McKim Garrison. The editors, having heard spéituals sung on the rice and cotton
plantations (Chase, 1955, p. 243) make a notehbkatnotations are an approximation, not
an actual reproduction of the traits of the musiperformance. Most of the early writers of
the spiritual refer to them as being written in thimor, but in theéAfro-American Folk Song
collection written by Henry Edward Krebhiel in 191% examined 527 Negro songs and 331
were to be found in the major mode and 111 songe pentatonic (p. 70). Further
examination by more contemporary scholars hasitiksshe spiritual into three
predominant groups: The call and response, worf sod slow and sustained (African
American Project). Each genre offers unique polssas for introducing and reinforcing
musical concepts.

Twelve of the working songs included in tBlave Songs of the United Statese
rowing songs. The editors wrote that “two measareso be sung to each stroke, the first
measure being accented by the beginning of thkesttnd the second by the rattle of the
oars” (Allen, Ware & Garrison, 2011, preface).

The firm establishment of duple meter and its ulytley pulse make the case for the
selection of one of these work songs as key maitarrainforcing the concepts of beat and
rhythm. In the work songvlichael Row Your Boat Ashgrhe Arch Angel Michael rows
toward shore as a metaphor for the sinner seekimgdlvation of God.

The beautiful imagery depicted is a poem that glesimusical devices appropriate
for pedagogy. The transcription below is from 8iave Songs of the United Stafegancis,
Ware & Garrison, 2011, p. 31).

IICHAEL ROW THE BOAT ASHORE.,
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This spiritual is easily arranged for young voieeth solfege and rhythmic devices
delineated. Rhythms include half note (ta-a), dbtgearter note (ta-i) and eighth note (ti).
The syncopation in the second measure need noale oonscious but a simple hand
movement can set its significance apart in theoless

Michael Row Your Boat Ashore
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Arranger: M. Brouette
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Kodaly links emotion and song

To humanize the original singers of the spirituakvto truly comprehend Kodaly’s
understanding of the link between emotion and sdhgs link unleashed the musical
possibilities of the songs origins. It seemed pssme to augment the meter and rhythms of
the slave song transcriptions to recapture theigm and poignancy of their original
intention: communion with the divine as the sol@éof deliverance from the abuse of their
forced capture. In doing so, quality core folk mi@leappeared with melody, form and
pedagogical attributes. The texts of selectedtspis were appropriate for children with a
range that was conducive for young voices and ig@tyaof rhythmic devices appropriate for

pedagogy.

Kodaly honors the culture of the child

Kodaly believed that children should learn theimowusical mother tongue and the

folk songs of their own culture should be usedipart the skills and concepts necessary to
achieve musical literacy. Spirituals are the motbague of the African American child. It is
appropriate that they be used as core materikeilementary Kodaly music classroom.
Spirituals as core folk material reflects Kodalgief that “the continuation of deep
tradition, virtually a cry for help for the right £ducation in a true humanistic spirit, to
complete humanity” (Dobszay, 1992, p. 31).

The spiritual Roll Jordan Rolljs a pentatonic masterpiece. Non-essential notes
beyond this scale do not make it diatonic. Theyjaseembellishments of the pentatonic.
This spiritual from the&Slave Songs of the United StatEsancis, Ware, & Garrison, 2011, p.
1) could be construed as diatonic, but a more atewappraisal may be pentatonic “bending”.

ROLY, JORDAN, ROLL.
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soul a-rise in Heaven, Lord, Forto yearde when Jor-dan woll,

An augmented arrangement of this spiritual is udefumiddle school children who
are exploring diatonic scale, but whose vocal dgwelent necessitates practice in intonation
and sol-fa. Young sopranos have the opportunipyactice diction and intonation in the
upper range with the challenges presented by Ameftglish as they develop literacy.
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Arranger: M. Brouette

As quality song material, the spiritual impartsezggl concepts. Children learn to
associate sound with notational symbols, such lasmd absolute note names. If children
are to attain musical skills that they can use peaelently, they must be able to interpret
notation vocally and to notate their own compositilcefforts. These symbols should include
those of pitch, duration, meter and expressioniZiitg the spiritual as material for
realization of these very important skills is essgro the development of musicianship.
Musical literacy is achieved through implementimgedfective sequence of instruction that
allows students to experience that which is famtlidlead them to a more complex
acquisition of musical concepts.

Kodaly characterizes a good musician
As Kodaly summarized (Bonis, 1974):

The characteristics of a good musician can be suinethas follows:
1. A well-trained ear

2. A well-trained intelligence

3. A well-trained heart

4. A well-trained hand.

All four must develop together, in constant equilim. As soon as one lags behind or
rushes ahead, there is something wrong. So far ofigstu have met only the
requirement of the fourth point: the training oluydingers has left the rest far behind.
You would have achieved the same results more tyuasid easily, however, if your
training in the other three had kept pace. (p. 197)

Spirituals are impelling and the melodic line ewes\naturally and logically making it
easy to learn and recall. There is balance betweggtition and contrast melodically,
rhythmically and harmonically. The spiritual creafatterns of climax and resolution. The
music reflects the expressive meaning of the Txe¢. rhythmic flow of the music matches the
rhythmic flow of the text.

As seen in this transcription from the origisdave Songs of the United Statalen,
Ware & Garrison, 2011, p. 127), the text and méleiw with power of spirit and the potential
for pedagogy.
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Once again, the meter and rhythm in this arrangéeadtaw a lyricism in the melodic
line that promotes the cultivation of proper vosills, appropriate breath control and
musicality. The subtleties of syncopation with Hiys tied over the bar line add a level of
skill development for melodic and rhythmic accuracy
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Arranger: M. Brouette

One of the greatest gifts of the spiritual is & &s a tool for demonstrating music’s
expressiveness. It is that quality of music whiohweys a way of feeling. The spiritual
provides quality musical literature to communicstieh musical concepts as the organization
of melody, rhythm, tempo, dynamics and tone colibhiw the musical totality. An awareness
of music’s expressiveness depends on the realiztitat all of these elements contribute to
the expressive purpose of the music. The spiritaabnly delivers emotional expression, but
is an excellent tool for pedagogy as well.

Spirituals as core folk material reflects Kodalgief that “the continuation of deep
tradition, virtually a cry for help for the right education in a true humanistic spirit, to
complete humanity” (Dobszay, 1992, p. 31).

Utilizing the spiritual in the music classroom,nfairces Kodaly’s premise that the
human spirit cannot be removed from the music. Wilhg the spirit to guide the performance
practice opens itself to improvisation and furthiées possibilities of musical creativity,
“bringing the basic mobilizing forces of the humapnrit to life and turning them in a worthy
direction” (Dobszay 1992, p. 31).
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This creativity links to pedagogical practice assmal skills such as melodic and

rhythmic dictation and composition are an outcorihe variations that occur when

spirituals are sung as the human spirit dictateskibed teacher guides this creative output
with solid methodology unrestrained by the notes darythms that are only a transcription

viewed as a guide, not a dictum. Melodic form isdzhon the principle of repetition and non-

repetition.

A musical pattern may be repeated or it may be¥adld by a new contrasting pattern.
Variations of the first pattern may function eitlasrcontrast or as repetition. Repetition

provides unity within a musical design; contradersd variety. Improvisation allows the child

a true awareness of these key musical concepts.

The 1867 version (Allen, Ware & McKim Garrison, 2QDf this spiritual provides

many lessons in melodic form and rhythmic motifs.
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An arrangement that slows the cadence without ¢ptia rhythmic intensity of the

original piece is more suited for children and preelagogy it provides.

Kodaly understood the importance of musical intggfWithout the acquisition of reading
and writing, music remains inconceivable and eniggn#lusic reality can only be achieved

by reliable music literacy” (Koscar, 2002, p. 25).
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Kodaly’s philosophy on the essence of music

As Kodaly stated, “Music is the expressive toottd human soul, which is equally
accessible to everyone...Music is nourishment acmh#orting elixir. Music multiplies the
beauty of life and all its values” (Koscér, 20025).

The spiritual is the essence of music. It touchessbul and moves the spirit. It
contributes to the emotional life of humanity imay that language cannot. It's unbound by
specificity and can find its own expression aneriptetation. The spiritual is a force that
outlived the enslavement of its people. Yet, itscsigy is an ongoing legacy for generations to
come. Using the spiritual in the Kodaly classroespecially with African American students
is essential to the fostering of skilled musiciapsbBonorous singing and an authentic
connection to an emotionally charged heritage.

Kodaly’s insight transcends generations. “He whgitelife with music will have
this reflecting on his future like golden sunshifibe gift received with this will provide such
strength that will help to overcome many difficafif (Koscar, 2002, p. 57).

Kodaly reveres the voice as the supreme instrument
To Kodaly the human voice is the superlative insint:

A deeper musical education can at all times devetdp where singing forms its
basis. Instruments are for the privileged few. Ghk human voice—accessible to all,
free of charge, yet the most beautiful of all instents—can be the fertile soil of a
musical culture extending to all. (Edsze, 1987,9).

Singing has a profound effect on a child’s psycboa development as well as the
intellect. Singing with movement opens even mongaepathways to enhance brain
development. The African American child naturalbgponds with movement while singing
these songs handed down from generations. As Garmaldfrican American student in my
second grade music class at St. Peter Martyr selnaté when asked how music made him
feel, “I love to sing and dance. | just can't stag feet from moving.”

Kodaly so aptly expresses this belief: “Singingmected with movements and action
is a much more ancient, and, at the same time, ownplex phenomenon than is a simple
song” (Bonis, 1974, p. 46).

This spiritual fromSlave Songs of the United Stag@Ben, Ware & Garrison, 2011, p.
94) captures this spirit.

ROCK 0’ MY SOUL.
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bosom of A - braham, Lord, Rock o' my soul. (Kiog Jesus )

This arrangement provides a vehicle for explorimg following rhythmic patterns:
eighth notes (ti-ti), quarter notes (ta) and do#gghth and sixteenth (tim-ri) combinations.
Adding a pedal tone to the melody will reinforce ttoncept of tonal center.
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Arranger: M. Brouette

However, it is this arrangement’s embodiment ofjtyeof the spirit that makes it so
profoundly essential to practicum. Children respoatlrally to the vibrancy of this spiritual
with movement. As children become more adept indioated movement, they are able to
respond to the nuances of the music. A simple seiayorces the concept of beat while
added gestures reinforce rhythmic motifs, suclwasshaps on eighth notes or shoulder
shrugs on dotted patterns. These differentiatedemmewts are tools for assessment and a key
for demonstrating mastery of musical concepts. Alnean American spiritual, with its
varied and vibrant rhythms is a wealth of pedagmgyortunities that embrace the solid
methodology of Kodaly while releasing the sonorsasl of its musicality.

Kodaly lays a foundation on essential music concept
As splendid as the spiritual is in its own righs, use as a tool for music literacy is its greatest
legacy. As Kodaly wrote, “A thorough knowledge bétmaterial must precede everything,
for anything else can be built only upon this knedge. Any efforts to achieve aesthetic
results which either precede or discard knowledgesgquivalent to building castles in Spain”
(Ebsze, 1987, p. 18).

In theoretical practice, children learn to readthinys with stick notation. They learn
to feel rhythm with music that has mixed duratianth a consistent pulse in duple meter.
The spiritual (Allen, Ware & Garrison, 2011, p. 20pvides simple and complex rhythms
and is often in duple meter.

TELL MY JESUS “MORNING.”

FREE T E T

1. In domomin' when I rise, hll my Je-sus huddy,oh;* I
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wash my handsin do morn-in* glo - ry, 'ldl my Je-sus huddy, oh.

Variation to first line.
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Pray To- ny, pray boy, you got do or - der;

The augmentation of the meter and rhythm of thistapl from the Slave Song
collection makes it an extremely effective tool foythmic literacy. Rhythmic motifs
included dotted quarter notes (ta-i), quarter n@@s and eighth notes (ti-ti). The prevalence
of “re” in this pentatonic tune is particularly p&ll for intonation practice with this pitch.
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Tell My Jesus Morning
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Arranger: M. Brouette

The effectiveness of spirituals as conveyors oftrmyc literacy is seen in my
classroom regularly as my students boisterously, $ap, sway and clap without teacher
direction or provocation. Guiding this enthusiaséisponse to the driving rhythm and passion
evoked by the spiritual is a joy when a child’surat response is the unconscious experience
made conscious days, weeks or months later.

Without musical intelligence and passion for itsfpegnance, a music lesson is for
naught. Utilizing the African American spiritualrfeolely pedagogical purposes means
nothing unless its musicality is treasured. Buiidaommunity, creating a vibrant vehicle for
music literacy, touching the human spirit and emimi@its tradition, are the essential
components that the African American Spiritual ketalthe planning and impartation of
Kodaly music concepts. In itself, the African Angam Spiritual is a legacy of community, a
treasure of tradition and a folk song repertoia thodaly, in his wisdom would have
embraced.
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Music in Three Dimensions: An integrative perspectie on the
aesthetic, praxial and social dimensions of music

Dave Camlin
Sage Gateshead (UK)
dave.camlin@sagegateshead.com

Abstract

This paper outlines a perspective on music anderagication arising from the experience
of Sage Gateshead, a large cultural institutiotménnorth of the UK. More specifically, it is a
perspective which has emerged from the processuating undergraduate music learning
within Sage Gateshead’s artistic programme. A oo action research undertaken by the
author between 2011-2015 helped to develop a akiticderstanding of the organisation’s
practices which in turn has helped to underpinuh@ergraduate curriculum.

This particular situation has given rise to a cqiom of music which might be
broadly described astegrative emphasising the integration of three musical disiens
which have often been considered as separate testimg — if closely related — fields of
musical practice, namely; the ‘aesthetic’ and ‘pbxnodels of music which have long been
the subject of much debate; and the idea that #merepecific and measurable ‘social’ — as
well as physiological, psychological, and otherendfits associated with music, which has
informed much cultural policy since the late 1980the UK. The perspective of Sage
Gateshead — and the model described herein — daghgasmusic is at its most potent when
all three of these dimensions — the aesthetigpthrial and the social — are engaged, not to
the exclusion of the other two, but held in a kafidcreative tension’ with them.

The idea that music operates on a number of lesglsltaneously is certainly by no
means radical or new. However, what | hope cand@ngd from a better understanding of
the situation of Sage Gateshead is the kintt@étive tensionvhich exists when these three
dimensions of music’s power are engaged in pradiicparticular, arntegrativemodel of
music has implications for the training of musid@aas it infers that musicians need more
than just the traditional skills of musicianshighgy are to form and sustain long-term careers
in music. Rather than the common perception of m&eg a music educator as the ‘negation’
of a professional identity in music, ti@egrativemodel of music sees musicians as more
holistic agents, with the knowledge and skills éodble to operate competently and
effectively across music’s different dimensions.

Keywords: Sage Gateshead, aesthetic, praxial, social, praxis

Introduction

Sage Gateshead is a relatively young music orgamsavhich celebrated its tenth birthday

in 2015, and whose mission is ‘enriching lives tigio music’ (Sage Gateshead, n.d.). The
organisation operates from an iconic Norman Fastergned glass building on the Gateshead
bank of the River Tyne in the Newcastle-Gatesheaiibation in the north of the UK,
although its programme extends into the rest oNBReaegion, and its influence is felt
nationally and worldwide.

Since its inception, the artistic programme of SG@g#éeshead has been conceived as
consisting equally of music performance on the loened, and music learning and
participation (L&P) on the other. The organisat®uision is reflected not just in the equal
weighting in its artistic programme between perfante and L&P, but also in the fabric of
the building itself. The Sage Gateshead building&@ios three concert venues of different
sizes, with a suite of twenty-six music educatiooms contained in the ground floor. Music
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education is, quite literally, the foundation ardwahich the rest of the organisation’s
practices are constructed. Perhaps the simpl@fdbis physical co-existence between the
worlds of music performance and music educatiorsponsible for some of the development
of the integrative model of music described herein.

Since 2009, Sage Gateshead has been deliveringgnadeate music education in a
joint collaboration franchise model with Universady Sunderland. The BA (Hons)
Community Music course was established in 2009 thaexisting BMus (Hons) Jazz
Popular and Commercial Music transferred from NestleaCollege to Sage Gateshead in
2011. The central idea of establishing these progras within Sage Gateshead was to
provide an alternative route for HE Music study ethwas grounded in the practices of the
music and music education sectors, giving studdet®pportunity to learn ‘inside’ industry
practices, rather than just learn ‘about’ them.

Method

The knowledge that has developed as result ofthiation has emerged through an iterative
process as a form pfaxis (Bowman, 2009; Freire, 1970; Nelson, 2013), wiik tore
productive knowledge of the organisation’s pradicgorming the undergraduate curriculum,
and the more theoretical knowledge used to criticaiderpin the undergraduate curriculum
articulating the complexities of the organisatiositsiation; avirtuous circleof knowledge
development, so to speak. Delivering undergradomatgic programmes within a music
organisation in this way might be seen as a formaaifon research’ (McNiff, 2013; Reason

& Bradbury, 2013), with new knowledge about theamigation emerging in a ‘dialogic’ way
(Bakhtin, 1981; Wegerif, 2012) through the develeptof the academic perspective
required to underpin undergraduate learning. Stisdearn about ‘real world’ (Bennett,

2012) music industry practices, while the orgamsakearns how to articulate those practices
in academic terms.

Findings
Perhaps the most significant concept to have erdesgdar from this situation is the model
which | refer to as ‘music in three dimensions’ i@ia, 2015a, 2015b), emphasising the

pluralistic, emergent and integrative model of mwshich describes Sage Gateshead’s
artistic programme, shown below:

A

MUSIC

st [P ——— [ — 4
" P4 e

Fig. 1: Music in Three Dimensions
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The model expresses a dialogic and inter-dependtationship between three musical
dimensions, namely: the ‘aesthetic’ or Presentatiarodel of music (Adams, McQueen, &
Hallam, 2010; Elliott & Silverman, 2013; Turino, @®), concerned with “the beauty or
‘meaning’ of its sonorous forms” (Elliott & Silveram, 2013); the ‘praxial’ or Participatory
view (Elliott, 1995, 2009; Swanwick, 1999) whichléh® that music is, “a human practice that
is procedural in essence” (Elliott, 1995, pp. 24B)2 and the ‘social’ view in which “active
engagement with music impacts beyond the developofenusical skills” (Hallam, 2015, p.
1). In the model, the first two dimensions are neimdly musical ones, held in a kind of
“creative tension” (Adorno, 1973, p. 153; Wege2i®12, p. 158) with each other, rather than
being seen as completely discreet fields of practigth the red arrows between them
describing the tensile force which unites them. 8avriters (Turino, 2008)o see the
aesthetic / presentational and praxial / participatimensions as “different form[s] of art
and activity entirely — and that they should becaptualised and valued as such” (p. 25).
However, in practice, there is perhaps more comynanlintegrative tension between them:
musical participation often leads to presentatmimmusical performance (Camlin, 2015a),
and even highly presentational forms need to wjghaticipation, increase access and broaden
inclusion, in order to resist becoming what DaBatenboim describes as an, “ivory-tower
community [which has] lost a great part of the axtion between music and everything
else” (Rusbridger, 2013, p. 210).

While these first two dimensions describe the djmloelationship between
presentational and participatory forms of musie, tthird dimension — the ‘social’,
represented by the red vertical arrow - accountthi® extra-musical benefits that can arise
from ‘musicking’ (Small, 1998), including benefiis psychological well-being, confidence,
empathy, physical health, as well as increasesdrakcohesion and social capital (Arts
Council England, 2014; Hallam, 2015; Matarasso,719&elands, University of Warwick, &
Heywood, 2015).

| refer to the model as an ‘integrative’ model aisic, although it might be more
appropriate to call it a ‘re-integrative’ one, aokriedging that musicality is something which
has been present in all human cultures for theO80y@ar history of our species (Dunbar,
2012; Mithen, 2007) and only relatively recentlpaeated in Western cultures with the
evolution of ‘aesthetic’ forms (Elliott & Silverma2013; Ranciere, 2003). Or, as David
Byrne puts it, “before recorded music became ulbagg, music was, for most people,
something we did” (Byrne, 2012).

The way in which this model has evolved is worthimgn In terms of establishing a
discourse about ‘quality’ between students on aenperformance-based course like the
BMus, and the BA Community Music, it became appétieat there was no easy way to do
this. There is a tendency — perhaps not surprigingb judge the quality of participatory
forms of music by the standards of its presentatioounterpart, without recognising that the
intentions and concerns of participatory music rlghdifferent, and require different quality
measures. However, recognising these differenseshadihlights the fact that the quality
standards of presentational music — for examplgaisised beginnings and endings,
individual virtuosity, contrasts, transparent tegi (Turino, 2008, p. 45) — ofteto apply to
participatory settings as well, leading to a compleb of inter-related meaning.

The conclusion reached — as an organisational cantynacluding its students — is
that quality is contingent upon its situation. ther words, in order to understand issues of
quality in music, they have to be understood firdhe context within which they occur
(Camlin, 2015a). This realisation has led quiteiraly to more sophisticated dialogic
conceptions of musical quality — as outlined in dirgram above — which support students on
both courses to understand what ‘quality’ mightidike in practice, and how it is not fixed,
but subject to change as the situation changes.
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In this sense, the transformative ‘social’ dimensid music helps to unify what might
otherwise be more separate concerns. Whetherihigtém, or participating in, music, surely
all musicians hope that the instances of music thegte or facilitate will have a deep
emotional connection with the hearts and mindsstéhers and / or participants, ultimately
leading to life-affirming — or even life-changingstrong’ experiences (Gabrielsson, 2011);
perhaps the pursuit of such transformational, rejt@xperiences is something which unites
all musicians.

Accepting this ‘integrative’ model of music as di#and useful paradigm does,
however, require some conceptual shifts, and ctsaimgenderstanding of what it means to be
a musician. Traditionally, models of music educaset up the professional identity of Music
Educator as theegationof a professional identity as a performing musicl/e have
probably all heard — or even given — the advicadjoiring musicians that you can train as a
musician,and if that doesn’t work out, you can always bee@music teacher, thereby
suggesting that music educators are in some stilgsl* or non-musicians. However,
because of the way the music industry has charyediefson, 2009), most musicians will
need to be adept at teaching music as well asrnparfg it, if they are to sustain a career in
music in the longer-term. And yet, the negativecpption of Music Educator as a
professional identity mitigates against musiciaes@ able to develop the necessary skills
and knowledge to function successfudlymusic educators, especially within a very différen
musical landscape to previous generations of marssciThe integrative model described
herein helps to break down some of these distinstim®tween ‘musician’ and ‘music
educator’ which have become less relevant in aenodustry which has changed beyond all
recognition, but it is only a small part of the &g paradigmatic shift occurring within the
sector.

Indeed, the ‘virtuous circle’ of knowledge develagm suggested in this paper is
already underway within the organisation. The ‘musithree dimensions’ model described
herein and arising from within the degree courkas,already found its way back into the
organisational culture of Sage Gateshead whichnméd its development, translated into
perhaps more accessible — i.e. non-academic —dageguithin the organisation’s current
business plan 2015-18 as three inter-related ‘gshef:

Artistic innovation and excellence (aesthetic /Sprgational);

Music education (paraxial, participatory)

Social impact (social)

(Sage Gateshead, 2015)

The knowledge emerging from these particular cirsiamces — situating
undergraduate learning within the organisationacpces — has therefore become knowledge
that the organisation can put to service in tharelearticulation of its mission and purpose.
More broadly, this approach of situating HE studlyide ‘real world’ practices suggests a
useful methodology for unearthing the tacit knowledontained in those practices and
helping to articulate them more clearly. If devadpit is in this iterative kind of
epistemological development that the “productivewledge” (Bowman, 2005, p. 52) of
broader cultural sector practices might be madesregplicit.

Implications

A key implication of this integrative model of mass in recognising the full complexity of
musical situations — especially music teachingreay situations — and what this means for
the training of musicians. In an industry wherettiaglitional boundaries between the fields of
music performance and music education have becameé more porous, musicians require
an understanding of music that goes well beyonidgeig able to play their instrument well,
encompassing a range of pedagogical knowledgelalhgifsr working with a wide range of
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individuals and groups in a multitude of differechhanging situations, including those where
music may be used as a vehicle for bringing abocibschange, or increased levels of
individual self-expression and actualisation.

The integrative model of ‘music in three dimensialiso helps to resolve some of the
philosophical challenges contained in the long-ditagn ‘aesthetic vs. praxial’ debate, by
recognising that both of these dimensions of mamacvalid, and the interplay — or “dialogic
space” (Wegerif, 2012, p. 158) — between them helgseate a richer context of musical
meaning, especially when understood in relatiothéo'social’ aspects of music, which helps
embed that meaning deeply within people’s livedegigmce of music.

A further implication relating to the way this mddas evolved, is in recognising that
this concept might be regarded as simply one outcoingituating HE provision inside ‘real
world’ cultural sector practices which, almost kefidition, have evolved in more practical
ways without necessarily being grounded in acadé&meviedge. When we are required to
articulate ‘real world’ practices in academic termss perhaps inevitable that new
knowledge will result, as we discover new waysrtitalating those practices. It would be
reasonable to expect that applying a similar ppiecof using ‘real world’ situations to host
undergraduate learning would result in similar gpreological developments, which might in
turn support the Arts sector to develop strongguiaents about the value of the Arts in
Society.

Conclusion

To conclude, the ‘music in three dimensions’ mqatelides a dialogic way of conceiving of
musical practices, recognising the importance atet-play between three complementary,
integrated dimensions of music: the aestheticggrtional; the praxial / participatory; and
the social. It enables a more sophisticated diswusd what constitutes ‘quality’ in musical
practices, by recognising that any such discussesus to be grounded in a clear contextual
understanding of musical situations, which are esttifp change.

It also provides a useful insight into what happehgn undergraduate music learning
is situated inside the ‘real world’ practices daege music organisation. There are clear
benefits to students as they not only learn aldmtiiusical practices which drive the
organisation, but also contribute to an ongoingess of articulating those practices,
introducing them ‘first hand’ to the kind of epistelogical developments which can occur
within an action research context. The model itsa¥ proved useful — at least to the
organisation — as a way of refining and articut8age Gateshead’s artistic purpose, and has
also fed into broader discourses about the qualiBarticipatory Arts practices (Camlin,
2015a).

References

Adams, P., McQueen, H., & Hallam, S. (2010). Contaksing music education in the UK.
In Music education in the 21st century in the (9. 18-33). London: Institute of
Education.

Adorno, T. W. (1973)Negative dialecticgReprint ed.). New York: Continuum.

Anderson, C. (2009 he longer long tail: How endless choice is cregtimlimited demand
New York: Random House Business.

Arts Council England. (2014, March)he value of arts and culture to people and sgciet
An evidence review | Arts Coundietrieved March 14, 2014, from
http://www.artscouncil.org.uk/advice-and-guidanceyise-advice-and-
guidance/value-arts-and-culture-people-and-so@egtgience-review

Bakhtin, M. M. (1981)The dialogic imagination: Four essay®1. Holquist & V. Liapunov,
Eds., V. Liapunov & K. Brostrom, Trans.). Univeysdf Texas Press.

46



Bennett, D. (2012)Life in the real world: How to make music graduagesployable
Champaign, lllinois: Common Ground Publishing.

Bowman, W. (2005). The limits and grounds of musicaxialism. In D. Elliott (Ed.),
Praxial music education: Reflections and dialog(gs 52-78). New York: Oxford
University Press.

Bowman, W. (2009). The community in mudiaternational Journal of Community Music
2(2/3), 109-128.

Byrne, D. (2012)How music worksEdinburgh: Canongate. Retrieved from
http://search.ebscohost.com/login.aspx?direct=tagege=site&db=nlebk&db=nlabk
&AN=572169

Camlin, D. A. (2015a). Whose quality is it anywdgRabiting the creative tension between
presentational and participatory muslournal of Arts and Communitie@rtworks
Special Edition).

Camlin, D. A. (2015b, AugustMusic in three dimensior{®octoral thesis), University of
Sunderland, Sunderland.

Dunbar, R. (2012). On the evolutionary functiorsohg and dance. In N. Bannon (Ed.),
Music, language and human evoluti@p. 201-214). OUP Oxford.

Elliott, D. J. (1995)Music matters: A new philosophy of music educat®dP USA.

Elliott, D. J. (Ed.). (2009)Praxial music education: Reflections and dialogu@slP USA.

Elliott, D. J., & Silverman, M. (2013). Why musicatters: Philosophical and cultural
foundations. IMusic, health and wellbein@p. 942-1447). OUP Oxford.

Freire, P. (1970Pedagogy of the oppressei® ed.). London: Penguin.

Gabrielsson, A. (2011%trong experiences with music: Music is much moae just music
(1* ed.). Oxford New York: OUP Oxford.

Hallam, S. (2015)The power of musidMusic Education Council. Retrieved from
http://www.mec.org.uk/storage/power%200f%20musit.pd

Matarasso, F. (1997)se or ornament? The social impact of participatiorthe arts Stroud:
Comedia.

MCcNiff, J. (2013).Action research: Principles and practi¢8® ed.). Milton Park, Abingdon,
Oxon; New York: Routledge.

Mithen, S. (2007)The singing Neanderthals: The origins of musicgleage, mind, and
Body. Harvard University Press.

Neelands, J., University of Warwick, & Heywood, (2015).Enriching Britain: Culture,
creativity and growthThe Warwick Commission.

Nelson, R. (2013)Practice as research in the arts: Principles, praits, pedagogies,
resistancesNew York: Palgrave Macmillan.

Ranciere, J. (2003RissensusLondon; New York: Continuum.

Reason, P., & Bradbury, H. (Eds.). (20IB)e SAGE handbook of action research:
Participative inquiry and practicéznd ed.). London: SAGE Publications Ltd.
Rusbridger, A. (2013Rlay it again: An amateur against the impossitillendon: Jonathan

Cape.

Sage Gateshead. (2015). Sage Gateshead BusinesX0Pt18.

Sage Gateshead. (n.d.). Sage Gateshead. Retriaved 9, 2013, from
http://www.sagegateshead.com/

Small, C. (1998)Musicking: The meanings of performing and lister(itijed.). Middletown,
CT: Wesleyan University Press.

Swanwick, K. (1999)Teaching music musical(t*® ed.). New York: Routledge.

Turino, T. (2008)Music as social life: The politics of participatioBhicago: University of
Chicago Press.

Wegerif, R. (2012)Dialogic: Education for the internet agébingdon: Routledge.

47



Music teaching in the public school of PernambucdBrazil):
The challenge of an ethical/aesthetic subject

Milca Maria Cavalcanti de Paula
(Brazil)
milcanti@hotmail.com

Luiz Alberto Ribeiro Rodrigues &
Waldénia Ledo de Carvalho
(Brazil)

Abstract

Music has significant importance in the practicadl &nowledgeable field of human
development. In a dialectical mode, music allowsian beings to interact with musical
activities in ethics, aesthetics and cognitive digiens of life, to the extent that requires
integrated action between thought, cognition, g&roa and aesthetics. This article analyzes
music teaching in the basic education in the sthRBernambuco, Brazil. The results, although
preliminary, have already pointed to a lack of kiexlge of legal precepts as well as a
distorted view of its applicability. Additionally lack of licensed music teachers and
inappropriate physical space with relevant resaiveere observed. Despite practical music
teaching it was concluded that teaching occursawmitlsystematic planning, and without due
valorization as a mandatory curriculum component.

There is therefore an urgent necessity to trainpmagare professional teachers
specialized in music, that are well informed andehawareness-focused academic practices.
This will result in an enhanced music teaching expee that values the actual teaching of
music and is marked with research tools leadin@egroduction of didactic materials for
music education in the schools.

Keywords: music education, public policy and education cudtim

Introduction

Music education has varying significance when abergid as a formative component of the
human being as it is directly contributing to thipe of person being formed. To think of
music education is also to think of what kind afarld we desire for tomorrow. There is
therefore an ethical question pertaining to mudigcation and aesthetics that needs to be
addressed. In this mode, to speak of music edugasido report its relationship with the
integral formation in an ethic-aesthetic perspectiv

The nature of music education is one of establgshself as a subject relative to other
similar subjects in a cooperative relationship grgwithin an ethical world. The value of
music does not only come from its aesthetical belut from being intrinsically linked to the
process of music education, which is directly lidhke the formative process of persons in this
world.

With the above perspective, music can be undersisa@form of reflective-affective
language. In this plot of psychological procespesception makes premises in making
musical, at the same time that engenders it amd fra quality education (Maheirie, 2003).
A perception, in general, directs and guides thtestf the human being as well as their
feelings within the world. The processes of teaghmmusic and learning, gives rise to and
produces perception, in which the student can openself to new perception of the world,
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of life and of himself in a dimension of aesthegterception. In this view perception and
aesthetic education are interconnected.

Furthermore, children, adolescents, young peopdeadnilts, in the course of their
journey of life, experience situations where the olive music, present in their daily lives,
is the music of their culture, or other musicathgt they might meet. Simultaneously, such
use is both personal and social, in accordancethwthmplications with the music in their
local contexts of life, where meanings and senseduilt into the same, and where the songs
are constitutive of the subjects. In this mannarsiais an integral part of the construction of
the identity of their subjects (Paulwabitah, 2010).

The main objective of this article is to analyze #ttual music teaching in the public
schools of the State of Pernambuco, parting fragrctintent of public policy underway in
Brazil, which is targeted at establishing compulsousic education in Brazilian schools. The
article's fundamental focus, is the policy estdl@dfrom law 11.769/2008 that deals with
compulsory music teaching throughout basic schdotation. The methodology used is of
solid action-research along with step processelsaginosis, action, evaluation and reflection
(Rodrigues, 2013). Data-collection processes wepéied in the form of simple observation
and group formation focus. Don Vieira High SchaobDon located in the municipality of
Nazaré da Mata, in the State of Pernambuco, Bnazilbeen the selected locus of research.
Throughout the research, the scenario to be obdéswhae contextual influence in which
"policies are initiated and the political speecaesbuilt" (Macharia, 2007, p. 29). Music
representatives exhibited the context in which eanad music is placed in and discussed the
relevance along with the necessity of having mustbe schools. One of the main defenses
was the direct relationship between musical edanatiknowledge and the development of
citizens.

Practically speaking, the school environment ismetegministrators, teachers,
students and other persons are directly involved political micro-context. It is where
educational policies are put into action and theckh, along with redefinitions of those
policies, can occur. This educational context ierelthe policy suffers the "interpretations
and recreations, where it produces effects andecuences that can represent changes and
transformation in the original policy" (Macharidd@, p. 30).

History of music education policy in public school
The Law of Guidelines and Foundation for Nationed&lian Education, (Lei de Diretrizes e
Bases da Educacéo Nacional Brasileira, LDB 9394&&red in 2008 the article 26,
subparagraph 6, as a regulation that turns musicagidn compulsory, but a non-exclusive
content, curricular Arts component. This achieventame out after a long period of debate
and discussion in the national legislature. Thésdssion was expanded from 2004 onward,
integrating groups of researchers in music educatia national and international
associations, among which stand out the presentte @razilian Association of Music
Education (ABEM), the National Association for Rasd and Graduate Studies in Music
(ANPPOM) and International Society for Music Educat(ISME). These teachers and
researchers, in conjunction with singers and comsosf Brazilian music discussed the
possibilities of a musical policy for official museducation for Brazil. This culminated in the
drafting of a bill that referred to the mandataggching of music in the school of basic school
education (Pereira, 2010).

This process of building the field of music edueatihas constituted the history as the
national educational which has been marked by ldd®eation of documents and carrying out
of actions resulting from the struggle for inclusiof music in the schools, as suggested in the
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document of the opinion of the Ministry of EducatiNational Council of education (20113)
which details below for decades.

This document was created from the collaboratiorepfesentatives of ABEM, during
their technical meetings for educational musicagpamsFrom 1850 to 1889, the Decree
No. 1331, of 1854, in the Imperial Regime, presémesfirst definitions, in the Brazilian
educational legislation, for the teaching of musischools. Restricted to the Federal District
(Rio de Janeiro) but also wins resonance in otteca&tional centers of BrazBetween 1890
and 1929 the decree No. 981, from 1890, preseetfirgh aspirations for Brazil's School
Music Republican; The national legislation of tleags following does not cover any
systematic definition for teaching music in schdnlf several localities incorporate proposals
for teaching music and musical practice in the sthontext.Proceeding from 1930 to 1960
choral music conquers space in Brazilian schogjse@ally on the basis of the proposal of
Villa-Lobos. This practice achieves legitimacy froine national decrees: No. 19,890, April
18, 1931, paragraph no. 24794, July 14, 1934; N634November 26, 194Rloving to the
years of 1971 to 1980, the law no. 71/5,692 brougbtnational legislation the definition of
"art education" as an activity and compulsory sctoje teaching of 1° and 2°. So, with
artistic education a consolidation occurred indhs education, weakening the presence of
music as curricular component in school. In 1918,EFE Opinion n° 1,284/73 and the CFE
Resolution No. 23/73 were passed to regulate theedeof art education. The CFE Opinion
No. 540/77 mentions previous forms of music edocatd Law 5.692/71, limited to the area
of music theory or choiiThe years of 1981 to 1990 brought the emergenesgohduate
degree in Music in Brazil has strengthened thearebein music education, as well as created
pioneering studies on teaching Music in schooll987, the National Association for
research and graduate studies in music (ANPPOM).dEbate about the teaching of the arts
in school is magnified within the different aredsAots, pointing mainly to the inadequacy of
versatility.Moving forward to the years of 1991 to 2000 theAdran Association of Music
Education (ABEM), contributed to the discussiond antions of music education in schools
in 1991 and in 1996, the art education was stremgt by its inclusion in law No. 9.394/96
(LDB). Since 1998, the specificities of the diffetartistic languages are recognized in
National curriculum guidelines set by the Boardedfication and the national curriculum
parameters. In the period of 2001 to 2013, theludsa CNE/CES No. 2/2004, based on
Parecer CNE/CES n° 195/2003, defined the natiamaicalum guidelines for teaching
courses in music. The campaign "l want music edocatt school”, carried out between 2006
and 2008, mobilized the public authorities andl@wociety in support of the adoption of law
no. 11.769/2008. In 2009, the campaign gained giswra social networks. In 2006, The
Joint Parliamentary Group Pro-music (GAP), the pearelent Core Musicians (NIM), by the
Brazilian Association of independent music (ABMiy; the Union of professional musicians
in the State of Rio (FPPM), is created gatherinigtarand politicians from various parties.
The law n° 11.769/2008 was approved via a broadmatmovement mediated by music
educators and musicians, and also by members @ftgo€the debate and the search for
strategies to apply the law no. 11.769/2008 gafastination-wide momentum. The Board of
Education ruled on the matter through the Paredd/CEB no. 10/2008. On July 24, 2009,
at the IX Musical Festival of Ourinhos, Sdo Pathe, seminar "Teaching Music in Schools"
was held. Seminar attendance included represeesadivthe educational and musical area.
In 2011, the Secretary of Ministry of Basic Educatpromoted meeting with music
specialists to discuss the teaching of Art and ®lusBrazilian schools. In May 2013, the

! parecer do CNE -

Diretrizes Nacionais para a operacionalizacaormine de Musica na Educacao Basica
http://portal. mec.gov.br/index.php?option=com_dan&view=download&alias=14875-pceb012-
13&category_slug=dezembro-2013-pdf&Itemid=30192
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Federal University of Rio de Janeiro (UFRJ) prorddtee first international meeting of
musical education, to discuss the implementatidawfno. 11.769/2008.

Access to aesthetical goods and music contributiots teaching

According to Rubem Alves (2004), there are schtws are “wings” and other which are
“cages”. The “wings” schools are the ones that ltheeprimary function of providing student
freedom. They are those schools that encouragersttb discover flight within them. It is
believed that through the arts-music the “winggi ba fortified.

The route which teaching music has taken till nbawgs difficulties in guaranteeing
its presence in the educational environment asgukage favoring the development of
subjects or at least an explanation of this petspgedAn education of theensitivedirectly
contributes to the subject in formation of beingrenethical, sensitive and happier. This long-
term perspective turns the school into an envirotménere one learns poetry, music, theater
and the visual arts early on and not only wherereneives it as a curriculum component to
be learned and displayed in a conversational maamarconfirmation of their academic
achievement.

Thinking on the aesthetic subject formation, Dudrtg2001) leads us to think of the
need of an esthetic education that concerns iwg#ifthe refinement of our senses, and
transforms the school into a space of acquiringllettive and sensitive knowledge. The
search for knowledge is acquired by diverse meadsae of them is via access to cultural
assets. Through art, the subject extends its dgdacireflection and perception, as well as
their sensitivity. About that Vygotsky (1999) stathat

what we are not in the condition to directly undinsl we can understand indirectly,
through allegory, and all psychological actionlo# tvork of art that can be fully
summarized in the indirect aspect of this via.3).

Understanding that sensitivity can be honed in,amby through direct ways, but also
in indirect routes, we believe that the same happeéth the inclusion of music as an
“indirect” language that opens channels of commatidn and learning for the individual.

Joly (2003, p. 113) states that the "musical dgueknt is related to other cognitive
processes, such as the development of memory, maiémn and verbal and body
communication”. Hence the importance of music bgirggent in the schools as one of the
elements needed to forms individuals.

According to Duarte (2009), aesthetic assigns anhpfideas (philosophical), with
which proceeds to an analysis, investigation ocsjagion about art and beauty. In other
words, aesthetics is the portion of philosophy (alst, more modernly of psychology)
dedicated to seek out the senses and their metmthg dimension of life in which man
experiences beauty and sensibility. An aesthetiestiin this perspective is one that falls
within a space of a conscious world, where hes@tfigures him in a harmonic and balanced
designed as beautiful. What seems evident is thatlacal/esthetic subject can be generated
day after day within the classroom.

According to Schiller, a man must go through three stages to achievarafion. A
prisoner of the sensations and the power of nah&és born as a physical man. At this stage,
the man would be similar to the one that Roussesauribed as a "noble savage" (Rousseau,
1978).

2 Johann Christoph Friedrich Vodber die &sthetische Erziehung des Menschen emRiile von Brieferil794.
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Reflecting on this, according to the author theureitman passes into an aesthetic
stage when he is affected by an object and thesptedakes place not only in the material,
but in the man begins to form matter and thus enteo the aesthetic stage. At the pace that
he plays with sensitivity and form, the esthetagst favors the movement of his own faculty
to the moral stage. In short: "in the physicalesttman only suffers from the power of nature,
when he breaks free of this power in the aestls¢dit®, and comes to dominate it in the moral
state" (Schiller, 2002, p. 119). All of this roadwis made with the view of own final
formation (Bildung): to know, in a freedom-baselies, in the autonomy of the will.

The subject considered by Schiller follows clogelyhe Kantian subject in regard to
universality and necessity as well as in purpogtareomy and moral training. Schiller, then
follows closely on the Aufklarung, in proposing tleemation of man for freedom (Barbosa,
2004, p. 23).

Care of oneself presents a set of practices andisgs that the subjects applied on
themselves with the objective that this influenodleemselves, would form moral subject.
Some own techniques that viewed "work ethic thalased over oneself" in order to
"transform himself into a moral subject from thewn conduct” (Foucault, 2006, pp. 27-28).
However, this moral training is not driven by a mdarode or a prescriptive code of conduct,
but a personal choice-driven training, an art\ahty, an aesthetic existence. According to
Foucault, this subject of care "is the experiemd@ch is the rationalization of a process
interim that results in a subject or subjects” @aut, 2006, p. 262).

The measure that art is linked to life and knowkedircording to these authors, there
is a fundamental role played by her in discovenew possibilities of form, of living and
getting to know oneself. The aesthetic educatiothis prism, is directed to the creation and
re-creation of oneself.

Analysis on the teaching of music in basic educatian Pernambuco

Actually, what is proposed by the law of music eatian in Pernambuco? What are the main
obstacles and prospects? The effectiveness depearttie "mobilization” of teachers and
administrators. So reflecting on what has been @itaited as educational policy in the
political macro context is one of the tasks of edion professionals and how will organize
the processes of implementation of local actidma, its, in their contexts of action is the
responsibility of the managers and educators.

In the process of this research, in its initiagsty it was observed that even teachers
were ignorant of the existing laws and others vigdtye teaching of music as a "waste of
time". Although these aspects may indicate a ldatawity or understanding of policies, it
also shows a vision still unsatisfactory regardimg function of teaching of music and its
relationship to the general education of the studen

It was observed in the scholastic environment tieeace of teachers with music
degrees and even for the teaching of arts. Muaithiag was carried out by licensed teachers
of other subjects. This raises a problem, espgdialihe epistemology of teaching of music.
Additionally, there is still a great discomfort stidents and teachers voicing the lack of
music teaching resources such as appropriate actassinstruments, didactic resources,
which leads to non-productive music experience éiuttered environment.

At the school of present case study, the musidtas a graduate of geography. It is
common knowledge that each subject has its ownfgpecontent, therefore there is no way
to expect an unlicensed music professional to teaalsystematic and consistent manner. At
this school, there is no classroom room for artimaksses or specific teaching materials.
The comprehension of the school board in referémoausic policies is unclear and
fragmented which demonstrates the rushed mannehvgalitical, academic and practical
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actions are applying the laws. This situation ismach different in other schools throughout
the State of Pernambuco.

We see Karl Orff as a theorist of music that wélghus think about the issues facing
music education. In its conception, Karl Orff sgatieat the learning process involves singing,
moving, playing an instrument, make improvisatiang stimulate musical creation. All are
participants and not just listeners in the makihgasic.

The Orff method aka Schulwerk (meaning, work orosthask) originated in Musik
Fur Kinder (music for children), in 1930-1933, reatl 1950-1954. The methodological
proposal considers that learning music should stiin, simple and progressive rhythmic
patterns building into more complex sound sets susctihe xylophone, metallophone,
glocknspiels and other percussion instruments. Weéfamring to composition, for example
musical activities may be proposed with two nofdkthe work of Orff is based on children's
activities like singing, rhyming, clapping, danciagd striking objects. These activities are
directed at learning how to make music, to then saad write musicals. Karl Orff believed
that the musical experience should come beforenkerstanding and systematization of that
experience. It was based on German folk musicthait methodology is used in several
countries of the world, being adapted to the realiteach country.

In Brazil the Orff method was introduced and disseted through the Orff
Association Brazil "Music and Movement in Educati¢AbraOrkk). According to the
journal of AbraOrff, the courses, workshops, stgdyups, and monthly meetings promoted
by the Association in Brazil aimed at spreadingitieas of the German composer, aiming to
empower teachers and music teachers from kindexgaodhigh school, as well as art-
educators, music therapists, physical educatiachtra and conductors of choirs, dance,
composers and music students. Currently many sslinade adopted the Orff method
throughout Brazil.

In his theory Karl Orff proposes taking music t@exone, not just learning music, but
allowing anyone to "make music" as a means of esgima. So that every child or student can
strongly expand explore and develop their musigalitile communicating through it. A song
to oneself and made by oneself, where the partioipégs more important than the result, is
linked to the idea of "Elemental music". He suggdshe use of Ostinato (repetition) and
Instrumental Orff. The student finds security ipettion. Auditory awareness is stimulated
by the discovery of the relationship between thespaf the whole.

Conclusion

The teaching of music, which is identified as arahbeeristic of playful and rhythmic

activities based on the design of Karl Orff (18®82), can provide fun while making music
as well as offer the student a personal satisfaatidhe act of creating. This author dialogues
with Duarte Jr. (2001) and Schiller (2002) in regfge how music performed in the
classroom, affirms a pleasurable activity, andoisimitted to the well-being of others as well
as in tune with the formation of the subject’s lagtsts.

We believe that it is of paramount importance &cdss this issue since seven years
have passed as of the establishment of the lav62/D& (Brazil, 2008) along with the
insertion of music policy as a required educati@@ment in Basic Education. In our state,
Pernambuco, this difficulty occurs due to numen@asons, which includes the paradigm
shift required between teachers, state and loaadatmnal management, structural challenges
that occur by large in such an immense and comgentry like Brazil.

Finally, we present some suggestions that refleategjies for improvements on the
effectiveness of educational policy of music regdim Basic Education in the State of
Pernambuco at three levels: political action, anadection and practical action.
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Political level activities, propose regulation la tstate level, the supply of the teaching of
music in schools of basic education, based on ¢led of integral formation of the citizen. It
is not enough to say that music is important, wetnensure the conditions so that it can be
integrated and fulfill the fundamental cultural &filons, as Luciana Del-Ben (2009),

far beyond developing a domain of content and agwelusical skills, the various
participants in the school community expect thatrttusic fulfills the functions of
transmission of socio-cultural values and tradgiantegration and cooperation
between persons; psychological development, maiicagnitive skills; help on
appropriation of content from other curriculum sdb§; access to the ways of life of
different social and cultural groups; developmdniespect for differences and
development of democratic values and practicesldp)

At the level of academic actions, there should feigion in the following: incentives
to reflect and discuss for the purpose of fortifymusic education, stimulation in the creation
of material that turns music knowledge and thentg tangible resources for the music
teachers and motivation of creating didactic resesithat assist the music teacher in the basic
education.

At the third level we encounter practical actionbjch are directly related to the
preparation of music teachers, the amplificatiothefr official music training possibilities
and their development into committed professiomdds are conscience of their roles in a
scholastic environment. For the completion of hase, it is necessary to invest in the
creation of graduate music courses both in classsand as long distance, as well as
ongoing courses for existing music teachers. Tatamlly implies the mobilization of people
and institutions, the meeting of deadlines andgjaalwell as developing potentiality that
often is absent. Additionally, there exist techhisaues which are directly related to physical
space allowance.

The promotion of change is what we believe to leeutyent needed attitude. With
this article, we aim to contribute to the re-evélwaof the practical side of musical education
in the schools of Pernambuco. We consider thigtpdst of a wider process, an instrument in
the formation and or transformation of an ethicatjcal and sensitive individual, whose
worldview results in a broad look, capable of npiétireadings. To engage in an
ethical/aesthetic commitment is what we call “makaitizenship”.
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Abstract

Since Taiwan commenced the 12-year basic educatilicy in 2014, the National Academy
for Educational Research (NAER) has undertakemesiteblishment of curriculum guidelines
and conducted preliminary research projects inraalentify problems that have emerged
since the implementation of ti&rade 1-9 curriculumin 2001, and to gain an understanding
of current trends revealed from the national cutum in other countries. This study presents
part of the results from a preliminary researchqmioconducted by the arts committee in
2013. Given that the foundation and goals of aiculum reflect the underlying assumptions
that will guide the program design, an investigatd these items would be an important
reference to develop a new curriculum. With an sindentify directions for curricular
developments, this study reviewed the foundatiahgoals of arts or music programs of
other countries or regions, including Australiag thnited Kingdom, Europe, the USA,
Canada and Shanghai. Documents regarding arts asid programs were collected,
translated and examined from August to NovembeB28ad similar focuses have been
highlighted. The findings, consistent with the depenent of core competencies of students
as a foundation in Taiwan’s new curriculum, havelinations for arts education in three
aspects: 1. arts should be viewed as an integrabpa complete education for every citizen;
2. the relationship between arts and culture shbelwientified for lifelong learning; and 3.
the significance of arts and their applicationthia 21st century should be addressed. As for
music education, its aims have been readdresseddiioroad perspective in line with the
general education policy and the mutually shar@tcyples among arts education programs.
It is hoped that with the implementation of Taiveah2-year basic education, support for the
value of music will be enhanced as an integral @spiea complete education.

Keywords: foundation and goals of arts programs, music auluia, music education,
Taiwan’s 12-year basic education

Background
2014 the Ministry of Education in Taiwan commentelProject of the implementation of
12-year basic educatioi herefore, the development of the 12-year culuioufor basic
educationis an urgent task. One of the missions of@leenmission for research and
development of the 12-year curriculum for basiccadion held by the NAER is to provide
general guidelines, and guidelines for areas, stg&pnd group subjects, for the new
curriculum. In order to do so, NAER has conductedliminary research projects to identify
problems that have emerged since the implementafitreGrade 1-9 curriculumand to
refer to experiences of other countries (Chen &, 2@i4).

This study presents part of the results from aiqpieary research project conducted
by the arts committee in 2013, with the purposexamining the foundation and goals of arts
or music programs in other countries.

Purpose
Given that the essence, function, and directiomnoéducational program should be revealed
in the foundation and goals of a curriculum, thigly investigated the foundation and goals
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of arts and music programs in other countries hltdped that new directions for music
education can be identified and suggestions foeldging curriculum guidelines can be
offered for Taiwan's 12-year basic education.

Method

Documents regarding arts and music programs welected, translated and examined from
August to November in 2013. Samples include docusieom Australia, the United
Kingdom, Europe, the USA, Canada, and Shanghapmssenting China. Arts programs in
different countries are structured as either aggrated whole, or according to individual
subjects such as music, visual arts, drama, datcelhe foundation and aims of arts
programs in different countries will be presentedhie following section, and those related to
music education will be shown if they are desigdagecifically for the music program.
Texts will be directly quoted or summarized for csion of the original document of each
country.

Results

The Australian curriculum

The arts in théustralian Curriculum(Australian Curriculum, Assessment and Reporting
Authority, 2015) have the following aims to develagstudents, and all these aims are
extended and complemented by specific aims for eabject:

1. Creativity, critical thinking, aesthetic knowlggland understanding about arts practices,
through making and responding to artworks withéasing self-confidence.

2. Arts knowledge and skills to communicate idelasy value and share their arts and life
experiences by representing, expressing and conaaturg ideas, imagination and
observations about their individual and collectiverlds to others in meaningful ways.

3. Use of innovative arts practices with availadohel emerging technologies, to express and
represent ideas, while displaying empathy for midtviewpoints.

4. Understanding of Australia’s histories and ttiadis through the arts, engaging with the
artworks and practices, both traditional and copterary, of Aboriginal and Torres Strait
Islander Peoples.

5. Understanding of local, regional and globaluds, and their arts histories and traditions,
through engaging with the worlds of artists, artkgpraudiences and arts professions.

Music programs of study in national curriculum, England

In England, music is defined as a universal languhgt embodies one of the highest forms
of creativity. Therefore, a high quality music edtion should engage and inspire students to
develop a love of music and their talent as musgiand so increase their self-confidence,
creativity and sense of achievement. As studemigrpss, they should develop a critical
engagement with music, allowing them to composé,taristen with discrimination to the
best in the musical canon. The national curricufanmusic (Department for Education,
2014) aims to ensure that all students:

1. Perform, listen to, review and evaluate musrossa range of historical periods, genres,
styles and traditions, including the works of tleag composers and musicians.

2. Learn to sing and to use their voices, to craatecompose music on their own and with
others, have the opportunity to learn a musicdtumsent, use technology appropriately and
have the opportunity to progress to the next lefehusical excellence.

3. Understand and explore how music is creatediym@d and communicated, including
through the inter-related dimensions of: pitch ati@n, dynamics, tempo, timbre, texture,
structure and appropriate musical notations.
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Arts and cultural education at school in Europe

The formulation of the learning aims or outcomegumope differs from one country to
another: some are expressed globally and somefispigi The aims to be achieved, or the
skills to be acquired may be defined for each yéatudy or each International Standard
Classification of Education (ISCED) level, but thejght differ from one ISCED level to
another in some countries. In addition to encoumg@iterdisciplinary connections,
curriculum goals that are highly valuedAnts and cultural educatio(Education,
Audiovisual and Culture Executive Agency, 2009)oasrEurope fall into the following
categories:

1. artistic skills, knowledge and understanding;

2. critical appreciation/aesthetic judgment;

3. cultural heritage (national identity) and cudludiversity;

4. individual expression/identity/development aneltivity (imagination, problem solving,
risk-taking).

National core arts standards, USA

The US standard®National Coalition for Core Arts Standards, 20ddjine the arts as: 1.
communication; 2. creative personal realizatiorguture, history, and connectors; 4. means
to well-being, and 5. community engagement. Eahitsgphilosophical foundations and
lifelong goals. The performance standards desatib@ent learning in each of the specific

arts disciplines. They are organized by artistmcpsses under four categories: 1. creating
(CR); 2. performing, presenting and producing (FR)esponding (RE); and 4. connecting
(CN). Each artistic process branches into two medlanchor standards. The artistic processes
and their anchor standards offer a scale for speaifeasurable learning goals as stated in the
performance standards.

Arts education in Saskatchewan curriculum, Canada

The k-12 arts education Baskatchewan curriculuof CanadgSaskatchewan Ministry of
Education, 2010) aims to enable students to uratetsind value artistic expression
throughout life. Its objectives are organized asftilowing:

1. Cultural/historical (CH): Students will investiig the content and aesthetics of the arts
within cultural, historical, and contemporary cottgeand understand the connection between
the arts and the human experience.

2. Critical/responsive (CR): Students will respaadrtistic expressions of Saskatchewan,
Canadian, and international artists using critibaiking, research, creativity, and
collaborative inquiry.

3. Creative/productive (CP): Students will inquicegate, and communicate through dance,
drama, music, and visual art.

Program standards for public schools in Shanghai, RC

The program standards for public schools in Shar(@helisher for Education, Shanghai,
2004) identify the following:

1. To offer students variety in their studies, anavide a rich educational experience.

2. To make moral education central, and focus dtivating a student's creative spirit,
practical ability and a positive emotional outlook.

3. To expand upon, and to emphasize integratioa pfpgram's basic contents.

4. To enhance quality of learning, and expand spaddgime.

5. To endow schools with a reasonable amount @inaumy in order to operate effectively.

In total the standards include the goals:
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1. To shape a proper outlook on life, values, &edworld, imbuing students with a spirit of
citizenship and an international perspective, w&ithawareness of, and a sense of
responsibility to society, democracy, and law.

2. To provide basic knowledge appropriate for éitkication, including basic life skills and
learning strategies.

3. To cultivate an innovative spirit, and practiabllities that may continually be developed.
4. To cultivate a basic appreciation for both thenanities and the sciences.

5. To promote personal health, both mentally angighlly, in such a manner as to develop a
healthy outlook and lifestyle, to become an idewdral, cultured, and disciplined member of
society.

Discussion

Similar focuses

Based on an examination of the foundation and gufedslected countries’ arts programs,
similar focuses can be recognized as follows an@ weoposed for the new curriculum:

1. The fundamental significance of arts

Arts exist in life and help shape the values ars@@sof a culture that any nation will
necessarily inherit. The aim of arts educationosanly to use the arts as a means to help
students know themselves, understand their so@atyhelp them recognize the connection
between an individual and their culture, but atsbelp them understand the essence and
value of the arts as they shape each unique clttondext.

2. The idea of cultivating lifelong artistic comeeties

Given the significance of art for any culture, gveitizen should possess a basic literacy for
arts in order to develop artistic potential andtar enhance an individual's life. Therefore,
the aim of arts education is not simply to cultevatstudent's knowledge and skills of arts,
instead, it should be aimed at promoting both atewstanding of the value of arts, and the
direct experience of artistic achievement to featiéi lifelong learning.

3. Highlighting the importance of arts in our lives

Arts originate in life with various forms, create/dm among interactions of humans living as
individuals or in groups. Therefore, activities prating student response, discovery,
expression, and creativity through different aitigbrms will help create a connection
between the arts and life, and should form thesbasil content of arts programs.

4. Focusing on links across disciplines

Various art disciplines have their own unique laaqgg) techniques and tools, but they also
have similar learning activities and proceduresxsagresponding, creating, performing, and
practicing. Therefore, arts education should cardilde links between disciplines, and
emphasize mutually shared aesthetic principless Wil assist in the implementation of an
integrated or interdisciplinary approach that isvmoore easily achieved through the use of
technology or multimedia in the modern age.

Taiwan’s curriculum for the arts areas in the 12-yar basic education policy

Taiwan implemented th@&rade 1-9 curriculunin 2001 which integrated subjects within a
learning area. The arts and humanities learning iadudes music, visual arts and
performing arts. The major aims of this area iketp students cultivate an interest for arts
and encourage them to enthusiastically participatelated activities, thus promoting

abilities such as imagination, creativity, apprgoiafor the arts, and other abilities (Ministry
of Education, n.d.). Curriculum goals in the angl daumanities learning area are categorized
as: 1. exploration and expression; 2. aesthetidsiaderstanding; and 3. practice and
application.
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The general guidelines of 12-year basic educatierevapproved in October 2014. In
contrast to th&rade 1-9 curriculunwhich formulates competence indicators for stuslent
the new curriculum has adopted a concept of fosjezore competencies as a basis for
developing contents and outcomes by learning stiagesch subject. The core competencies
are categorized into: 1. personal motivation; friactive communication, and 3. social
engagement, which are learner-centered, with asfoauhe balanced development of a
learner who can integrate learning with life thrbagt his/her lifetime. That is, the content is
broad enough to encompass a complete educatiorthamaocess is long lasting after school.
For arts, core competencies are defined as folamasrding to three aspects (National
Academy for Educational Research [NAER], 2015):

1. Personal motivation: To actively participateitistic activities, to use artistic thinking to
discover and solve problems, and to develop théyatn plan and carry out artistic projects.
2. Interactive communication: To use art to appedply convey one's thoughts and
emotions, to use information technology and mealigromote creativity and appreciation,
and to share mutually with others.

3. Social engagement: Through participation andtme of the arts, to create a harmonious
relationship with others and one's environmentigeelop concern for one's society, an
international understanding, and a respect fowéhee of a multicultural world.

The new curriculum, with an emphasis on coheren@ducation from elementary
throughout high school, has reclassified the artslraumanities learning area as the arts area.
In order to respond to current trends of arts antlie, the arts area emphasizes an
application of art in the student's lives, suclih&suse of modern technology and multimedia
to be applied across multidisciplinary performararécreation, space and environments,
audio and visual arts, popular music and the creatiltural industries, musical perceptions,
and design thinking, etc. The planning of subjecits hours of teaching in the arts area are
listed in Tablel (NAER, 2015).

Table 1. Arrangement of subject and teaching hfmrghe arts area
Educational Junior high Senior high school
Elementary school ;
stage school (general- type high school)
Learning | I I v vV
stage
life music, music, music, music, fine arts, arts in life
Required | (includes | visual arts, | visual arts, | visual arts, | (design and visual application,
courses | arts) performing | performing | performing | applied musical arts, performing
arts arts arts arts)
Weekly 6 3 3 3 total of 10, 2 min for each
hours
. basic design, new media arts,
Elective ) . i
N/A multimedia music, performance
courses .
creation
Hours total of 6

Based on the findings of this study and the edanativision of the general guidelines, the
foundation of arts area can be viewed in threecspe

1. The importance of fostering humanity, life skilhnd personal interests in the arts among
students that are mentally healthy and sociallggrdated, cannot be overlooked in arts
education at school. The meaning and value ofnaalse them not only a critical part of
educational attainment for every citizen, but asmique vehicle to carry out the underlying
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assumption mentioned above. The arts, therefoeearaintegral part of a complete education
for every citizen.

2. Arts originate and exist in life. As historicantext shapes the contents and values of a
culture, any nation will necessarily inherit thesdtural assets and artistic uniqueness. An
emphasis on the relationship between arts, mufgcahd culture, will help cultivate a

lifelong appreciation of the arts among studengwan's policy of 12-year basic education is
committed to the goal of providing an educatiort thidl last a lifetime, and the underlying
assumption that art education should cultivatéuaitis and habits among students that will be
conducive to learning continuously throughout thiges.

3. Arts in the 21st century are part of the advarer@ of human civilization, as they play a
crucial role in our lives by acting as a meangafsmitting culture and fostering innovative
and creative thinking among citizens. To emphafizecurrent digital age, arts education
should take advantage of new technology and mad@adopt cross-disciplinary and
integrative approaches towards other subjects eatplines.

Facets of curriculum within the arts area are didithto expression, appreciation and
practice. While the learning content varies acaggdo the particular characteristics of each
subject, common goals are shared across subjeBBERN2015):

1. Expression: To engage in artistic creation agrfigpmance through a use of appropriate
mediums and forms, and to convey thoughts andnigeli

2. Appreciation: To experience artistic values byceiving and understanding through an
engagement in aesthetic activities.

3. Practice: To foster an interest and a habintfiesiastically participating in arts, and
further, to enrich life.

Conclusion

The foundation and goals of a curriculum refletibdeliefs about education, which
although differing among various nations, the utyileg foundation is similar for any
country. Curricular revisions tend to be carried @oout once every 10 years, therefore,
educational reforms should be done in responsartert trends in education to form a vision
for the coming decade.

For a long time, school education in Taiwan hasi\deeused primarily on academic
achievement, with little focus given to arts ediaatAs the goal of general education is
moving toward the development of competencies gjiinout one's life time, arts educators
should adopt a broad view in considering the ultexgoal of arts as they relate to life. As for
music education, a program should make experiemngc’s intrinsic meaning part of the
educational attainment of every citizen.

It is hoped that with the implementation of Taiveaguidelines for the 12-years basic
education, that support for the value of music llenhanced among administrators,
teachers, parents and students, and that thisnakle music an inseparable part of a complete
education.
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Abstract

This paper is based on the authors’ professionamance as coordinators of two projects
that, although very distinct from each other, shheesame importance in Music teaching in
Brazil — Nucleos Estaduais de Orquestra Juvemsamtis da Bahia (NEOJIBA) and
Programa Pro-Licenciaturas Musica (PROLICENMUSJriBtitions and technical
instruments relevant to Music courses coordinatiaits administrative, pedagogical, and
musical dimensions are in the scope of this stgdyradicted in the analyzed projects’
founding documents (respectively, NEOJIBA, 2013jvdrsidade Federal do Rio Grande do
Sul, 2006). These aspects were described in a Ngadissertation (Cunha, 2014) and are
here analyzed using the CDG Theoretical Model (ISu8611; 2015)This is a qualitative
research study, which uses the hermeneutical mg#imoidhas a propositional intent, whose
results are presented in the form of an essaysdaree, it submits to its peers a coordination
model for Music courses, regulated by a Focus, vbansiders three scopes (Musical,
Administrative, and Pedagogical) which therefor@leissh three intersection areas (Products,
Actions, and Ideals).

Keywords: pedagogical coordination, mus€DG Theoretical Model.

Introduction

In each space created aiming the teaching andgeasftMusic for educational purpose,
there is the need of a pedagogical coordinatoesgce, who is responsible for monitoring
the activities. In a general way in Brazil, thekta$ coordinating Music teaching projects are
delegated to music teachers. To accomplish su&bk these musicians depend exclusively on
their innate abilities and spontaneous proactiegditions. This happens because there are
no appropriate spaces for this training and theiBpditerature is rare. Therefore, it is
important to observe a few findings that resulteanf personal experiences, which might be
useful to the profile consolidation, attributiopsopcesses, and professional practices in the
role of coordinator in a Music course in this caoyrand, eventually, abroad. Initially, there is
a need to define the attributions, for they willh® establish profiles and anticipate
decisions that would guarantee consistency, coberemd reliability to the tasks. The
guiding questions posed to elaborate this studgwérat constitutes a pedagogical
coordination in Music courses? What are the releatiributions and knowledge to this role?
How could such attributions and knowledge be linlsedthat they would consolidate into a
guaranteed and reliable support for these courBaesanswers provide a pedagogical
coordination model for Music courses/educationajquts, originated from two concrete
experiences in the field — Nucleos Estaduais dei€xstga Juvenis e Infantis da Bahia
(NEOJIBA) and Programa Proé-Licenciaturas MusicaQRRCENMUS) —clarified through
aspects identified and described by Cunha (201d yr@rdeled based in Nungx011; 2015).
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Thus, the purpose is contributing to the trainifhfuture Music course/educational projects
coordinators and, at the same time, generating latme and references to other studies
regarding this topic.

Experience as a studyocus

The discussion posed by this paper comes from tactipal experiences, which correspond
to characteristics of the NEOJIBA and PROLICENMUSjgcts, presented as follows.
NEOJIBA is a Social Project for Music teaching, 8da an El Sistema project. It was
created by Bahia State Government in Brazil in 2@xrently, this Project attends about
4,500 children and youngsters in orchestral andr eutivities, some of them in social
vulnerability condition. It can be accessed on wmewjiba.org. PROLICENMUS and was a
Music Graduation course at the Universidade Fedkr&io Grande do Sul and
Universidades Parceiras. It was a pioneer profeBrazil for the training of Music teachers
on Internet distance learning modality. It was gnéted to a Federal Government policy, the
Programa Pro-Licenciaturas, by the Ministério dadagao do Brasil (2005), aimed at the
training of Music teachers. In 2012, 189 new teeslgeaduated from this project, who are
currently working throughout the country.

The Project NEOJIBA has children and youngstemnfBahia State as audience,
originated from minor social projects, churchessmschools, and the community at large.
The project objective is to form orchestras andrshpromoting music teaching and social
integration. NEOJIBA is managed by a Social Orgainon, sponsored and monitored by
Bahia State Government through a Management Canltratso receives financial support
from private institutions. A center, located in\&alor, is responsible for its management,
which monitors the other centers located in neigimigoareas. The teaching methodology
consists of face-to-face group classes for orchkaid choir practical activities. The
students are offered a musical instrument, textboskacks, and the facilitators’ work
(monitors and teachers) free of charge. The pmactigeer tutoring is encouraged, thus, the
student who has more knowledge teaches the new ererabthose with less knowledge.
Regarding the orchestras, the repertoire is basdtlioopean traditional scores. There are
also arranged scores from Brazilian composerstheochoirs, the repertoire consists of
many arrangements, composed accordingly to the devalopment level, in addition to
comprising national folklore songs and popular raushe groups tour Brazil and abroad.
Many of the members seek universities in ordeotttioue their studies in several fields,
while others follow a musician’s career in orchasirhere are also members who, after
spending a season improving themselves in the €eatarn to their communities aiming to
teach or coordinate activities in their origin aast(Cunha, 2014).

Contrastingly, teachers working in Elementary sé¢fidaut with no legal habilitation
to do so (a degree in Music teaching), constitthed®ROLICENMUS audience. The
project’s goal was to offer, in a single opportyné course for initial training resulting in a
degree in Music Teaching, which presented contiau@ining characteristics for teachers.
The course was managed by a university and toade p&dfectively, in eleven poles located
in cities of five Brazilian States, distributedfour of the five geographical regions of the
country. Distance learning was used as a teachmigrhediated by information technologies
and communication, mainly the Internet. Teachingd)meleased in a weekly basis, by
discipline, posted daily on Moodle, comprised tiaadtic material. Furthermore, many
Virtual Learning Objects, websites, and eBooks vaereeloped to support the content
provided. The didactic material was developed d$jadlly for the course, being produced in
collaborative authoring by teachers, tutors, andestts. There was a great repertoire variety,
including original compositions, which focused aykoard and/or guitar accompaniment
songs suitable for school. The lecturers were ugityeteachers, who produced and
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supervised the many productions and classes. Tvemeealso the Tutors, who accompanied
the ongoing tasks at the poles. The course wassspethby the Federal Government through
Ministério da Educacéao (MEC), Coordenacéo De Apgwtanento de Pessoal de Nivel
Superior (CAPES), and Fundo Nacional de Desenvamatmda Educacdo (FNDE), and
managed by the City Halls of the cities with faoddce support poles. The expected
feedback was met, since it simultaneous promotedhitial and continuous training for
Elementary education Music teachers, includingc@fihabilitation for public tendering in
this field (Universidade Federal do Rio Grande db 3006).

Therefore, it can be concluded that both projemtsenting this discussion, besides
the subject per se — Music — have little similagtiFor that very reason, it became more
interesting to analyze them in search of a gerwrdedination model, in other words, the
most similar possible and equally valid model fothbof them. A model which can also
respect and take into consideration the partidigarof each one of them.

Definitions of a profile

This section aims to answer the guiding questistasting with the first onewvhat constitutes
a pedagogical coordination in Music courséb® Pedagogical Coordination in Music,
represented by a single coordinator and rarelylofiger group, is very common in
educational institutions in Brazil, mainly in spa@l@ed schools, social projects, and
undergraduate and graduate courses. However citigatkly does not exist in free courses and
other community music projects, such as churcheaglduarters, companies, prisons, and
service clubs. The coordination task translates seeking for a self, well-defined, identity.
Its importance is well known and it is understoldttthere are close links connecting it to
supervision and orientation. However, little is Wmoabout the specific skills and
competences of each one of them, its daily tasia|lenges, and possibilities, as well as
about its bureaucratic and legal responsibilities.

Leonhard and House (1959) wrote two chapters desticaxclusively, to this matter
in the boolk-oundations and Principles of Music Educatiémthe tenth chapter of this book,
the authors approach, specifically, the Music super profile and their main attributions.
According to the authors, this task has many megninowever, in practice, a task seen as
inspection and control prevails. Such activity ut#s overseeing the work of the other
teachers and those responsible for administragisiest as well as representing the course
along the institution’s administration. More redgnHansen (2007) wrote thg#andbook for
Musical Supervisionin which the supervisor’s profile is covered, adlw&s his main
activities in the context of thidational Association for Music Educatiohhese authors refer
to pedagogical coordination in Music as a supesuisask. However, the authors themselves
consider such a vision as misleadimg.take it as supervision, even in the broadestesef
the word, reduce and simplifies too much its pa&dif action. Leonhard and House (1959),
and Hansen (2007) understand that the coordinationld be focused on the action along
with the teachers. This would imply issues suchemching methods; pedagogical
orientations; projects follow-ups; elaboration andnitoring of programs destined to
established students’ age groups; supervisioneo$tirdents’ evaluation system; course and
teachers’ evaluation, and support for the principadministrative aspects.

Regarding the second questitvihat are the relevant attributions and knowledge to
this role?According to the studied authors, there are twerenhant characteristics for those
who assume it. They are master’s quality and ledmieicapacity regarding task
accomplishments. They also defend that there angrsiciples in pedagogical coordination
in Music, which need to be understood and practimethis person. Thus, a pedagogical
coordinator of a Music course needs to be ablsgara: 1) planning, which defines the
starting and ending points for the set of teaclaing musical practice actions; 2) continuous
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evaluation, in which the strong skills are reinft@and the weak ones are revisited; 3) goals
and objectives establishments, helping to imprbeanstitution; 4) motivation and
development of the teachers’ and students’ potenpaomoting individual leaderships; 5)
guest for a flexible and favorable coordinatiomé&w methods created to facilitate learnings,
as rigid methods hamper problem solutions; and&jwal conduction of programs, with no
abrupt impositions.

Among a diversity of attributions, and with the fohassuring the management of
specific demands, the pedagogical coordinator,rdaogto Stephen Covey (as cited in
Hansen, 2007), must: 1) have a proactive profeasmofile and be able to focus in ultimate
goals, independently of any modifications alongaberse; 2) establish priorities in short and
long terms; 3) be able to solve problems in teaspire, and valorize creative ideas; 4)
foment a non-competitive working environment, bageanutual cooperation; 5) learn to
listen, try to understand so as to be later undedstthus establishing a synergy with the
whole team, exchanging ideas and learning toge®)eatevelop, daily, a sharp perception,
providing an assured and calm leadership; and @nage of his actions and importance,
separating one’s personal problems from the ingiiuThis well-being condition is
imperative, because the coordinator will deal witkutions for the institution’s and others’
problems on a daily basis. This paper’s authorsfgasional practice, however, indicates
that, besides these issues, the coordination nagsba able to deal with: 1) tools and
methodological and evaluative technologies; 2nlgiand staff training; 3) acting in the
interface between the management and pedagogarakiel) organizing programs,
curriculum, integrative activities, and scienti@éeents; 5) space management for classes and
reunions; 6) musical instruments acquisition anireand other technological equipment; 7)
logs, representations, and paper dissemination.

In reviewing such lists, that were formulated basedhe Federal District Educational
Guidance ideas (Secretaria de Estado de Educagaowkyno do Distrito Federal, 2010), it
is easy to conclude that the pedagogical coordimatst be a specialist. He must be a
consultant with special attributes, able to plad emllow a program, with skills to guide
students, teachers, and the staff, mediating pegeaactivities and establishing the
interface between management and the institutioas purpose, which is, in this case,
music. This professional must be aware of the eadnd needs of the students, teachers, and
the institution, always focusing on learning andrgene’s musical development, once music
is the essence of his work. Overall, we understhatthis mission demands, at its core,
musical knowledge relevant to guidance, to follaywup, and to activities evaluation, pieces
and expectations directed at Music teaching. Bsesithere is also the need for knowledge
regarding the course’s development and regulationgsses of the human, material, and
managing aspects, implyimdpilosophical currents, legislation, and fundindpiet sustains
the administrative processes. Finally, there isied for knowledge that creates a firm stand
on citizenship, ethics, integration, social coestise and inclusion, values, behaviors,
educational guidance concretized by pedagogicateboTherefore, it must be taken into
account the three dimensions of the Pedagogicatdiiwdion in Music courses discussed by
Cunha (2014) — musicadministrative, and pedagogical —, when answeheddst questian
How could such attributions and knowledge be linlsedthat they would consolidate into a
guaranteed and reliable support for these courses?

Dimension’s Articulation

Cante e Dance com a Gente (CDG) is a theoreticdkhfor pedagogical coordination in
music education created in 1991 in southern Brazil999, it was the subject of its original
author’s PhD thesis (W6hl-Coelho, 1999) in Germang, since then, it has been improved
in collaborative authoring by a research group uhee leadership and is registered at the

67



Conselho Nacional de Pesquisa, do Ministério dec&ghio do Brasil (CNPq) Research
Groups Directory. In the nan@ante e Dancand can be translated @&sg and Dance,ui
there are many meanings for the expression CommeGn Brazilian Portuguese, all suitable
to the project’s proposal. It can mean with ushwiitis group, with all people, with the
authors, with an institution, et€heir findings were the theoretical basis for
PROLICENMUS.

The CDG Theoretical Mod€éNunes, 2015), also triadic oriented, sought twaldte
such dimensions. This model is a triple helix, alsntemplating a focus and three
intersection areas. Depending on the focus, theifsgpeontent of each helix is modified and,
next, its intersections’ content also changes. H@neghe essence is kept in each of the
seven areas of the drawing. The “Cante” corresptmtise world within and to what is
inherent to each individual or defined group, inpdyemotions, values, convictions, and
calling. The “Dance” refers to the external womkhat is verifiable, intellectual, legislative,
and formal. The “Gente” corresponds to the besisd®tto be made considering each
moment and each condition, involving only and disethe people that are invested in and
affect by it, and taking on circumstantial form&eTl“Foco” identifies the angle and the
distance, from which is made the decision to exarttie problem at hand. In this dynamic
model, the three intersection areas provide tHeviahg results: Products, always stationary
and, once generated, relocatable to new contextems, always dynamic and linked to each
context, which means that they end up completetiyaaa not transferable when concluded;
and ldeals, eternal space, to which are sent anthich are (re)elaborated eventual
frustrations and future realization potentials.

If, by its nature, the three dimensions were totganized in correspondence to each
of the three triple helix blades, the result woloéd

MUSICAL
CANTE
(sing)

Produtos
(products)

Ideais
(ideals)
PCME
FOCO
(focus)

ADMINISTRATIVE
DANCE
(dance)

PEDAGOGICAL
GENTE
(people)

Agdes
(actions)

Figure 1. The CDG Theoretical Model for Pedagog@abrdination in Music Education
(PCME). Adapted from Wohl-Coelho, H. S. N. (1999ante e Dance com a Gente — Ein
Projekt fur die Musikerziehung in BrasilieRrankfurt: Peter Lang

This allows us to affirm that every Product of agucourse must protect its musical
essence, dutifully balanced by the laws and ouisg®sed models, meaning, the society in
which the course is inserted and by the type dituign that embraces it. The Actions of
these specific social groups or institution musgbieled by pedagogical choices. What is left
is considered as Ideal, and must be attended ixe@miBocus (concert performers’ training,
musical marketmusic therapy, music technologies, and others).
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Conclusion

It can be concluded that, according to the proposadagement model, the Focus is what
defines the other choices. It is not possible sxpce a pedagogical coordination in Music
courses, a priori, with no clarity of what is sotigheach of these courses. Many choices are
possible: there are courses dedicated to ElemeStaigol teachers’ training, as
PROLICENMUS, and others seeking to invest in infakkommunity practice, such as
NEOJIBA. Nevertheless, there are countless pogghil the training of talented people,
media performance, investment in technologies,gsiéor the art market creation, etc. Each
one of the possibilities generates a distinct fabas must be identified and enunciated
before being considered a mere “musical activisg'if all of them were of the same nature.
Music courses must be musical, obviously, but shbel administered under a pedagogical
perspective and must direct its focus to peoplaisioal training. Watching over this mission
is, in the authors’ view, the Coordination’s tagskabMusic course or project.
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Abstract

In this paper the researcher provides a reflectombining a literature study and her own
experiences, on arts education in the contextdegaloping country. She explores the
development of teacher identity in the creative bst means of a description of the impact of
context on identity development, social justice amil-being on schooling for teachers
working in schools in low economic areas. This a@ve reveals that when social justice and
redress are not actively pursued by governmentitond in schooling will impinge on the
general well-being of teachers and the developmokthteir identity as music (arts) educators.
Keywords: arts education; teacher identity; developing coyrdocial justice

Introduction

Multicultural education was implemented in Southiéd since 1993. As a result, schools
previously designated for Black learners, remaim@thogenous due to their language policy
and a lack of basic resources, including qualifeathers, poor physical facilities, a
breakdown of teaching and learning and the shadtenkool day due to the weak culture of
teaching and learning across South Africa (Chri&®6; Jansen, 1998; Lemon, 2013;
Modisaotsile, 2012). In contrast, Black childregularly migrate to schools in urban areas,
which have English as the language of learningtaadhing. These schools are mainly
former Whites-only schools or schools previouslgigeated for Coloureds or Indians. The
reason for this movement is because the majoritiiege schools function as well as their
counterparts in developed countries, because taey better resources, are committed to
teaching and learning, with teachers assignedaimileg areas or subjects. Moreover, the
dysfunctional state of schools designated for Blguldren prevails (Christie, 2006; Spaull,
2012; Todd & Mason, 2005; Yamauchi, 2005).

The arts curriculum
Despite the largely dysfunctional education systemew curriculum was introduced in all
schools in 1998, as part of a move towards equalitgial justice, transformation and redress
in education. The curriculum included a broadly-dehlearning area, arts and culture
(creative arts) that consists of dance, music, drand the visual arts. None of the teachers
were qualified to teach this learning area ana their counterparts in other countries as
reported by Lasky (2005, p. 899), South Africarcheas too felt vulnerable as a result of
education reform that introduced new curricula.

In the description of the curriculum and subsequistdussions | will focus on music.
The curriculum that was introduced in 1998 wasgeditwice. It is a complex curriculum in
that it requires teachers to have high levels peetse in the arts. The different versions of
the curriculum are very similar to Boyce-Tillmarf:097) description of the models
identified by David Elliot. The curriculum implemigd in 1998 was driven by sociological
issues and aimed to promote cultural diversity lmmgian rights issues (Boyce-Tillman, 1997,
p. 4; Department of Education [DoE], 1997). Witkstburriculum the teachers were free to
choose their own content as music literacy wasantively promoted and it made it possible
for teachers to select classroom activities they ttould manage.
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The first revision in 2002 was organized aroundhteg and activities. This curriculum
made it possible for teachers to follow themeshsagculture and teach the arts by means of
cultural processes and products (Department of &duc[DoE], 2002). Boyce-Tillman,
citing Elliot refers to this approach as a contaked approach (Boyce-Tillman, 1997, p. 5).
The theme-based approach facilitated classroomemmgtation and workshops based on this
curriculum were activity-based but hindered thealepment of in depth knowledge of arts.

Another curriculum described by Boyce-Tillman (19975) is organized around the
musical processes of composing, performing andrisg. This very similar to the way in
which the second revision of our curriculum is aigad, except we have an added process of
literacy because our curriculum is rooted in thesWn art music tradition (Department of
Education [DoE], 2010; Department of Education [Pd11).

Professional development

In the late 1990s, when the curriculum was firstaduced, the education departments rolled
out numerous advocacy workshops for schools. Toasfof these once-off workshops was
the terminology of the new curriculum and not ontent knowledge or methodologies. This
resonates with Flint, Zisook and Fisher’s (201 9oamt of district training in the USA, where
the focus is on skills and technical competencemdhe implementation of the new
curricula. Furthermore, they describe a practise avident in South Africa, where schools
send representatives to the workshops. These tedatie®m present a shortened version of the
original workshop to their colleagues in a casaadeel. This leads to dilution of the original
workshops. Evidence from research and my own egpeei as curriculum advisor have
shown that this process of cascading is not effediecause it lends itself to a dilution and
misinterpretation of the original workshop (Dichab&lokhele, 2012; Hayes, 2000). The
government did not complement the workshops withpsut to enable practice. This would
prove to present insurmountable obstacles for implgation. Teachers were thus expected
to implement a curriculum and adopt an identityds teachers with limited competences
and support.

According to Jansen (2002) the introduction ofribes curriculum for schools was
politically expedient and an example of “politicgmbolism” and “social validation” to
indicate a change from pre-1994 apartheid curriddéafurthermore makes the alarming
claim that the government has never been comntitt@olicy implementation. This essay has
cited researchers writing over a period of two desahave found that little has changed in
township schools. This validates Jansen’s statesmwelnich were prophetic. To date the gap
between policy and practice has not been addrdgsall levels of government. Yet, we have
a progressive school curriculum that is based tar alia the principles of (1) social
transformation and redress, (2) equal educatigoabunities for all, (3) human rights,
inclusivity, environmental and social justice whelould be infused in the curriculum.
Moreover the school curriculum aims to educatedfEmocratic citizenship, meaningful
participation in society and aims to facilitate thensition of learners from school to the
world of work (DoE, 2011). In real terms the majpwf teachers and their learners have been
denied social justice in terms of a transformatbeducation where learning occurs, access
to quality arts education, resources to implemieatcurriculum as well as ongoing support.
Notwithstanding the dysfunctional state of educateachers cannot experience well-being.

Identity development

It has been documented globally that in counttes have adopted creative arts as a subject,
it is usually the responsibility of the generatesaicher to teach the arts (Andrews, 2006;
Herbst, de Wet, & Rijsdijk 2005; Nompula, 2012) eTpurpose of professional development
for teachers is to enable teachers to implemergc¢heol curriculum or a specific subject area
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in the school curriculum. The efficacy of thesegreanmes is then measured against the
teachers’ ability to plan for classroom practice #me evidence that arises from such practice.

Nevertheless, in my capacity as curriculum advismn 2003-2010, | presented
professional development workshops to teachergsepting over 300 schools in the
education district where | was appointed. The psepaf the workshops was to transform
classroom practices in the arts and to develojdéity of arts teacher over the long term
through ongoing professional support. | adoptegikapproach in content development and
skills development workshops, so that content kedgé and skills would be developed over
time and in this way the teachers would become nmoneersed in the arts over time, thereby
not only transforming the teachers but also thessroom practice so that they move along
the continuum of not identifying with the subjetct where they are immersed in the learning
area and are confident to teach the creative arts.

The ongoing support workshops that | presented wetrenandated by the
government and teacher attendance was voluntBrlg.to redeployment of curriculum staff
some districts did not have curriculum advisors wigpe qualified in any of the arts. In de
Villiers (2013, p. 19) she states that it was anl2012 that the government developed a draft
document on the roles and responsibilities forcefbased staff (curriculum advisors). At the
same time the government acknowledged that ngualiculum advisors were qualified to
support teachers (Government Gazette, 2012).

A number of researchers including Beijaard, Medjed Verloop (2004, pp. 122-123)
and McCormack, Gore and Thomas (2006, p. 95) vimne¢achers as important agents in
developing their identity. They state that teacmesd to be active in the development of
their professional identity; they should have ageiftis implies that teachers should attend
workshops to develop professional or subject kndgdeand practice through continued
professional learning which is an ongoing process.

Russell-Bowie (2012, p. 71) writing from the persjpee of beginning non-specialist
teachers who have had some training in the artghasizes the need for ongoing support and
professional development as essential to ensureeti@ning teachers’ enthusiasm and
confidence in teaching the arts. In-my view in-g@\veachers are fundamentally in the same
category as novice teachers, due to them havingaime kind of feelings of uncertainty and
lack of confidence because they have to teach asnbyect.

Pillen, Beijaard and den Brok (2012, p. 241) sttessmportance of developing a
professional identity to be a successful teachleeofetically, in-service teachers in South
Africa have a professional identity as teachers waspect to such as aspects as subject
knowledge, code of conduct, classroom managemengérgl methodologies but lack the
subject and skills base to teach the creative arts.

Eriksen (as cited in Beijaard et al., 2004, p. I®@)ntained that identity is not fixed
but rather something that develops over a lifetiBadlantyne, Kerchner and Aréstegui (2012,
p. 213) hold the same view when they state thaiietity of pre-service teacher is on a
continuum. Beauchamp and Thomas (2009, p. 175)oadkdge that the concept of identity
is complex and they understand it within the cohtéxeachers who have to continually
“reinvent” themselves due to change such as cuancichange. Sutherland and Markauskaite
(2012, p. 748) also concede that professional ijetvelops over time and instead of being
coherent and stable, it is fragmented and changiog (as cited in Sutherland &
Markauskaite, 2012, p. 748) argues it develops thi¢hacquisition and skills associated with
the professional work as well as the values, dispos and habits of mind of the profession.
This view is also held by Day, Kington, Stobart &ammons (2006) when they report on the
changing nature of teacher identity which is natistbut influenced by among other things,
by society.
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Government has not adequately addressed the $edecation since 1994. The
restructuring of the fragmented, racially organiapdrtheid education system to one
education department was a political imperativa{1894. This re-organization has resulted
in the redeployment of education personnel. Thesdftected the Black teachers who are in a
state of uncertainty. Teachers face redeploymeatalaecreased learner intake at schools.
Teachers are then moved to other schools or ta sthgects within the school. Such an
uncertain climate will lead teachers’ to feelingecure in their identity in any field. Teachers
therefore are not able to develop an identity iy subject or grade level, including the arts.
Schools formerly designated for other populatioougis are not affected in the same way
although social ills can contribute to challengaseducation.

During the eight-year period that | presented msifnal workshops, | experienced
the phenomenon that the majority of schools indis&ict of over 300 schools, did not send
the same teacher to professional development wopssim the arts and curriculum planning.
This trend was also captured in the research cdeddny Alley (2007, pp. 98-99). In my
observations | noted that the creative arts legranea was allocated to teachers to fill up
their timetables. School visits and curriculum nregs also revealed the trend of teacher
rotation, especially from schools in lower soci@eamic areas.

Whilst a professional development programmes c&e hashort term positive impact
on teachers’ attitudes, knowledge and skills, Ak Penuel (2014, p. 2) state that it does
not always lead to “durable or even immediate ckarig their instructional practice”.
Teachers therefore need ongoing support.

Redeployment is one factor that impinges on theldgwment of an arts identity
among Black teachers, even when there are ongadnksivops in districts and resources at
schools. This can result in teachers with no idgwtiher than that of worker or a vague
identity as teacher with no ability to identify Wit specific subject. Teachers then over time
do not move on a continuum towards greater competenskill but instead are constantly
oscillating between various competences which eatye to perpetuate the dysfunctional
state of education in certain schools.

Textbooks as a means to mediate teaching and leangi

Despite the different approaches of the curricubwar time, with each revision textbooks
were written from a Western perspective that inetlchusic literacy and the inclusion of
multicultural content. Textbooks from different pishers had diverse activities due to the
organization of the curriculum. Music literacy wgenerally written for the music specialist.
Textbooks written for use for the latest revisidnh@ curriculum are more content based and
focused on the day to day classroom implementatiahe curriculum. The texts match the
organization and layout of the curriculum. Textbedblave both a teacher guide and a learner
book. The teacher guide has the function of a manmitia detailed content and
methodologies. Some texts have CDs containingniistematerial and songs. Teacher guides
also have assessment tools, worksheets and masigy tworksheets and memoranda. The
learner books are organized in the same way ag#ober guide. The latest textbooks then
serve as a kind of script for teachers and thamlers to follow. In the absence of ongoing
professional development workshops it would appeatrthere is an expectation that for
schools that receive textbooks, they will serva aatalyst to metamorphose the teachers into
arts teachers who will follow a scripted performanc

Social justice and education

Garvis and Pendergast (2012, p. 108) state thatistralia the teaching of the arts was
marginalized because of inadequate training okmvise teachers, poor professional
development and the resultant lack of confidenageoferalist teachers to teach the arts.
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Although our contexts differ, we face similar clealjes with curriculum implementation. The
researchers Haston and Russell (2012) and Fre&2)20nsider the length of time that a
music major needs to develop their identity as mass and then later as teachers.
Furthermore Beauchamp and Thomas (2009, p. 175hdews that teacher identity is
complex. The creative arts teacher needs to hanghdevel of knowledge and skills and if
the generalist teacher teaches the arts, she weeld ongoing support and be a lifelong
learner to develop expertise.

Spaull (2012) provides documented information andhal system of schooling we
have in South Africa. He refers to it as “bimoddlitEighteen years after the abolition of
racial segregation, Black children and Black teagleentinue to bear the brunt of the legacy
of apartheid. Spaull records how learner achieveénmeschools in lower socio-economic
areas, usually township schools is lower than tbaimterparts in wealthier schools, typically
former Whites-only schools. Learner achievemeaffiscted by the dysfunctional state of the
schools, characterized by inter alia a lack ofleuce of learning and teaching. Avalos and
Barrett (2013, pp. 75-76) recognize that educatibich is socially just needs preparation,
conducive working conditions and ongoing suppokrnable the teachers as professionals.

Vermeulen (2009) in her research on the implememtatf the arts supports Spaull’s
findings. Vermeulen'’s findings can be used as a&g#mlescription for all schools in South
Africa. She reports that teachers in high sociaseauic schools have (1) the support to attend
professional development workshops and additickifié slevelopment opportunities, (2)
meaningful teaching and learning and adhere to éilleeations for the arts, (3) access to
qualified arts specialists, and (4) have the resmsifor teaching and learning, including
textbooks. Under these conditions it is possibteddachers to develop their identity as arts
teachers over a long period of time. Children alitegn schools in higher socio-economic
areas are also more likely to access specialsedtcation in high school and progress to
study the arts at tertiary institutions.

Lanzi (2007, p. 424) adds another dimension taltheussion. He reminds us of the
purpose of education. He says that educationtisalrio develop skills and abilities to
increase human capital. Increased human capitabwep self-empowerment, civic
engagement and social participation. Ewing (20af@rms us of the importance of the arts
which is widely recognized to instill well-being@dadvance academic achievement. The arts
can also serve as a catalyst for social transfaomat part, so that learners can access further
arts education and pursue careers in the creatiweTdis resonates with Tikly and Barrett
(2013, p. 13) and Tikly and Barrett (2011) who st¢réhat at the heart of social justice is the
creation of an equal society where people cangiaatie as full partners.

Conclusion

In this paper the theme of social justice has etmwoven throughout the reflections on the
factors that impact on identity development forctesxs in a developing country. This
discussion has highlighted the need for the govemro commit to practice. Funding,
training and a plan of action to transform the dypstional schooling system to a functional
one is needed for education to have a chance anldgarts to make a difference in the lives
of all learners.
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Abstract

This paper examines the intended post-aparthegdafainusic in South African schools. The
term post-apartheid suggests a move away from ggagum and policies that legitimised the
colonial experiences of music as founded on Wegisaatices and was present in
assumptions prevalent in South African music cutagre 1994. A key aim of music
education in post-apartheid South Africa is to accwdate and value other musical genres in
a bid to operate within a framework of social tfanmation. This aim is understandable in a
country that has experienced centuries of raciasidin.

The focus of the research is the way in which copi@rary curriculum makes space
for African music. The work of prominent ethnomwdagists is employed to understand the
implications of the intended changes in music etioaln particular, their explanations of
the purposes and traditions of Western and Afrioaisic suggest that whilst there are
significant differences between them there are asomonalities which reinforce the policy
view that both musics play an important role inemdcratic society and should therefore be
taught in schools.

Analysis of the latest music curriculum revisiorthe form of the Department of
Education’s Curriculum and Assessment Policy Statera011 (Department of Basic
Education [DoBE], 2011) reveals that it has madg fea non-Western music by modifying
knowledge content into three distinct but parajiehres. In addition to Western Art Music
(WAM), the curriculum incorporates Indigenous AaicMusic (IAM) and Jazz as
representative of the diverse cultural interestSaith Africans. The attempt to categorise
music under three main “streams” of music demotesrthe Curriculum and Assessment
Policy Statement 2011 policy intention for the stofl music to go beyond demonstration of
technical excellence and specialist knowledge antefrners to develop at their own pace in
a curriculum that is not overly prescriptive.

The implications for music education are that whatsked of teachers is considerable
with little structured professional development andck of teaching resources. If the
changes to South African music education are teugeessful, then teachers should be given
the support they need in order to implement théopbphical base upon which they are
expected to ground their practice.

Keywords: South African schools, post-apartheid, music cutac

Introduction

This paper examines the intended post-aparthegdafainusic in South African schools. The
term post-apartheid suggests a move away from gagum and policies that legitimised the
colonial experiences of music as founded on Wegigratices and was present in
assumptions prevalent in South African music cutag@re 1994. A key aim of music
education in post-apartheid South Africa is to asswdate and value other musical genres in
a bid to operate within a framework of social tfangation. This aim is understandable in a
country that has experienced centuries of raciasidin. The values of democracy, social
justice and equity, equality, non-racism and naoxisse, Ubuntu (human dignity), an open
society, accountability (responsibility), rule afn, respect and reconciliation are specified in
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the Constitution of 1996. These values continugnterpin post-apartheid curriculum
development and are considered crucial to the ptiomof nation building and bridging the
gap between poverty and wealth (De Waal, 2004).p. 2

The focus of the research is the way in which copi@ary curricula, referred to
under the umbrella term of the National Curricul8tatement (NCS), makes space for
African music. The work of prominent ethnomusicastg is employed to understand the
implications of the intended changes in music etioaln particular, their explanations of
Western and African music suggest that whilst tlaeeesignificant differences between them
there are also commonalities which reinforce thepiew that both musics play an
important role in a democratic society and shoh&tdéfore be taught in schools.

Analysis of the latest music curriculum revisiorttie form of CAPS (DoBE, 2011)
reveals that it has made way for non-Western musimodifying knowledge content into
three distinct but parallel genres. In additioMtestern Art Music (WAM), the curriculum
incorporates Indigenous African Music (IAM) and d@s representative of the diverse
cultural interests of South Africans. The bid téegmrise music under three main “streams”
of music reveals the complexities of classifyingsmnuBYy doing so it has expressed the
policy commitment for the study of music to go begidhe display of technical excellence
and specialist knowledge by encouraging learnedetelop at their own pace in a
curriculum that is not overly prescriptive.

The implications for music education are that whatsked of teachers is considerable
with little structured professional development andck of teaching resources. The findings
suggest that teachers need to be adaptable andaefd in responding to the changes. If the
changes to South African music education are teugeessful then teachers should be given
the support they need in order to implement théopbphical base upon which they are
expected to ground their practice.

Department of Education policies

It should be noted that the DoE’s music policiesraot mandatory in South African schools.
Schools range from not teaching music at all tchesy DoE policy or other policies such as
The Independent Examinations Board (IEB) of SouificA. There are four DoE policies that
have evolved in post-apartheid music educationy e listed below in chronological order:

Curriculum 2005, C2005 (1994)

The Revised National Curriculum Statement, RNC®220

The National Curriculum Statement, NCS (2003)

The Curriculum and Assessment Policy Statement®£&011)

These four policies are collectively referred tdahis paper under the umbrella term of The
National Curriculum Statement (NCS). Since 1994 SNtolicy documents reflect the close
relationship between post-apartheid political inapiees and post-apartheid education. Social
cohesion and active citizenship is emphasised éyp#partment of Education to repair the
damage caused by the legacy of segregation irothe df separation between blacks and
whites that took place socially, politically andrt®rially over three hundred years.

The Curriculum 2005 (C2005) (DoE, 1994) identifaattl stated emancipatory
pedagogic principles that aimed to “develop thégdotential of each learner as a citizen of a
democratic South Africa” (C2005, p. 1). The intentiwas that all learners, irrespective of
race or background, should be able to explore i@tyaof knowledge systems and develop at
their own pace.

The Revised National Curriculum Statement (RNCS)EP2002) signaled the move
away from didactic teaching practices with an ensgghan reflection and experience. It
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continued the trend set by C2005 for interactianag by encouraging learners to critically
experience learning through cross-curricular aiisiand close collaboration between
teachers and student-colleagues. Practical tastesintended to provide the opportunity for
identifying and solving problems and making deaisiby thinking critically and creatively.
Even as early as 2002, the RNCS (DoE, 2002) poheyview recognised that in order to
achieve a broad spectrum of cultural study in sishaeachers should acknowledge that
cultures are not stagnant and are prone to chdimgeis an important consideration when
taking into account the profusion of musics whiakfaced in later policies.

The National Curriculum Statement (NCS) (DoE, 2008% a response to criticisms
about C2005 and the RNCS (Jansen, 1999; Mahom#8@; Rasool, 1999) resulting in
proposals from a Ministerial Review Committee (D@B0O0), to streamline education policy.
Specifically, eight learning areas were reducesixdwith music included in “Arts and
Culture™) and 66 learning outcomes were droppettaritical outcomes. It appears that
effective implementation of these outcomes continieeelude the policy makers in the
design of the NCS. A contributing factor to thispiression is that music was not being
sufficiently supported with high-quality teachingdalearning resources.

Social transformation and reconciliation remainednaportant and fundamental
aspect of the NCS as shown with its strong alligndée Constitution to “heal the divisions
of the past and establish a society based on detmoealues, social justice and fundamental
human rights” (DoE, 2003, p. 1). This version & tlurriculum paid increased attention to
the areas of music industry practices and muslmi@ogy. It also made allowances for music
to “encompass the study of indigenous and globaichiyDoE, 2003, p. 10).

To promote a variety of South African music pragsi@and context, it was required
that learners be introduced to a variety of Wesagh African instruments and be proficient
in non-Western notation. Three applied competeraemmed as ‘practical’, ‘foundational’
and ‘reflective’ competences were adopted to premaotintegrated learning of three aspects
of music — ‘theory’, ‘practice’ and ‘reflection’ (@E, 2003, p. 3). There is close alignment
between the NCS and CAPS as these same compettdies promotion of knowledge and
values in local contexts continue to be reinforicethe CAPS policy.

CAPS, the current policy in use, continued to pnéesige notion that the study of
music was relying less on the traditional approaadeyvised by Western policy makers.
Streaming music into three areas of expertise Ban the primary approach to comply with
the notion for the curriculum to promote “knowledgdocal contexts, while being sensitive
to global imperatives” (DoBE, 2011, p. 4). The thereas are labelled as Western Art Music
(WAM), Indigenous African Music (IAM) and Jazz.

Ethnomusicology and South African music education

The specific link between ethnomusicology and Séidtican music education lies within the
content that the present curriculum has definede/hmligenous music as well as other types
of music has emerged more prominently than in pastcula. Although it is difficult to offer

a single definition of ethnomusicology that mostdhsts would subscribe to, there are certain
key elements to the study of “music in culture” {tNel983, p. xii). Typical of the field is
material that references non-Western music: folkimuribal music, music that is
disseminated through the oral tradition, music given locality, music that is claimed by
groups as their own ‘particular property’ suchlasck’ music and contemporary music
(Nettl, 1983, p. 4). Ethnomusicology addresses Hitmde of topics: “Diversity, variety,
plurality; interdisciplinary, multidisciplinary, oss-disciplinary; abiding issues, competing
ideologies, intertwining histories” according totdiman 1991 (as cited by Nettl & Bohlman,
p. 356). These diverse purposes, and in some gakess, are present in the NCS and are
easily recognisable as a crucial part in the almsappear in all post-apartheid education
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policies. The next section will develop the ethnsiological image that “people, ideas, and
music circulate in global flows that transcend ol boundaries” (Stone, 2008, p. 206).

Diverse musics in the National Curriculum Statement

My explanation of the presence of diverse musideenNCS is that it is intended to introduce
learners to a wide range of musical contexts ayldstvhere the boundaries between genres
have become blurred with the notion that musicahidy can be cosmopolitan and transcend
traditional geographic boundaries. An analysis APS, the latest NCS policy, has revealed
that defining African music from Western music esmplicated not least because of the
number of emerging new musics. The policy has labe¢hree types of music and classified
other genres under those headings. The table bistvates how this has been done:

Table: Classification of musics

WAM IAM JAZZ
Baroque style music Children’s communal songs,tadul| Early jazz, ragtime, Stride
communal songs piand, New Orleans and
Chicago era, Swing era
Classical style music Subgenres from Nguni and&oth | Rock and pop, bebop, hard bop,
groups cool jazz
Romantic style music Afrikaans music including
Boeremusiek, Moppies and
Goemas, Indian music,
Afrophonia

(Adapted from CAPS, 2011, p. 9)

In order to fully comprehend the role different nessare expected to play in the
curriculum it is important to unravel the meanitghind the labeling of the three streams in
CAPS. In broad terms my understanding of them*aréigenous’ music referring to black
African music, including tribal, folk, traditionand jazz genres, ‘Western’ music referring to
Western Classical music and jazz, a style of mdeieloped on African rhythms and
Western harmonies.

Music being represented in CAPS can be explainethnomusicological terms. This
is through the acknowledgement that African musis become more nuanced and
complicated to define. As explained by Muller (2R08

In post-apartheid South Africa, “African” is defeh@s a more unified version in
which all people born on the continent, regarddsscial or ethnic heritage, are
identified as “African”. In contrast, in the mid-entieth century, it shifted again when
musical research became more focused on indivitatadns, and nations-within-
nations-Ndebele, Zulu, Sesotho, and so forth, asgpapartheid ideology in South
Africa and postcolonial recuperation in independsates like Ghana, Nigeria, and
Tanzania. (Muller, 2008, p. 8)

In addition to South African music, World music ddeve a presence in the NCS if
understood in the way it is described in literat8tkes (1994) has described it as ‘non-
Western musics’ (Stokes, 1994, p. 153) and Meir{§683) elaborates further by referring to

! Stride piano is a style of jazz piano playing deped in Harlem, New York in the 1920s and 1930sra/tiee
right hand plays the melody and the left hand piagigle note on the strong beat and chords oweiad
beats.
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its “cross-cultural musical collaborations” (Meiesj, 2003, p. 7). Global music referred to in
literature as “abstract, placeless” (Stokes, 2p0300) is also contained in local curriculum
documents which refer to it as “other diversiti@@@bE, 2003) and “various musical

traditions” (DoE, 2011, p. 8). World, Fusion andsBmpolitan music can be regarded as part
of the same movement of contemporary music to desanixed musical traditions that cross
borders. Typically, Western and non-Western musarajuages are fused together (Nettl,
1983, p. 58) without losing their source of origiettl claims that the impact Global music
has on society is that every cultural ‘unit’ hasvieral musics” (Nettl, 1983, pp. 58-59). This
perspective might explain how certain musics swctb@bop’, *hard bop’ and ‘jazz fusion’
have claimed their places in the national musicicuium of South Africa (DoE, 2011, p. 9).

Afrophonia, using elements of both Western ando&ini music, is used in the
curriculum to describe a type of contemporary Adnenusic. The term draws from African
philosophy and is described as a modern discobegaed “alive within (African) societies”
(Rettova, 2004, p. 49). My perception of Afrophoisidhat it is inspired by African folk
music, often played on Western instruments ancopaedd within the context of its locality
and the communities that stimulated its launch.

Kwaito music as part of Afrophonia might be desedlas a mélange of African and
Western musical habits and practices with partradgerence to daily life in the townships.
Another form of contemporary township music, it lkeaserged in the curriculum under the
label ‘Jazz/Afrophonia’ (DoE, 2011, p. 57). Jazatatime was considered an innovative art
form with a trademark that “provokes controverspposed by ‘traditionalists’ and supported
by ‘modernists’ (Merriam, 1964, p. 312). It devedopduring the late nineteenth century and
early twentieth century as a form of music thaidudéestern harmony together with African
rhythms. | propose that South African Afrophoniastan important role in blending together
foreign and indigenous musical ingredients thdectimodern and traditional influences in a
meaningful, creative and appealing manner.

In addition to describing the range of musics dssed so far it is important to offer at
least a provisional understanding of two key tetidestern and African music. Toynbee
(2003) reminds us that: “Too frequently Westermawsic and its Others are counter-posed as
radically distinct when in fact common problemsstificture and meaning are encountered
everywhere in musical analysis” (McClary & Wals#990, as cited by Toynbee, 2003, p.
108). He draws distinctions between Western musicpopular music by declaring that
Classical Western music is “first rate work” compady great ‘auteurs’ (p. 108) - such as
Beethoven. Toynbee describes the field as “undied stable” unlike popular music which he
sees as “fragmented and volatile” (p. 108). Ingitzd music, composers (like Mendelssohn,
Schubert and Tchaikovsky) take simple motifs amth@late on them. Toynbee refers to the
rules of composition as ‘codes’ and suggests ttaatithness of the codes lead to long and
complex works (such as large scale symphonic wamkbke the short codes in pop music
that “yield short text” (p. 109).

African music has been described as strong anidatérrhythms often played on
drums (Meintjes, 2003, p. 110). Hornbostel's 19@8esnent on African music, based on his
article‘African Negro Music’(as cited by Waterman, 1991, p. 171) states thatah
rhythmic playing is “modeled upon drumming and grded in a twofold ‘acting of beating'.
Hornbostel's observation leads to his suggestiahdliernative means, aside from drums, are
used to produce rhythm such as ‘stamping, clapfnegting a xylophone or bell” (as cited by
Waterman, 1991, p. 179). Other features have fralmetigeneral hypothesis” that African
music is “pure polyphony” (1991, p. 171) suggestimgf it necessitates the participation of a
number of people. Polyphony is a musical term usatescribe several different sounds
played simultaneously as opposed to monophonyhtémt single melodic line without any
accompaniment. The differences outlined by Toynbtsntjes, Waterman and Hornbostel
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help us to appreciate how the different musichiendurriculum might be regarded by
teachers and learners.

Views on Western and African Music

In a related study that falls outside the scopéHmr paper (Drummond, 2014) teachers have
commented that African music has the potentiahtmarage wider participation and that
Western music elicited impressions of elitism. Téason for this divide was explained in a
number of ways. African music was regarded asdes®licated to learn about and to
execute than Western music. This belief was subatad by the impression that Western
instruments took a long time to master unlike Adriadnstruments that were mostly
percussion instruments, which took a shorter tiongetvelop proficiency. Western music was
considered to be elitist in the way it promoted dlquisition of knowledge and excellence
through formal assessment thereby putting an engpbaghe individual learner.

By contrast, African music was thought to encourgiggater participation by larger
numbers of learners with limited music experiente lkenowledge where group advancement
was looked upon more favourably during the assestsprecess. Central to this issue was
their impression that Western music should be tadiferently to African music. Teachers
deliberated about the differences between lessotenband the way music was taught from
this perspective. The consensus of opinion wasvrestern music was content-laden whilst
African music relied on experiential knowledge whbrarners were expected to participate
and engage in music through active and creativeaileg

Conclusion

South African music education has changed fronedgminantly prescriptive Western-based
practice and experience of music to a flexibleagetims and purposes intended to offer the
learner a wider understanding of music. The linkmeen the curriculum and constitution
indicates policy preference for a strong allianeereen music education and social
transformation. This aspect is reflected by théusion of both Western and African music,
with the presence of diverse repertoire and altermaotation. There are however challenges
that have arisen for teachers and learners. Theatazthanges require teachers to incorporate
diverse musics into their lessons to reflect dikgmss the central feature of a curriculum
designed around democracy. If change is going wsubeessful then teachers need to be
supported with continuous professional developraedtaccess to resources, including the
purchasing of African instruments, song books, ralaarrangements, compositions and
other relevant materials. What comes across isthat is being asked of teachers is
considerable and that despite little structuredgzsional development they are expected to
be adaptable and innovative in the way they resporide ambitious curriculum demands.
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When sound and color meetMapping chromesthetic experiences
amongschoolchildren who encounter classical music
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Abstract

The relationship between color and music attraateadde attention throughout history in
many fields (Peacock, 1987). The origin of Synesithes controversial nevertheless, and in
many fields of knowledge there is no consensustabt®nature (Cytowic, 1989; Marks,
1975). The most usual form of Synaesthesia consigtearing a sound or a piece of music in
terms of colors, a phenomenon known as ‘color-hgaor Chromaesthes{&othen & Meier,
2010). Chromaesthesia among subjects who encotlatsical music is an innovative area of
research. The present study presumes to join tiplea field of Synesthesia studies, dealing
with questions involving color-sound relationsHigs a retrospective analysis of invented
notations obtained from several earlier studie® dim is to identify Chromaesthetic
responses among school children who encountericdssusic of different genres, including
piano, orchestral and opera excerpts, spanning finermedieval period to the ®@entury.

The data base includes colored audio-graphic ptadhsecfrom 118 second-grade children
(a%e: 7-8.5), who encountered six selected cldssxcarpts by different composers such as,
12" century anon., Frédéric Chopin and BBkatok. During classroom meetings, listeners
were asked to use a color (or colors) of their ch@nd to “create a drawing that represents
the music”. Several Chromaethetic genres were exeldrom the data such as,
Programmatic Chromaesthesia that consists of adsaccolor expressions elicited by the
music and Analytic Chromaesthesia that includes&musical thinking in terms of color.
lllustrations show how color expressions are cétdristeners' musical cognition, not only
as an element of symbolism, but as a musical iddacancept. Color expressions, as a
fascinating part of music listening, become a mearetter mediate musical understanding
and meaning, and a valuable tool for music edusdtoexplore their students' musical
identity and nurture their well-being.

Keywords: classical music in school; listening, color /@mmaesthesia; notation; musical
meaning.

Theory

The relationship between color and sound attraeidd attention throughout history in many
fields: philosophy, psychology, science, music addcation (Peacock, 1987). Throughout
history, composers have been fascinated by thefusg@or to notate sound, as the music
historian Stuckenschmit (as cited in Poast, 20Q@e®; “Eye music, or the use of
compositional techniques which the ear cannot §onot immediately) register, is nothing
new. From the cannons of Netherlands Renaissargehmmy to the time of J. S. Bach, the
composer's eye was always an adjunct to his eaP2@).

The interest in color-hearing goes back to claSseek philosophy, when it was
disputed whether color, like pitch, could be corsadl as a physical quality of music (Gage,
1993). Aristotle and Pythagoras speculated thaetimeist be a correlation between the
musical scale and the rainbow spectrum of huesi{®)d97). Pythagoras discovered the
mathematical order of musical harmony by relathmgylength of strings to the successive
octaves. This led to the idea that colors and s®gendld be related too, following
mathematical rule€Campen, 2011)
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Early in the 8' century, Boethius linked the blending of colorstte production of
sound (Hutchison, 1997-2014). In the Middle Agés, tinity of color and music, presented as
science, invoked a philosophical overview, andaioennections of colors to musical notes
or modes were made, mainly in books on magic aeadtieult arts (Hutchison, 1997-2014).
'Color' has a specific meaning in thé"leentury Isorhythmic motet (Peacock, 1987).

In 1704, Newton struggled to devise mathematicahtdae to equate the vibration of
sound waves to a corresponding wavelength of (@hcited in Cytowic, 1995). Newton
observed a correspondence between the proportiamdtie of the seven prismatic rays and
the string lengths required to produce the muscale: D, E, F, G, A, B, C. He created the
impression of a repeating cycle of colors, equinate the musical octave: D-red, E-orange,
F-yellow, G-green, A-bleu, B-indigo, C-violet. Sealenineteenth-century scientists
cautioned against oversimplifying the analogy, thetbelief that light and sound were
physically similar continued to appear in textbopkblished after the first third of the 20
century.

The 19" century produced a bevy of people fascinated byrgousic (Green, 2007).
The invention of the gas-light created new tecHrpoasibilities and many people built
instruments, usually called “color-organs” (Morifi997). Attempts to develop such a device
date from the eighteenth century and, since thag,tmany machines have been proposed
(Peacock, 1988). Color-organs project colored figlibng with the musical notes, to create a
synthetic experience in the audience.

In the later 19th century, perhaps with the re@pwopularization of scientific
knowledge of SynaestheSias there was at the time, that composers begmake definite
claims to hear music as specific colors (JewarKi3). Alexander Scriabjrior example,
was particularly interested in the psychologic&ets on the audience when they experienced
sound and color simultaneously. His theory waswien the correct color was perceived
with the correct sound, a powerful psychologicabreator for the listener would be created.
His most famous Synaethetic workAsometheus, Poem of Figgp.60 (1910). On the score
he wrote separate parts for the “tastiere per lue€blor-organ (clavier a lumiéres; literally:
keyboard with lightsjas cited in Campen, 2007; Galeyewé&nechkina2001; Gleich,

1963).

In recent years, the phenomenon of Synesthesiaeniargl and the relationship
between color and sound, in particular, attractgde attention among researchers (Cytowic,
1995; Marks, 1975, 1978; Vanechkina, 2000). Thetmsgal form of Synaesthesia consists
of hearing a sound or a piece of music in termsotfrs, a phenomenon known as ‘color-
hearing’ or Chromaesthesi@othen & Meier, 2010).

Based on the idea that colored representationsusiais not a unique ability of
selected geniuses, but characteristic of creatnagination common to all people, researchers
studied the way children draw music in colors (Matdammeal & Bornstein, 1987; Rogers,
1987, 1991; Simpson, Quinn & Ausubel, 1956; Vanatik?2000). In one early study
(Simpson, Quinn & Ausubel, 1956) elementary schatdeen (N=995) paired high tones
with green and yellow more often than with othdibcs possibly because of a cultural
convention that the high pitches and colors weté bonsidered “bright” or “happy”.
Omwake (as cited in Rogers, 1987) had found simdaults with elementary schoolchildren.
Such results are consistent with Marks' (1978)rifeeiof analogous sensory attributes, with
both pitches and colors being arranged by converiong a “brightness” continuum.

! Synesthesia is the phenomenon in which the stiionlaf one sense modality gives rise to a sensatio
another sense modality (Campen, 2003). The ternesdrom the Greek roots Syn meaning together/uainmh
aesthesis perception/sensation.

2 Ger:Farbenhéren Fr.:audition colorée
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Marks (as cited in Sidoroff-Dorso, 2009) found hildren as young as four years,
who had not yet learned the terms “low” and “higiitth, a near universal correspondence
between higher pitch and greater lightness, jusiead®und in adults. Marks, Hammeal and
Bornstein (1987) found that 4 to 5-year-olds rdliabatched bright lights with loud and
high-pitched sounds and dim lights with soft ana kbunds

Rogers (1991) researched the effect of color-conation on music achievement of
fifth-and sixth-grade beginner wind instrument @es/(N=92). The experimental group used
color-coded method books in which each differetdtpwas highlighted with a different
color. The control group used identical materiblg, with the notation uncolored. Results
showed that colored notation helps early musicesttglto learn notation and rhythms more
than students with uncolored notation.

Several experiments investigated the capacitieslolts to associate sounds with
colors (Block, 1983; Elkoshi, 2004; Haack & Radot981; Holm, Aaltonen, & Siirto, 2009;
Palmer,Schloss, Xu, & Prado-Le§2013; Rogers, 1987). In the study by Palmer.et al
(2013), US and Mexican participants chose colaas were most/least consistent with
eighteen selections of classical orchestral mugiBdch, Mozart, and Brahms. In both
cultures, faster music in the major mode produaddrchoices that were more saturated,
lighter, and yellower, whereas slower, minor mysmduced the opposite pattern, choices
that were desaturated, darker, and bluer. There stesng correlations between the
emotional associations of the music and thoseetthors chosen to go with the music,
supporting an emotional mediation hypothesis i lmodtures.

In a case study by Haack and Radocy (1981), a evagéd female art educator
exemplifies the phenomenon of Chromesthesia. Exemmsterviews and tests with music
stimuli over a five-year period revealed a remal&ange and consistency of tone-color
linkages. Rogers (1987) studied pitch-specific @iesthetic experiences in four adults (age:
29-45) with absolute pitch, early piano traininglamvolvement in the visual arts. Subjects
were asked to identify ten pitches of a chromatalesand give the color association for each
pitch. Color associations were not totally consistaver time. Slight color variations were
noted over a period of 11 months, as opposed tokdaad Radocy's (1981) findings.

Block (1983) found a linking of the ability to makelor-pitch associations and
absolute pitch among college music majors (N=10§ ®sted the hypothesis that college
music majors possessing absolute pitch are morgstent in their tone-color responses over
time than college music majors (N=12) possessitagive pitch. An individual test was
administered, which consisted of pipe-organ recwslof the twelve tones. After each note
was sounded, the student selected a color frontoa-ateel placed in front of him.
Consistency of response was measured and evalTdtednean response of the perfect-pitch
subjects was significantly more consistent thaih dh#he relative-pitch subjects. Block
concluded that persons with absolute pitch havedttential to develop color-pitch
associations.

Holm et al. (2009) studied how people map twelMersdo eighteen musical genres.
The results, obtained by online questionnairesgasigthat it is not possible to design a
globally acceptedletaphor & Symbolic Activitgenre-mapping

In apioneeringeight-year longitudinal stud¥lkoshi (2004)nvestigated color
expressions in students (N=17) who created notatioet represent short rhythmic phrases.
Meetings were held at two developmental stages:‘Bte-literate” stage (in: 1995) with the
participants being in their second-grade and &ast-literate” stage (in: 2003) with the same
participants in their ninth-grade. In between, dgriheir sixth-grade, all participants learned
standard notation in school. The study considerecetfects of age and musical literacy on
notational color expressions. Results showed Heanhotational calligraphy was not affected
by musical literacy and Chromaesthic responses ageaelated; the amount of colorful
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notations increased among ninth-graders and migkniscappeared in “Post-literate”
notations only.

Color-hearing and color metaphor among subjects evioounter classical music is an
innovative area of research. The origin of Synesthiem general, and Chromaesthesia as a
phenomenon in particular, is controversial, anchany fields of knowledge there is no
consensus about its natuf@yfowic, 1989Haack & Radocy, 198Warks,1974, 1975, 1996;
Rogers, 198y

Purpose

The present investigation presumes to join the d¢exnfeeld of Chromaesthesia studies
dealing with questions involving color-sound resaship. The study aims to identify
Chromaesthetic respongibsit represent various connections between colbnarsic among
schoolchildren who encounter classical music ded#int genresincluding piano, orchestral
and operaxcerptsspanning from the medieval period td"28ntury This investigation is a
retrospective data-analysis of invented notatidstained from several earlier studies.

Subjects
The data-base includes invented notations fromset8nd-graders (age: 7-8.5) from seven
classes in three Israeli schools, as shown in Thble

City School name Number of Number of  Years of study
classes participants  conduct
Hod-Hasharon “Tali” 2 50(26/24) 1995-1996
Kefar-Sava “Hasharon” 2 62(30/34) 1995-1996
Herzelia “Shazar” 3 69(21/22/26) 1996-1997

Table-1: Studies details

Procedure & Repertoire

Six sessions were held with each class (a totéR2afessions), during which the participants
encountered a particular musical work as follows:

1. 12" century anonymous composer: “Astra tenenti cuntipti’ from the Liturgical Drama
Danielis Ludus

2. Henry Purcell: “Chorus of Witches with Echo’oiin the oper®ido & Aeneas

3. Frédéric Chopin, Prelude in C#m 0p.28 no.10;

4. BélaBartok, “Allegro” from For Children vol.1 no.6;

5. Bartok “Melody in the Mist” fronMikrocosmosvol.4 no.107;

6. Benjamin Britten, “Spartias's Lullaby” fro@hildren's Songs

Each session consisted of four stages as follows:

Stage-1: “Falling into reverie”: The classroom vdaskened and the children were instructed
to “listen to the musiwith your eyes closed

Stage-2: “Color observation”: The classroom waktigd. Colors (pencils, crayons and water-
colors) were displayed in front of the children. Whhe music was playing again, children
were asked tol6ok around and thinkbout a suitable color (or colors) that might repeat

the musit

" Data obtained from an unpublished doctoral diasiert (Elkoshi, 2000).
" Unpublished data.
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Stage-3: “Invented Notations”: While the music vpéesying again the listeners were asked to
use the color (or colors) of their choice &ockate a drawing that represents the music
Stage-4: “Audio-graphic Interpretations”: duringlimidual interviews, children reflected on
the music and their drawing. Questions were askéftfiat color/colors did you choose?
Why? How are shapes/colors related to the music’?

Chromaesthesiagenre-mapping

A total of 1086 drawings wemvaluatedand classified under three main Chromaestheic
genres:

“Programmatic Chromaesthesia”: consisting of asdiva color expressions elicited by the
music;

“Analytic Chromaesthesia”: including formal musi¢hinking in terms of color;

“Holistic Chromaesthia”: a juxtaposition of Prognanatic and Analytic Chromaesthia.
Programmatic and Analytic Chromaesthesia were éurdvided into sub-categories as
follows:

Programmatic Chromaesthesia:

Categoryl/a-“Metaphor”: Associative metaphors, is@@nalogues;
Categoryl/b-“Episodes”: Imaginary characters arehey

Categoryl/c-“Atmosphere”: Description of musicahasphere;

Categoryl/e-“Affect”. personal emotions/feelingeigéd by the music.

Analytic Chromaesthesia:

Category2/a- “Pitch”: alluding to register, rangeelody, melodic directionality;
Category 2/b- “Temporal aspects”. tempo, metertimmy

Category2/c- “Timbre”: vocal and/or instrumentatfoestral color;
Category2/d- “Harmony”: texture, key, harmonic/ah@rogression;
Category2/e- “Form”: recognition of musical phrasesl/or structure;
Category2/f- “Style”: musical style, period andémmposer.

Examples

The following colored illustrations demonstrate graommatic, Analytic and Holistic
Chromaesthesia, respectively.

lllustration-1

Programmatic Chromaesthesia by Adi (boy) represgriartok’'s “Melody in the Mist”
(Mikrocosmosvol. 4 no. 107). This slow piano piece is chanazgel by chromatic chords and
a-tonal clusters.

lllustration-1: Programmatic Chromaesthesia
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Pointing at the figure (bottom/left), Adi said: &music is misty... like a child who got lost
in the desert at night...a police helicopter (tontjgs beaming red lights (red zigzags) amid
the dark hollows below (grey pencil scribbles)eatpting to locate the frightened child”.

In this imaginary episode (categoryl/b-“Episodedigited by the fisty’ music
(categoryl/c-“Atmosphere”), light and darknessaasgnificant element in the story, are
conveyed by two contrasting colors: red, a prinfargrm” color versus grey, an achromatic-
color (Morton, 1995-2015)

lllustration-2

Analytic Chromaesthesia by Liron (girl) represegtiAstra tenenti cunctipotentifrom

Danielis Ludusby a 13'century anonymous composer.

This cheerful choral excerpt consists of seventiepes of a single melody sung by changing
vocal groups: soprano-alto-bass-soprano-alto-biass-a

PN ihﬂ.‘!.}m&.’
ﬁ't y
e MY MUNI
: . o ’_1‘ J\ T‘ f‘ Y \f}
ELe J‘ v ‘)hj 1 '?

lllustration-2: Analytic Chromaesthesia

Under her name (Hebrew letters, green), Liron writeght to left): “Women” [NASHIM]
colored pink; “shouting women” [ZARCANIOT] coloremtange; “men” [GVARIM] colored
brown. This sequence is repeatedlige), winding up with “shouting women” {ine).
Words, each highlighted by a different color, rejer the changing vocal Timbre,
respectively; while the lower the range the datkerattributed color. Pink-orange-brown
refers to Soprano (“women”) alto (“shouting womehgss (“men”), respectively
(Category2/alc - “Pitch”: register, range, vocailire). The colored words succession
represents the sequential cyclelaf single melody sung by changing vocal grospprano-
alto-bass-soprano-alto-bass-alto (category2/e-“Famsognition of musical phrases).

lllustration-3
Holistic Chromaesthesia by Oshrat (girl) represen@hopin’s Prelude in C#m op.28, no.10.
This fast piano Prelude consists of four descendipgggios and a short cadence.
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Illustration-3: Holistic Chromaesthesia

Pointing at the figure in the center, Oshrat sags the piece “sounded like Trolls sliding
down the mountain into the sea four times”. Ostwurdtes (center): “They fell 4 times” with a
large “4” colored red.

Oshrat's Poly-chromic illustration is a juxtapasitiof Programmatic and Analytic
Chromaesthesia. “4” “sliding” arpeggios (categoeydform”: musical phrases category2/a-
“Pitch”: melodic directionality) are extemporizdatdugh the imaginary Troll story
(categoryl/b-“Episodes”). Schematic colors (Arnhel®74) are used in this drawing, for
instance, brown and blue for mountain and seagtsely.

Discussion
When sound and color meet robust matches betwesitahinsights and color expressions
appear, whictare central to listeners' musical cognition, ndy@s an element of symbolism,
but as an idea, a conceply the use of colors listeners emphasize musleahents such as,
phrasing (Adi/illus.1 & Oshrat/lllus.3) vocal timdKLiron/illus.2) and melodic directionality
(Oshrat/illus.3).

Atmosphere and/or tempi are conveyed via colorstoRs slower “Melody in the
Mist” evoked the mainly grey nocturnal scene (Allif.1) whereas Chopin's fast-tempo
Prelude elicited a Poly-chromic bright drawing (@ghllus.3). These accords with the results
of Palmer et al. (2013) which show that slow, mimarsic produced choices that were darker
whereas faster music in the major mode producedyhesite pattern, color choices that
were lighter Psychologists who study the affective values obcOArnheim, 1974) show that
excitement is aligned to strong brightness and baghration (p. 368).

Vocal timbre/range is represented through colomo(iL illus.2 & Oshrat/ lllus.3);
Yet, the choice of the particular colors is idiossatic for each individuaLiron (lllus.2)
correlates low-pitch with a darker color (brownpangh-pitch with visual brightness (pink)
adhering to Campen (2003) who found that high-feeqy-tones sound more “white” than
low-frequency-tonesWhereasOshrat (lllus. 3) aligns the musical range i jhe opposite
way, correlating low-pitch with light blue and higitch with brown Thus, the same color
(brown) represents both low-pith (Liron/illus.2)dahigh-pitch (Oshrat / Illus.3)

These observations contradict some theories abad €orrelations between visual-
color and auditory-pitch. For example, Blanc-GétEons et couleurg”(as cited in
Schloesser, 2014, p. 16&pims thatsounds in the lower registers are associatedtith
male human voice and the color red; Serenity, erother hand, is associated with the female
voice and the softness of blue.

Chromaesthetic transferences unravel fantasy aadiimation, elicited by the music
(Adi/ illus.1 & Oshrat / lllus.3) recalling Galeys (2007) assertion that sounds and colors
are symbols of equal mental moves.

Implications

The ability of children to know the world not ortty means of words and numbers but also
by their own senses, let alone the awareness wf3lgaesthetic abilities, is hardly developed
at school (Campen, 2009). Consequently, multisgrdevelopment is in effect halted by
neglect.

Representing music in color may become a uniquéodedf poly-aesthetical
education. Coloring music techniques help teachsearchers get deeper into the listeners'
musical meaning. It is an excellent way to makei@ls the listeners' unperceivable musical
perceptions and his essence of the music itselform and content. In addition, coloring
music techniques unravel listeners' fantasy angjiimaéion. Creating colored representations
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of music is not a unique ability of selected ligen but characteristic of creative imagination
common to children (Rogers, 1987; Vanechkina, 2000)

Music and color affect the human perception, spimid health, providing
psychological feelings of comfort and encouragieglthy lifestyles (Bassano as cited in Yi-
Ting Kuo & Ming-Chuen, 2013). According to De Mas{as cited in Hutchison, 1997-2015)
there are many for whom color brings the conscrea$ization of the deepest underlying
principles in nature, and in it they find deep #m&ting happines&xperiencing sound and
color simultaneouslys one way of fostering schoolchildren's well-lgein

In conclusion, Chromaethsetransferences, as a fascinating part of musiaistg
may become a means to better mediate musical uaddinsg and meaning, and a valuable
tool for music educators to explore their studemissical understanding and imagination and
nurture their well-being.
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Abstract

Much has been written in the last 30 years abowicalipractice and performance, but there
is little consensus over what practice really meansiow musicians progress by practising.
Researchers exploring the behaviours of classiaaigians tend to focus on specific
elements in practice, or the time spent on practicéhe development of metacognitive
strategies to make practice more efficient. Populasicians, on the other hand, are typically
self-taught, and their musical development takasglvithin the socio-cultural context of the
band. In the last ten years, academics have distihgd between formal, non-formal and
informal learning, which offers a wider spectrunamgt which musical learning in different
genres may be assessed. The current researcht@jlee University of Liverpool focuses
on the practice and performance of both popularciessical musicians as described in
students’ reflective essays.

This paper presents initial findings from the 2@I5 cohort of popular and classical
undergraduate musicians (n=47) who took the peidoa module. Data collected from 141
reflective essays were analysed through closemgadiidentify the main themes expressed
by students in describing their practice behaviowskilst classical musicians initially seemed
to understand what practice was about, reflectepdd them to approach their practice
critically, rather than just playing through rearé. The popular musicians did not focus
much on development of technique in their firstry&i@e need to develop their craft emerged
in the second and third years of study, motivatedelquirements for their band to perform on
campus, or in the city, or to prepare for studimording sessions. The most successful
students, whether working in classical or populasity reported higher levels of motivation,
attention to development of technique and a soumigrnstanding of what it took to give a
good performance. These students tended to planitiple bands or ensembles, and their
reflective essays showed progress from year ta year

Based on our analysis of the student reflectivaysssve suggest that reflection as an
integral part of assessment promotes musical legramd the development of metacognitive
practice strategies. This research is importanbnby for university tutors, but more
generally for music teachers in high schools, @efic music teachers and those involved
with curriculum development for classical and p@puhusic performance courses.
Keywords: reflection, musical maturation, classical musicjgtpular musicians,
metacognition

Introduction

Classically trained musicians have often repor@@d0 hours or ten years of practice to
reach professional standards (Ericsson et al.,)189an attempt to explain the phenomenon
of practice, researchers draw on a wide varietyodlels. Miksza (2011) offers a tripartite
division between the individual, comparison of &midand teacher views, and changes in
approaches to practice over long periods of tinnepssingly, researchers have not agreed on
a single model which encompasses practice behaviblatlam (2001) investigated expert
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practice and concedes that even the definitiorxpéds is open-ended, “They know how to
do the right thing at the right time. There is nog&e expert way to perform all tasks” (p. 28).
Zimmerman (2000) posited an analytical model fotanegnitive strategies in education
which, in part, has found its way into music edigratesearch, for example, Hallam (2001)
and Hart (2014).

More recently, in the last 20 years, following tireund-breaking work of Green
(2002), research has also focused on popular misiGreen (2002) and Smith (2013)
among others report, popular musicians are larg@lytaught, may not read notation and
learn in the socio-cultural context of the bandkEstad (2006) suggested that musical
learning may take place on a formal-informal leagncontinuum, which would seem to
reflect some of the behaviours of the studenthisdtudy. Furthermore, as Jorgensen (2000)
points out, learning may also take place outsidarthtitution.

Two further areas are important to frame this stédstly, assessment—both
formative and summative—is a key part of the indiisl, group and institutional process
employed to track progress. Musical assessmergs/aom institution to institution and by
musical genre, including peer and faculty assess(@nsborg & Wistreich, 2010; Lebler,
2007, 2008). Secondly, reflective practice has lmebraced by tertiary educational
institutions in England, Scotland and Wales overl#ist two decades, following theories of
reflective practice that were developed by Sch@®&8T7) and refined for educational practice
by Ghaye (2011) and Boud (2010). It is reported tefective journals or practice diaries
offer one type of tool to develop metacognitiveniting skills, but the process needs to be
managed carefully, see Cowan (2013).

The research question

In our research at the University of Liverpool, thm is to develop a model which explains
the maturation of musicians through practice antbp@ance, based on the following
guestion: how do the self-reported behaviours afeugraduate popular and classical
musicians illustrate similarities and difference<hanges which individuals experience in
the development of musical expertise?

The research context

The University of Liverpool offers three-year ungi&duate courses in Music and Popular
Music. The intake each year is approximately 68etis. Music students have access to a
wide range of topics in each year of study, spapmusicology, composition, sociology of
music, production, gender, aesthetics and audizal/imedia, and can choose the
‘performance’ module in all three years of studyhject to a successful audition at the start
of their first semester. This university is unigonessessing students not only through
performance, worth 70% of the marks, but also loyireng them to write a reflective essay,
based on a practice diary, about their experieatpsactice and performance, which is worth
30% of the marks.

Methodology
The data for this project are drawn principallynfrthe students’ reflective essays, which are
made available to the lead researcher (first aptitdhe end of each academic year, after
publication of results. When comments were idegdifn reflective essays which needed
further explanation, she invited students to pgudie in individual interviews, which were
audio recorded and transcribed for subsequent sisdly an independent typist to avoid any
bias.

We adopted a mixed approach to analysing the daiag both quantitative and
qualitative techniques, a method which is commaslgd in (music) education research,
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following Bryman (2006, p. 100). Quantitative datayed a lesser role in this project, serving
to show trends, such as, for example, in studakiag music lessons.

Qualitative data drawn from the reflective essays iaterview transcripts were
examined based on the principles of textual amaly=llowing McKee (2003), we sought to
gain an understanding of how students made sertbeiopractice behaviours. Repeated
close reading of all the available narratives lgyldad researcher and two independent music
educators was considered to be the most appropnigiieod to identify the common themes
described by students, which follows the “zoomimgapproach of Johansson (2013) and
methods adopted by Green (2002) and Smith (2018)pioring interview data from popular
musicians.

A research project based on self-reported behavioegs the question whether
student behaviour was voluntary, or determinedeaglters, c.f. Cowan, (2013). The
performance tutors sought to leave the studemsua$f freedom as possible to understand
their own learning journeys, whilst also being éalale to offer advice and support.

Ethical considerations

Ethical approval was granted by the university &tCommittee in October 2012. Students
were given information about the research projadt4y signed a consent form to confirm
that they understood the nature of the study, aattovithdraw at any time for any or no
reason. This form also offered an opt-in clausddking part in interviews. The lead
researcher, as a full time music teacher in Lorelmhpart-time doctoral student, was not
involved in the assessment of student performaocesmarking reflective essays.

Analysis — First-Year Classical Musicians
All 15 classical musicians submitted reflectiveagss Close reading and re-reading of their
texts revealed Technique, Insight and Targetse#htiee most common themes.

Technique

The majority of classical musicians identified teicjue as a major area of focus in their
practice. Students gave a variety of responsese stascribed what their teacher was working
on with them, others wrote about their own attenptsckle technically

difficult pieces or specific passages. Many singegse encouraged focus on technique rather
than repertoire, as this baritone explains:

The lessons were solely focused on singing teclenaoa perfecting my musical
style...because | had spent time and effort sodirnghe technical aspects prior to
learning my pieces, it made the process of theop@dnce much more
straightforward, (PM, 2013).

This came as a surprise to some, who thoughtlilegtwould be working on repertoire. The
peripatetic tutors for the classical students @licentrated on technique in the first year and
this focus helped students to reflect on how ttesihnique was developing.

Insight

The majority of the first-year classical studergsaibed instances of practice that
demonstrated varied levels of insight into theirspeal practice routines. There was certainly
some evidence of a change towards an examinatitirebbwto practise, rather than re-
iteration without reflection. For example, a saxopist wrote:
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Throughout the year | have learnt that there igfardnce between simply just playing
through a piece and actually practising a piecenaw question myself more as to
why | cannot do certain things and try and findusohs (AM, 2013).

A first-year viola player who had previously beejumior student at the Royal Academy of
Music in London, and who had completed one yeaoo&ervatoire study before coming to
Liverpool, described the transition from re-cregtenperformance to being creative in
performance:

When | started my year, in my private work, | wasng to achieve the feelings and

match the sound identical to that of a performaamu | was only satisfied if | had re-
created that sound. This behaviour is now aliemécand pretty unimaginable. Who

would only want to re-do? (SB, 2013).

Compared with her peers, this first-year studedtdanuch deeper understanding of what
practice and performance is about, perhaps bechgskad already accumulated over 10,000
hours of practice and might be deemed to alreacgnbexpert’ performer.

Targets

Just over half of the first-year classical musisiliad set themselves longer term goals which
encompassed particular performance opportunities) as playing a concerto, or taking a
specific music exam. Nine out of the 15 musiciatedctargets, which included a more

regular use of the practice diary in the followy®ar, or changes in practice habits, such as
breaking down pieces into smaller chunks to overctenhnical difficulties and spending

time more effectively and not ‘playing through’ pés which points to the emergence of some
metacognitive practice strategies.

Analysis — First-Year Popular Musicians

The popular musicians were a diverse group. Thggs@and backgrounds varied, including
those that were mainly self-taught, those thatdwade instrumental or vocal lessons and
those that already considered themselves to baierped performers. Whilst the majority of
these students tended towards a narrative deseripfitheir experiences in the first year, 28
articulated some kind of insight into their own dBpment as musicians. A minority of
students exhibited much deeper levels of reflectiath in terms of their individual
development, and about the process of band relleafs@ same three themes were used to
analyse these essays, namely technique, insigtitaegets. However, unlike their classical
peers, who all took advantage of lessons provigetthd department, some popular musicians
did not make use of this provision in their firgtay of study, see Figure 1 below. Indeed,
lessons seemed to become more relevant in lates géatudy, when the need for technical
improvement was stimulated by band experiencesgagiscuss below.
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Figure 1: Popular Musicians — utilisation of lessawer three years of study
(n=32)

Technique

Not surprisingly, the 19 popular students who toedular lessons (Figure 1) wrote about
technique. Many of the vocalists, like their claasimusician peers, accepted to a greater or
lesser extent that practice was necessary to devedar skills and seven out of nine reported
a focus on warm-ups and technique, which was new:

Before | had any lessons from [NN], I didn’t alwayarm up before individual
practice, but by having these lessons, | now krfeimportance of a decent warm up
and so before practising in the future, | will ajpgavarm up (LmS, 2013).

Similarly, a guitarist reported:

| have to admit | was a bit hesitant to begin witty. tutor was covering material that
was mainly orientated towards a jazz style of plgywhich was unfamiliar territory
for me (AM, 2013).

Unlike classical musicians, who had extensive arpee of individual tuition and practice,
one self-taught popular guitarist was less entlstisigperhaps echoing the anti-establishment
institutional ethos of popular music described mpRson (2013):

Although | appreciated [that] these chords andescadere useful, and perhaps vital in
my progression to becoming a better player, | fotledpractice tedious, bland, insipid
and dull (DM, 2013).

Insight

The popular musicians’ weekly tutor-led workshoffer@d an opportunity for bands to
perform to each other and gain peer and tutor f@eglddn addition, the tutor regularly
coached bands in rehearsal. It seemed clear theafi&een to encourage first-year bands to
bring a creative twist to their cover versions. élera typical comment:

By jamming along to and transposing songs fromdewange of different genres
from hip-hop to deep house, | have gained an insigh alternative scales, intervals,
phrasing and percussive techniques that can betaggdat effect in creating original
sounds (CS, 2013).
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One guitarist's commentary stood out from his p@srle gained experience not only from
bands, but also by playing for a musical theatoalpction, recording how he dealt with a
large amount of unfamiliar material. He listenedhe musical numbers, practised difficult
passages and ensured that he had the appropriates gund equipment. His comments
suggested that he was displaying behaviours meiealyof his classical peers, in the sense
that he prepared before the rehearsals and foaustathnical aspects to ensure that he could
play fluently.

The rehearsals were incredibly different to thesongave with the university band.
Due to the small amount of time we had to go thiotlg songs, we all had to be
concentrating and 100% prepared for it (AM, 2013).

Targets

17 out of 32 students mentioned general targdtgreior improvement within their first year,
or planned for the second year. We were surprisdidd few mentions of individual goals:
this may be because many of the student musicemsteir musical development within the
band.

Analysis - Progress in the Third Year

For the purposes of this short paper, we focuhendflective essays which were written at
the end of the students’ third and last year odstBy this time, both classical and popular
musicians described their use of metacognitivetmastrategies. Popular musicians who had
previously struggled with individual practice begarfocus more on technique. One singer
explained, revealing a considerable change irudtito her craft:

| discovered that | actually knew very little, antiat I|had learnt was very
rudimentary. As a result, | realised that to depgdoofessionally as a singer and
performer, | needed to further my knowledge on hewvas producing the notes and
sounds that | was singing (LmS, 2015).

Similarly, a guitarist acknowledged that practiswith a metronome had improved his
timing:

What | believe has improved my playing this yeahit | have spent a considerable
amount of time practising scales. During such pradthave been using a metronome,
which | believe had beneficial and noticeable rssoh my rhythm, which has greatly
improved (RJ, 2015).

A saxophonist who played in both rock groups afwhation band explained how he had
started to use metacognitive strategies to makaipeamore efficient:

| have dealt with the problems by mostly cuttingrthdown into sections and work on
parts individually before putting it all togethatpngside starting by practising the
difficult things or parts slowly at first and thesnice | have learnt the parts well,
gradually increasing the tempo (AW, 2015).

These comments suggested approaches to practice whuld more typically be expected

from classically-trained musicians. The differernperhaps, is that classical musicians needed
to motivate themselves to practise, whilst the pepuonusicians were motivated by their
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band. And indeed, as the bands became more sudi¢cassflent insights into the benefits of
practice became more apparent. Perhaps the mdst pigins of success for two student
bands were recording and releasing singles or @Rs bassist reported:

The studio days were brilliant, for the first tinmemy three years at university | felt
like | was getting somewhere with a band (JG, 2015)

The drummer in the band emphasized the relationshipdividual practice to external goals,
such as recording:

Parr Street Studios is one of the coolest expespuer — it was nerve-wracking, fun,
sweaty and thrilling all at the same time. | gaiaddt of knowledge and practised
really hard playing with a metronome for a coudiéays in preparation for the studio
(LF, 2015).

Overall, the data from popular musicians’ refleetessays suggest that the speed of
maturation increased dramatically in the third yafastudy, as some, if not all the students
explored whether it could be possible to ‘makevith their band commercially.

For the classical musicians, on the other handcdinénued focus on building
technique, which many had been working on since tdhdhood, made it harder to
recognise that progress was being made, as thisst ceported:

| find it hard to acknowledge and realise my owmpiavement. | think | only realised
this at my ensemble recital, when the audienceddha music so moving (VT, 2015).

Perhaps the most perceptive comments were madelbgscally trained singer who also
fronted a Euro-pop band. He recognised that thefaetflection had totally changed his
attitude to practice:

Becoming an expert performer is not a case of ahgcthe hours mindlessly until the
cogs accidentally fall into place. To become anegxperformer you don't just put in
the time. You put in the effort as well. You ledhe technique, instead of just the
pieces. It is an academic pursuit, which requisgefal evaluation, self-reflection
before any sort of real improvement can be made. [¥arn to think, instead of just
doing You learn to perform, instead of just playing (PA015).

Discussion and Conclusion

Our research into the maturation of classical asglfar musicians taking undergraduate
performance modules suggests that these musiceetogp at different speeds. The progress
made by classical musicians reveals consideralalegds in the first year, as reflection helps
them to gain insights into their practice behavsoamd start to adopt some metacognitive
strategies. By the third year, this approach tetpe, has, for some, become routine and they
were able to independently take control of thezthtecal progress and interpretation of
repertoire with conscious thought about what theyenrying to achieve, and how they could
do this. The popular musicians, on the other hdathonstrated varying levels of resistance
to taking one-to-one lessons and avoided the dpredat of technique as individuals in their
first year. The real catalyst for progress for plo@ular musicians was finding their identity
within a band in the second or third year. The ba@chme the focus for song-writing, for
friendship, for future plans and also, as extegigd or recording sessions become more
frequent, for individual practice.
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Our findings suggest that whatever a student’sgpredl genre of music on starting
their course of study, the acts of reflection eméddn the process which leads to the annual
reflective essay helped students to understanddiai musical learning and may have
accelerated musical maturation. Further longitudshady will be necessary to establish
whether the experiences of the 2012-2015 core talnertypical for students at this
institution.
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Abstract

Cooperating teachers, often called mentor teacirersaster teachers, are the public school
teachers who agree to host student teachers wtitbinclassrooms. These teachers play an
important role in music teacher education. Howeasra cooperating teacher myself, | found
that in practice and in the research, we are nadyd seen as teacher educators. We are
distanced because our voices are not heard, octiggs.remain hidden, and our narrative
knowledge is not always valued. Therefore, the psepof this narrative inquiry was to
examine how cooperating teachers’ narrative authaould be revealed or strengthened
within an intentionally formed knowledge commungstablished to create a safe space for
cooperating teachers to story and restory theieegpces as music teacher educators. The
conceptions of knowledge communities and narraiwority, grounded in Dewey’s theory
of experience and narrative knowing, followed tegearch line of Connelly and Clandinin
(1990). Concepts of interest emerging from thigneaork were cooperating teachers’
personal practical knowledge, interaction with osha specific contexts, features of the
professional knowledge landscape of music teadhgragion, and tensions arising from
cooperating teachers’ positions on the landscappaficular interest was how the
strengthening of narrative authority within the Wwhedge community would allow
cooperating teachers to question taken-for-grantgidns of teacher education.

The knowledge community, which included three pgtints and myself, met twice
during the course of the study, but maintainedioanus communication through
conversations and emails. My relationship with ga&tiicipant began with an individual
interview and observations were conducted duriegstident teaching practicum. Four story
categories emerged from the data: stories of eskedul practice, stories of influential
relationships, stories of tension, and storiesosiSpbility. Analysis and interpretation of these
stories revealed potential for this type of knowdedommunity to strengthen practice by
creating a space for sharing previously untoldissoof practice. Looking back at past
practices, reflecting on current practices, anchagjining future practices within the
knowledge community strengthened narrative authariea way that opened the possibility
for change. Distance is perpetuated within takergfanted notions of the student teaching
experience. Though not without challenges, it istivexamining the implications and
possibilities for strengthening ties, sharing ideas reimagining practice, thus bridging the
gap between all stakeholders in music teacher ¢éidaca
Keywords: cooperating teachers, narrative inquiry, knowledg@mmunities, narrative
authority, music teacher education

Introduction

My first experience as a cooperating teacher was @utside the norm. Due to special
circumstances, | was contacted by the prospectixest teacher, not the university, and all
of the communication | received about the practiouss through this student teacher.
Although | felt strong enough in my role as a musi&cher to accept him, | did not have any
support system through colleagues or through tieetsity, and | was left wondering if | was
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doing the right things to help the young man. Cquosetly, | longed for a greater sense of
connection with others involved with music teackéucation.

As | continued to host other student teachers, @gme to me through more
traditional placements orchestrated by the unitsgrsfound that | was still plagued with
questions and doubt. Although | had a handbook thighbasic requirements, | was left
wondering about deeper issues of preparation. VWesviding an experience that was aligned
with the university curriculum and goals? What tiid university coursework emphasize and
what should | reinforce in the practicum?

My interactions with student teachers had beerelgngositive, and our philosophies
and aims were relatively congruent. However, thEngsed no more than a happy accident. No
one in the university had made any attempt to@&hbw me as an educator or as a person. |
believed that my role was important to the proa#sausic teacher education, but | could not
reconcile this with the disconnectedness | was gapeing. This lack of communication put
me at a distance, limiting my development as a ongsicher educator. | experienced this
distance in three ways. First, | was geographiadibyant from the university and the spaces
in which courses were taught. Second, becausauffee\dsors sent to observe were not
professors at the university, | was distanced ftibase who constructed and delivered those
courses. Third, | was distanced from the suppodtloér cooperating teachers, because | had
no means of identifying those serving in that role.

As a veteran public school music educator, | hargioued my professional
development as an instrumental teacher throughshogs, courses, conferences, and
informal interactions with my colleagues. | have had the same opportunities to do this
relative to my role as a cooperating teacher. ldeoed if others were looking to improve
their practices as cooperating teachers. What thesedoing with student teachers within
their classrooms, and more importantly, would theyilling to share those experiences with
others?

As | considered my wonderings and doubts, | tutoeitie research on student
teaching to contextualize the experience and eg&ptor place as a cooperating teacher. It is
clear that the student teaching practicum is theaale experience of any teacher education
program. Not surprisingly, much of the availablse&ch in music student teaching is
focused on the development of the student tea&idegut & Feldman, 2002). In spite of the
fact that it is widely recognized in music educatand general education that the cooperating
teacher has considerable influence on the studanhéer (Anderson, 2007; Conway, 2002;
Draves, 2008; Ross, 2002; Zemek, 2008), in thd fitimusic education, there is little
research focusing on the cooperating teacher. Wiaafailable is indirect, viewing the
cooperating teacher through the lens of the stugecher (Duling, 2007; Schmidt, 1998).
Although there is a body of research focused orctioperating teacher in general education
(Clarke, Triggs, & Nielson, 2014), the majoritytbfs research is conveyed from the
perspective of university researchers.

It seemed there was a fourth reason for me todigednced as a cooperating teacher: |
could not find myself in the research. For examateording to Weasmer and Woods (2003)
| should be a model, mentor, or guide becauseetbearchers identified these as important
characteristics in 28 other cooperating teacheus who were these cooperating teachers?
What were their unique circumstances? How did tegylate their understandings of their
role as teacher educators? Graham (2006) identibegerating teachers as either maestros or
mentors, the former being less desirable thanattierl Now there were only two categories
into which | ought to fit. But these characteristigere pronouncements made by the
researcher with only minimal reference to the ddtaxies of these cooperating teachers. |
found the research disregarded the particulartgiusin which a cooperating teacher might
need to embody either quality. By presenting thigipwstory of the work of cooperating
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teachers and categorizing them by observable betsavesearchers did not recognize
cooperating teachers as real, complex individugbgble of partnering in the process of
teacher education. Instead, researchers lookea @@@perating teachers from a distant and
detached perspective, focusing on generating coiepdsfinitions of the nature and
processes of mentoring and guiding student teachbese were not studies with or by
cooperating teachers, and as such, cooperatingeesacould not be seen as real contributors
to music teacher education.

Although discouraging, my feelings of distancingl aoubt led to inquiry and
reflection. Dewey (1933/1998) saw the identificataf a doubt-filled situation as the
beginning of a process of inquiry; a social prodesselieved could result in changing both
the individual and the situation. As | moved fordaith my own inquiry, | wondered how |
could narrow the distance between cooperating tgadnd the university. How could |
identify the tensions that maintained that dist&ndew could | examine the role of
cooperating teachers in a way that honored ouiestdives and narrative knowledge? | knew
that others in the field of narrative inquiry haddied the experiential knowledge of teachers,
so | turned to this body of work to frame my resbar

Framework

At its core, narrative inquiry is an investigatiomo the lived and told experiences of
individuals, often those whose voices have notiptesly been represented in the research.
Narrative inquiry blurs the line between the reskar and the researched, calling for a
collaborative effort to construct meaning. Perhayost importantly to the context of this
study, it turns from traditional positivistic socsxience research—what Brur{@©86) called
paradigmatic knowing—to a theoretical defense ofateve knowing. Following the research
line begun by Connelly and Clandinin (1990), | edfrio narrative inquiry as a way of
understanding teacher knowledge and experience.

Drawing from Dewey’s theory of experience and cargton of knowledge, Connelly
and Clandinin came to identify teacher knowledgpeasonal practical knowledgdhey
described it as neither theoretical knowledge mactical knowledge; rather, a composition
of the two melded with the personal and contexamal expressed through stories. Using
these stories as a map for understanding the carpte teachers’ professional lives, they
developed the metaphor opeofessional knowledge landscagéis conceptualization
allowed them to look at space, time, and placesoaal and relational context.

Following the same research line, Craig (1992) @lwbn (1993) developed their
concepts of knowledge communities and narrativeaity, respectively. Olson believed that
narrative became authorized because others ackdgedeand valued an individual’s
personal practical knowledge. Drawing on Brunet®86) modes of knowing, Olson (1993)
explained why individuals might doubt the authonfytheir own experiential knowledge.
The paradigmatic mode was decontextualized knovwel¢ldat separated the knower from the
known. Knowledge could be accumulated and therstnétited from those who possessed it to
those who did not, creating a hierarchy of knowkedgthority. The narrative mode did not
separate the knower from the known because it wssdin experience. Narrative knowing
was conveyed through stories of experience ansdhaith others in a meaningful and
reflective way. Craig (1992) conceived the knowkedgmmunity as a safe place in which
teachers told and retold their stories. Furthes,dtaracterized the interaction as having a
transformative affect on each member of the grépstories were shared, meaning was
negotiated and renegotiated, all based on the bxpériences of each member. In this way,
knowledge communities provided a safe place wheosviedge was shared, practice was
made public, and voices were heard and authorized.
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Purpose

The purpose of this narrative inquiry was to exaniow cooperating teachers’ narrative
authority was revealed or strengthened within @aenitionally formed knowledge community
established to create a safe space for coopetatters to story and restory their
experiences as music teacher educators. Concejpiteiefst emerging from this framework
were cooperating teachers’ personal practical kedge, features of the professional
knowledge landscape of music teacher educationtearsibns arising from cooperating
teachers’ positions on the landscape. Of partigotarest was how the strengthening of
narrative authority within the knowledge communitguld allow cooperating teachers to
question taken-for-granted notions of teacher etituta

Research Design

The patrticipants for this project were secondasgrimental music educators who were
concurrently serving as a cooperating teacher foca university. Additionally, | sought out
participants who taught instrumental music, agll Biesigning the community around the
common experiences of being a band director armbperating teacher allowed our
knowledge community to form more readily.

A face-to-face interview with each participant begiata collection. The purpose of
this interview was to establish a personal connadbetween the participants and myself, as
well as to provide me with an entry point into theied experiences. The knowledge
community, which included three participants andetfy met twice during the course of the
study, but maintained continuous communicationughoconversations and emails.
Additionally, observations were conducted during skudent teaching practicum. By living
alongside each participant, space could be opentdther explore and question our
practices. Through telling and living stories witlihe walls of the classroom, participants
could discover things about their practices ancetsethat they had not previously considered.

Stories and Reflection

From the beginning, | was impressed with each @pent’'s willingness to share stories.
Common experiences and our shared landscapes dllasvi® bond more immediately, and
our lives as instrumental music teachers providedesl language that facilitated discovery of
how our practices as cooperating teachers had edatvsimilar ways. Four story categories
emerged from the data: stories of established ipeactories of influential relationships,
stories of tension, and stories of possibility.

The stories of established practice were a stapioigt for discussion and an
expression of our personal practical knowledge. Whe shared what we did as cooperating
teachers in our classrooms, inevitably one stasgmated with another story and even more
stories were generated. The more stories we talchaard, the more we came to recognize
our own narrative authority over our personal pcatknowledge, and to recognize one
another’s narrative authority as well. This lecgtsense of trust and respect within the
community that opened us up to further exploratbaur experiences.

As we delved further into our experiences, eachsoivas able to point to others in
knowledge communities who had influenced the dgurakent of our narrative authority. This
kind of reflection often triggered memories of pkogand places that had not been
foregrounded in our lives for a long time, so taenected us with the past. Reflection such
as ours can lead to retelling stories, which in wften leads to an opportunity to relive a
story. When we relive our stories, we may confimmd atrengthen them or reframe them in
some way. As the teller, each of us was positidogdnew and strengthen our narrative
authority. As we experienced the telling, we affahothers experiences, and we were
prompted to look back and reflect on the peopleaahts that had shaped our own practices.
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The people, events, and experiences that shapgatamiices also shaped the
professional knowledge landscape on which we livéd.shared this landscape with other
teachers, yet as cooperating teachers, there sderhedadditional terrain for us. | considered
our stories as a map for understanding what theresof a professional knowledge
landscape of music teacher education might loak s teachers, we develop our personal
practical knowledge on a day-to-day basis as weraet and reflect with others on the
landscape. As teacher educators, our landscapeemned by the presence of others and we
are zoomed in on our personal practical knowledgmbse we want to make it visible to our
student teachers as we help them develop theirparsonal practical knowledge. We do not
want student teachers simply to imitate our prastibut by making our practices public, we
want our student teachers to understand how pdrpaoaical knowledge is constructed. We
want to help student teachers become aware ofedirtti¢ir own stories. Still, when student
teachers enter our classrooms, we presume they Wwiith them paradigmatic knowing that
they are supposed to apply in practice. In realy,are not sure what our student teachers
know or believe because we have received littlernanication from the university. We
doubt that we are doing the right things for oudsint teachers, and this becomes magnified
when the university supervisor comes to observec#aot simultaneously focus our lens on
paradigmatic knowing and narrative knowing so weaaught between framing two different
scenes on the landscape. As we felt the safetynapoltance of our voices within the
knowledge community we were able to begin sharinges that exemplified such tensions.
For example, the university hosted a cooperatiagher day that could have allowed us to
share our personal practical knowledge with theensity teacher educators, but instead, a
guest speaker made a presentation in the langdggeaaligmatic knowing. Amidst the
tension, however, we recognized the potentialimkmnd of coming together. Because there
was the possibility of interaction with the decisimakers, there was a shift in stories as we
began to imagine other futures for the cooperatagher day. As our narrative authority was
strengthened within the knowledge community, weld@omfortably talk not just about what
was, but what could be. Our stories of tension geay to stories of possibility. In particular,
there was a real sense that given our narrativedtyt as cooperating teachers we could
make suggestions to the university that would inapron the practicum experience for all
involved.

Implications
Clandinin, Davies, Hogan, and Kennard (1993) wadta project in which they began by
situating teacher education “in the gap betweewnarsities and schools” (p. 210). Framing
teaching and learning to teach as ongoing inqtly found that “if one of the participants,
university supervisor or cooperating teacher, stmatdide” the inquiry, “a sense of possibility
was lost” (p. 211) for a new “middle ground of teaceducation” (p. 213). In order to find
this middle ground, connections needed to be swesiadhetween all the participants. An
intentionally formed knowledge community consistofgcooperating teachers and university
supervisors could share experiences and seeletggiien each individual’s narrative
authority. In doing so, cooperating teachers cgalitt a deeper and more contextual
understanding of the university supervisor’'s exgreze, and perhaps they would come to feel
less distanced. By understanding the narrativetiiieshand recognizing the narrative
authority of individual cooperating teachers, unsy supervisors could more intentionally
place student teachers—practicum placements ceuiddrse than just happy accidents or
potential disasters.

Clandinin et al. (1993) also saw that in theitradal view of teacher education, the
practicum experience was supposed to “bridge thé lgetween universities and schools (p.
210). However, they also observed that “many o gtudent teachers]...felt lost within it”
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(p. 210). Creating an intentionally formed knowledgpmmunity between the cooperating
teacher and the student teacher would create & sy@re student teachers could begin to
make sense of their own practices and begin toldevkeir narrative authority. This
relational approach would eschew the traditionailomoof the expert-novice relationship and
allow student teachers to recognize their own persknowledge. In doing so, they might
find common threads that resonate or they may atkauye differences that lead to
reflection. If these conversations began even bdfwe practicum, rich connections could be
made that would allow student teachers and codpgregachers to find the middle ground,
rather than feel lost in the gap.

In considering the gap between universities andash| came to realize that the
hierarchical model of student teaching is perpeaiaiven through the language some use to
identify the members of the triad. The title “umisiy supervisor” is indicative of a person in
a position of power over others. Similarly “cooferg teacher” implies assistance or
compliance with the supervisor. “Mentor teacherlyspeaks to the relationship with the
student teacher, and “master teacher” is assoaordtaceducation reform in the United States.
The expert-novice view of teachers and studentseka “student teacher” positioned at the
lowest point of the triadic relationship. | belietmat in order to bridge the gap and find the
middle ground we must begin to see each otherrdiftéy. It would be interesting to discover
whether a change in nomenclature would impact tigerauthority. At the very least, perhaps
a relational model would encourage a round tabfecgerh to music teacher education that
would allow a knowledge community to form amongthikee stakeholders.

Conclusion

This study aimed give voice to cooperating teachensusic education through the lens of
the knowledge community and of narrative autholitis not simply about telling the stories
of practice, but the relationships within the knedde community that made it a safe place
for these stories to be told and for narrative auti to be recognized. We often take for
granted the relationships we share with others ndwe common interests and passions.
Putting these relationships in the foreground caretbp and strengthen narrative authority in
ways that, in turn, shape and re-shape our prafieskknowledge contexts. Though not
without challenges, it is worth examining more elgshe implications and possibilities for
strengthening ties, sharing ideas, and re-imagipragtice, particularly within the music
teacher education community.
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Abstract

Dyslexia is considered a cognitive disorder witterg theories implicating a deficit in the
phonological component of language as a causealpersistent condition that may have
impact on the learning process and on everydayRibssible weaknesses caused by dyslexia
include visual and auditory perception, motor camation, memory, sequencing,

organization and self-esteem. Consequently, it ha@ae influence in musical achievement
bringing difficulties in various areas related towderstanding musical notation, sight-reading,
memorizing and developing motor skills. Despitefé that symptoms can affect people in
different degrees, it is essential to search ferstinengths of each student, in order to promote
confidence and pleasure in music making as a puvedgd overcome barriers and create a
positive academic learning experience.

Piano teachers of dyslexic pupils should adapt thethods to provide alternative
approaches. Pedagogical literature suggests spstiditegies for instrumental lessons to ease
difficulties in musical comprehension and problémpiano performance. This article is a
report on the results of an experimental progravolinng a piano student with
developmental dyslexia. After five years of pianstiuction in a private music school in
Portugal, this student felt low motivation for puirsg his musical studies. Due to various
personal difficulties, he also showed inabilityingorove piano skills and musical knowledge,
as mandatory by the music school he was attendlimg school was flexible in his curricular
needs. The main goal of this case study was téke efficiency of a musical program
focused on piano sight-reading for enhancing geémewaical achievement. For five months,
the piano student received individual instructiorsight-reading and was assessed according
to his improvement in musical abilities and motioat In addition to this, special strategies
for dealing with dyslexic students were appliedé&bermine their effectiveness. Results
suggest that practicing sight-reading is a useifnil for developing general musical
knowledge and instrumental skill. Furthermore, peas motivation, self-esteem and general
interest for developing musical studies also inseela Finally, adapting a piano methodology
using specific teaching strategies for dealing wlgklexic students may provide a rewarding
musical learning approach.

Keywords: sight-reading, piano pedagogy, dyslexia, musication

Literature Review

Lyon, Shaywitz, and Shaywitz (2003) describe dyislexs a specific learning disability with a
neurobiological origin. It is considered a languagpairment related to a deficit in
phonological processing (Gaab, Tallal, Kim, Lakshanayanan, Archie, Glover, & Gabirieli,
2005). The effects of this persistent conditioned&bon each person and have impact on
academic achievement in one or more learning psesesuch as of reading, spelling and
writing (British Dyslexia Association, 2014; Ogletipe, 2002).
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Therefore, possible symptoms of dyslexia in eveyyda involve, for instance,
auditory and visual problems, difficulties in shtatm memory and motor coordination, lack
of concentration and organization, low self-esteiicreased anxiety and frustration, and
erratic behavior (Oglethorpe, 2002). In the fieladrusic, a recent study shows that musical
intervention has a positive influence in developtognition and remediating language
deficits thanks to brain plasticity (Forgeard, $efg, Norton, Rosam, & lyengar, 2008).
Nonetheless, dyslexia may compromise overall muaidaevement. It possibly brings
diverse difficulties such as motor developmentdieg musical notation (Ganschow, Lloyd-
Jones, & Miles, 1994; Overy, 2000), memorizatiargitory perception and rhythm
comprehension (Overy, 2003). However, dyslexicslEadetermined and inventive
(Oglethorpe, 2002) finding multiple solutions foetr problems.

Piano sight-reading
Sight-reading is considered a multisensory actiility Corre, 2002)It combines
interpretation of sensorial information from thesioal score with pre-held musical
knowledge (Lehmann & McArthur, 2002). Sight-readiaglso a complex process that
engages numerous skills like perception, memohlpm solving, concentration (Risarto &
Lima, 2010), audiation and motor coordination (F8k€arter, 2010).

Dyslexic pupils may encounter difficulties whenhdigeading music (Macmillan,
2004). Oglethorpe (2008) advised a methodologydasea gradual progression, patience
and dedication. Accordingly, sight-reading traingiguld involve developing keyboard
orientation and coordination on the piano, undeditay key signatures and rhythm, learning
notes multisensorily along with reading diverse italsmaterial. The same author referred
that although sight-reading is a useful skill anshiould not be an obstacle for learning how
to play an instrument.

Pedagogical strategies for teaching piano to dyslexstudents
The pedagogical literature suggests specific gfi@deto improve musical and instrumental
achievement for dyslexic students (Oglethorpe, 260att, 2008). A piano teacher needs to
adapt their methods to search for alternative pagisvio overcome difficulties and to promote
confidence. Therefore, working with dyslexic chddris an opportunity to develop creativity,
although it requires patience, comprehension aaddle approaches (Guedes da Silva,
2015).

Careful lesson planning is recommended to achiggeessful teaching (Skeath, n.d.).
It entails a logical and step-by-step progressugihout all tuition. Additionally, applying
multisensory approaches—with auditory, visual amegthetic techniques—is a beneficial
methodology for teaching students with dyslexia ¢mMdlan, 2004). Although playing piano
is already a multisensory activity (McCarthy & Difeeld, 2008), children with special needs
respond well to a varied methodology, leading frieht teaching(Oglethorpe, 2002Pratt,
2008. Moreover, the use of colis also a potentiatrategy. Various teaching aids could
include colored post-it, colored pencils and petaiKkila & Knight, 2012; Oglethorpe,
2002), colored acetate (lovino, Fletcher, Breitrme§eFoorman, 1998) and printing the
musical sheet in colored paper (Heikkila & Knigh®12; Pratt, 2008). According to Belfiore,
Grskovic, Murphy, and Zentall (1996), these procedueduce the effect of black and white
contrast when applied to a score, and increaséngadmprehension. Other strategies are
related to the enlargement of the score, expantimgnusical text and, perhaps, adapting the
design of the score to diminish the number of nregdnistakes (Flach, Timmermans, &
Korpershoek, 2014).
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Aims

The present research aims to find out if sight-read a positive approach for a dyslexic
student in order to adapt instrumental pedagodys@wn learning possibilities. As

suggested in the literature review, certain pedagbgtrategies were used to promote interest
and motivation for music learning, namely carefiainming, multisensory approaches (e.qg.,
musical games for exploring musical notation, tetbgical aids, color stimulation, piano

duet practice), and enlarged musical scores.

Method

Participant

This case study involved a 13-year old piano studexgnosed with developmental dyslexia
who, during five years of piano learning, frequesthowed problems in instrumental and
musical progression. He was attending a privatéugoese music schdpknd was not
fulfilling all the requirements of his piano and éaining/theory classes, having successive
negative marks and low motivation to continue hissival studies. Main difficulties included
problems of motor coordination, reading musicabtion, rhythm perception, short term
memory, musical language comprehension, sight-ngadicreased frustration and low self-
esteem. A written consent was signed by the stigdpatents in order to get authorization to
participate in this study and to use the collectath for analysis and research purposes. The
piano teacher approached and obtained agreememtlieschool to follow a flexible
curriculum to fit the needs of the student.

Procedure
This study comprised three phases: Phase 1 (preRbstse 2 (musical program) and Phase 3
(posttest).

Phase 1 (pretest)

The participant was given a pretest involving sigdatding a piano piece “A riddle” by
Schaum (1996) on the grand piano (Figure 1). Theept example was extracted fréano
Course Pre A - The Green Bogchaum, 1996) with usage permission. The maingaalto
verify sight-reading ability and the capacity feading musical notation.
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Figure 1. “A riddle” by Schaum (1996)

! Currently in Portugal, music schools have a basictired curriculum which includes individual ingnental
lesson (sixty minutes), ear training and theorgdes(sixty minutes) and orchestra/choir lessortysiinutes).
Rules and requirements are set by each music school
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Phase 2 (musical program)

Apart from the usual academic musical curriculume, $tudent followed a piano sight-reading
program. His piano teacher provided an extra imgial lesson, once a week for sixty
minutes. This program lasted for five months, vaittotal of fourteen sessions. It was
designed for this specific student after havingntdieed his major learning difficulties, and
encompassed sight-reading training for piano wiphagressive acquisition of knowledge.
The program aimed to develop musical notation, oalisiocabulary and concepts, different
styles of classical music and ensemble practiteyadg the student to explore the piano and
its various features. Subsequently, during lesgomas necessary to promote training in
melody (reading notes and chords, classifying watist recognizing patterns), in rhythm
(exercises and stimuli in different tempi and m&tand in harmony.

Phase 3 (posttest)

In the last session of the musical program, the@&udent was again assessed with the same
structured exercise performed in the pretest (leigyy although two differences must be
considered: the exercise sheet was enlarged amegin a light blue paper. The main goal of
the posttest was to quantify any different outcammmparing results with the pretest.

Data collection and analysis

Both tests of Phase 1 (pretest) and Phase 3 (ppsttere video recorded for further
comparison. Performances in reading tests wereuregguantitatively according to three
criteria: time, mistakes (notes and rhythm) aneriley of performance. During the musical
program (Phase 2), all fourteen hours of individilatses were also video recorded. The
analysis procedure of the recordings mainly invdlaegualitative evaluation of the student’s
general musical development regarding notation eehgnsion, performance improvement
and motivation. Afterwards, a semi-structured witaw was adopted to explore the student’s
perception about what he had experienced duringribgram. An interview topic guide was
created and addressed three main issues: motiatiomusical learning, interest in sight-
reading practice, efficiency of pedagogical stregeglhe interview was recorded digitally
and transcribed.

Analysis of video recordings and semi-structured ierview

Phase 1 (pretest) and Phase 3 (posttest)

Table 1 presents the main findings of the analykisoth recordings in pretest and posttest.
The duration of the exercise and also preparabefo(e performing) and execution times
were slightly longer in the posttest than in thetgst. Comparatively, recordings show that
posttest had significantly fewer mistakes—notesréuythms were all correct—leading to a
more refined fluency of the performance. The ptdiad a weaker performance with more
mistakes and no fluency.

Table 1. Results for sight-reading exercise (pteted posttest)

Duration of Preparation Execution Number of Fluency of
the exercise time time mistakes performance
Notes Rhythm
Pretest 1'10” 32” 38” 9 8 Not fluent
Posttest 1'14” 35” 39" 0 0 Fluent

Analysis of the video data showed that, in pretibst student demonstrated some anxiety
behaviors and fatigue symptoms, such as: scrat¢henigead, swaying back and forth in the
piano chair and eye rubbing. He also came too ¢tm#ee piano stand in order to visualize
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the score. During posttest, the student showedra netaxed attitude and focused attention
with a more accurate and vertical posture at thaqi

Phase 2 (musical program)

In reference to the qualitative dimensions, aftelyzing the video recordings from all sight-
reading lessons, it can be reported that aftetréiieing period, the student exhibited a
significant growth in musical knowledge and undamsgling. It was possible to notice a
positive development in all required tasks (readingd performing the musical score) during
sight-reading sessions.

Throughout the musical program, the student shamegsement and desire to
accomplish the proposed activities. Thereforegkiseral behavior was more genuine,
enthusiastic and less frustrated. The student Wasta establish a practice routine for piano
and sight-reading, and there was also an improveimehe relationship between teacher and
student.

Semi-structured interview

The analysis of the interview transcript providegeaspective from the learner’s experience.
The pupil stated he had a better understandingusfamotation, and therefore he was more
motivated to practice piano repertoire and to atiestrumental and theory classes:

“l understand rhythms and | read notes faster.”
“Previously, in group lesson&ar training and theory lessatfiere were students doing
exercises and answering very fast. Now | know wiet are talking about.”

Other positive responses included his interesigintgeading lessons as they were
entertaining and also helped him to feel more a=mfi with his musical studies:

“I enjoyed sight-reading at the piano specially yilag four hands music with my teacher.”
“I liked to practice rhythm using other percussimstruments.”

Regarding pedagogical strategies, he preferrethther score size, the music scores printed
on colored paper, and using colored pencils and:pen

“l enjoyed those games of reading notes with calqraper.”
“Using a bigger music sheet | didn’t get tired sstfand | was able to read easier.”

Discussion

Although learning to play piano may be approachébout an extensive skill in score
reading, basic knowledge is necessary to reaclpemtkent practice and proficiency. An
experimental program in musical teaching was caeckas a supplement to piano lessons. In
order to help a dyslexic student to overcome soangdrs that restrained his musical
progress, an intensive sight-reading approach mesduced. All sight-reading lessons were
designed depending on the student’s physical agdittee possibilities, encountering his
strengths and improving his weaknesses.

Validating Le Corre’s (2002) ideas, sight-readingtiuction proved to be a useful tool
for developing musical and instrumental expertisehe current studysight-reading
enhanced musical comprehension and performancedhbe evidence that theoretical and
instrumental competences were progressively atlaine

Comparing both sight-reading tests, anxiety symgtorare released in posttest
possibly due to a more comfortable situation anprovied self-confidence for the challenge.
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It was possible to verify that the overall duratmfrthe sight-reading exercise was slightly
longer in the posttest than in pretest. Differenoey thus indicate that the student spent more
time carefully examining the exercise before periog. This procedure generated a more
accurate interpretation of the exercise which wamdicator of enhanced comprehension of
musical notation.

In post-test, there were reduced mistakes in reostdshythm and the fluency of
performance was considerably better in contraptdtest results, revealing an improvement
in score reading. Additionally, some educationedtegies such as careful planning,
multisensory approaches and enlarged musical sowees added during the music program.
These specific changes were intended to adapt pedagogy in order to enhance and
motivate the acquisition of musical knowledge alanth expressive and technical abilities.

The results suggest that the recommended pedagegai@gies for dealing with
dyslexic students are effective for musical achieset and practice. In particular establishing
a careful plan of the program (Skeath, n.d.) leachore efficient and progressive learning.
The teacher assured that all concepts were underbifore stepping to a higher level of
musical comprehension. It enhanced considerablgtthdent’s self-esteem and motivation
for pursuing musical studies.

An emphasis on multisensory approaches is perhap#ractive solution for
successful teaching. Promoting creative activisesh as musical games and using
technological aids with lively and entertaining gedures, was, therefore, an effective way to
develop different skills and concepts. Accordingly,Heikkila and Knight (2012) proposed,
there were advantages using colored pencils, pehpa@st-it to read notes, to highlight
details and patterns from the score and to enhamo@rehension.

Printing the musical sheet in colored paper (Héd#kki Knight, 2012; Pratt, 2008)
helped focus concentration and improved the saading rate. At the same time, enlarging
the musical sheet led to a more precise and aecpesformance with less reading mistakes,
as well as allowing to maintain a steady positibtha instrument as it was easier to read
from the piano stand. Providing a variety of sigtdding methods and playing different
styles of music (Le Corre, 2002) gave opporturotdévelop perspectives and musical
awareness.

To summarize, the present article underlines thpontance of adapting instrumental
tuition to a student with specific learning limitats. Individual support brings a more
beneficial result for piano pedagogy than a homegemmethod and curriculum. More
specifically, it involved an alternative way of piding a successful musical experience
meeting the student's own situation and expectation

Conclusion

Even over a relevantly short training period, ressaliggest that there was a beneficial effect
in sight-reading instruction for this dyslexic séud. Practicing sight-reading may be a vehicle
for optimizing general musical accomplishment ankdasmcing performance at the instrument.
Music teachers have a valuable role in promotingvation, self-esteem and pleasure of
music making, respecting the student's own rhythskitl acquisition and exploring multiple
ways of approaching the instrument. Therefore, oaligirogress and instrumental
development are possible if there is a positive@nrdprehensive approach. However, as this
is just a study with one patrticipant it is yet ®mdemonstrated if the conclusions drawn from
the observed results can be generalized acrosssitlteents with dyslexia.
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Abstract

It is well-known that music is a mystical and magiart. It could make people relaxed,
happy, cheerful, exuberant or even delirious, oodypsad, tearful, grief or even suicidal.
That means music has been shown to be able temduthe wellbeing and health of human
nervous system. Therefore, the theoretical backgtad this-paper is the belief in utilizing
the power of music to heal certain discomforts edpe.

The purpose of this paper is to provide insights the Chinese traditional way of
music healing, its philosophy, theory and practacenusic educators and music healers so
that they can understand why and how this holistisic therapy works well in healing or
improving the physical conditions of certain pateeMhe paper gives a detailed introduction
to and explanation of Chinese traditional medibabty of Wu Xing and how music responds
to Wu Xing and eventually heals illnesses.

The method of the music therapy or healing isd¢attpatients suffering from certain
iliness or discomforts which are categorized into ¥¥ng with certain type of music
melodies containing certain music notes. Wu Xingnsessential part of the philosophy of the
Chinese traditional medicinedescribing the nature of the human internal orgamsrms of
Yin and Yang or negative and positive energies.Xg takes orders from the human brain
through nervous system which resonates with theifspé&equencies of music tones carrying
power to influence the ill pats of the body. Th@@ashows music therapists how to take
advantage of this method to effectively treat patie

In summary, the research has found that this oldagtof music healing which has
been practiced for thousands of years in Chindbkags charged with more vitality by
introducing Western music into it. Western musantaining more frequencies, could give
much more power of influence, connection and pesisnao the nerves and minds of patients
so that their illnesses could be healed more guidkiis is due to the difference of musical
instrument between the West and the East. Tradilligrthe materials for making the Chinese
traditional instruments are taken from the natuehsas wood, bamboo, animal hide, while
for the Western musical instruments; they are mastide of metal. The range of frequency
of Chinese musical instruments is much narrowan tha Western one, lacking very high and
very low frequencies.

The implication of the research has opened a newdrofor teaching and learning in
terms of music education. The application of mtiserapy could be well introduced to the
fields of public health and medicine and could depdast and in a big way, for the mankind
today is facing serious problems and issues iniptielalth owing to poverty, war,
availability and affordability of medicine. Musi@aling could be the most effective and least
expensive way of healing for the people all overworld.

Keywords: music, healing, therapy, Wuxing, education
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Music education and music healing has a long histehich existed more than four thousand
years ago in China. The earliest school was estadaliin Xia Dynasty only as an officials’
school where students, apart from knowledge ants $&r war, had to learn music and
rituals. Therefore, music education is not onlypdemoted in the minds of the Chinese people
but also has great popularity and foundation fatettlgoment. Music healing appeared about
two thousand year ago in West Han Dynasty. Doatsesl music to heal patient which is
called by then Wuyin meaning 5-Music Notes Heahfgthod. According to the “Historic
Records”, an ancient Chinese book, “Music couldatd the blood circulation, regulate the
nervous system and purify the inward nature disteners. The popular methods in music
healing or treatment include Pure Music Therapysililectrotherapy and Music Galvano-
acupuncture Treatment. In the West, music theragy officially established as a line of
study by Michigan State University in 1944 and hlsady now become an integral and
mature science. There are more than 100 diffetental music healing methods and
numerous theoretical schools of thoughts in thddvor

It is well known that music is a mystical as wellraagical art. It could make people
relaxed, happy, cheerful, exuberant or even dekior moody, sad, tearful, grief or even
suicidal. For instance, the themeFaintasiafrom Disney animated cartoon, excellent beyond
comparison, brings people’s minds into a fantasyafiderland and melts their souls into
infinite reverie; while Gloomy Sunday (Szomoru Viaegp) written by Hungarian pianist and
composer Rezso Seress inspired hundreds of suididisshas confirmed that music could
have a vital influence to the life and health objple.

In ancient China, people believed that the biolalgihythm, especially the heart beet,
pulse, breathing rate, fluctuation of blood pressamd brain waves closely resonate with the
sound of music. Beautiful and joyful melodies wountut only heal the illness but also make
people healthier and help them live longer. Thisasause those beautiful melodies could
resonate and interact with human physiology andipspgy to make healthier heart and
vessels and better blood flow. The melodies ataurad certain frequencies in particular
could heal or ease the symptoms related to mectalesss such as insomnia, lassitude,
depression, mental stress, autism, obsessive and et

In addition, music healing is beneficial not onty idults but more for expecting
women and infants. It is also very popularly usedfétal education. The fetuses in mother’s
womb clearly show evidence of being happy sucHaspg their hands and moving the
body around when the pregnant follow the beautifalodies of light, dancing and classic
music that pregnant women listen to throughoufptiegnancy. This is especially conducive
to the physical growth and the mental developméiiefetuses.

The music melodies used for healing are not ordgéhbeautifully etiquette ones with
pleasant rhythm but also those sad and melancimely.dhe people who suffer from sadness,
sorrow, grief, agony or misery, owing to the presstom work, hard life, emotional
predicament, family problems or bad love affainildoget their pressure, gloominess, anger
or hatred released out through sobs and tearsteying to a very sad melody, and therefore,
their mental state could be improved dramatically.

Also, some people who suffer from uncontrollableigsment, over stimulation,
irresistible impulse or uncontrollable emotion, kkbbblecome calmed down or relaxed by
listening to those peaceful, relaxing or even shgbentimental melodies.

As for those who suffer from insomnia, we ask therfisten to the sounds from the
nature such as wind, thunder, rain, bird, insedtetn. with the background of very slow and
relaxing music, thus this type of melody accompaig the breath of the nature could help
to fuse or melt the thoughts and mind into the regtand eventually bring them into the realm
of deep sleep and sweet dreams. An electronic gatiget, widely sold in the market today
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called Dream Machine just utilizes the above-memtmusic healing principle to cure
insomnia effectively.

Chinese herbal medicine is a traditional art ofihgan China. Chinese traditional
medical doctors use the theories of balancing Yioh éan (positive energy and negative
energy) and the five elements of Wu Xing to tréatpatients. Yin and Yan means the
internal hotness and coldness in the human bodye we Wu Xing means metal, wood,
water, fire and earth, held by the ancients to amseghe physical universe and later used in
traditional Chinese medicine to explain variousgblgical and pathological phenomena.
The ancient Chinese doctors also discovered theanaf human internal organs of the heart,
liver, spleen, lung and kidney to correspond to Xi¥g. That means that the liver for wood,
spleen for earth, kidney for water, lung for metatl heart for fire. At the same time, it is also
discovered that some musical notes correspondsonate with the Wu Xing. For instance,
the heart resonates with the music note 5 (s@r Wth music note 3 (mi), spleen with music
note 1 (dou), lung with music note 2 (rai) and lkagnvith music note 6 (la) and efithus, the
Chinese traditional 5-Notes Music Therapy was ecatsed on the above theory.

A few Chinese and Western music melodies are seldot doctors to use as a means
of music healing to cure the patients of variolmesses in combination with Chinese and
Western medicine. The outcome of the music headisgtisfactory. And the majority of the
patients could heal completely. For instance, dsaimuld choose those relaxing, light
joyful, and happy music melodies with more musriaate 5 (sou) for healing symptoms
related to heart such as insomnia, palpitationkicigosensation in chest, chest pain and
irritation. For healing symptoms related to livimesses such as depression, menstrual pain,
mouth ulcer, dry eyes and others, we would use emasiodies containing more musical
notes 3 and 6 (mi and la). For healing symptoneted|to spleen such as abdominal
distention, diarrhea or liquid stools, obesityjgae and gastro ptosis, doctors would choose
peaceful, melodious and calm melodies with slowthimyand containing more musical note 1
(dou). For symptoms related to lung, the music gliecontaining more musical note 2
(ruai) are selected. If for symptoms related tokidmey, the music melodies containing more
musical note 6 (la) are selected and so on. Cemasical melodies are selected to use for
healing certain illnesses, which sometimes coudtbiyuinexpected outcome.

The 5-Notes Music Therapy is based on the theatyWu Xing or 5 human internal
organs could resonate with Wu Yin, the five mugites, which in turn could regulate the five
human internal organs. Based on the above theocyos use the specific frequencies of the
five music notes as a vehicle to transmit musioargy to the specific organ of the patient
strictly following the physiological rhythm and alaateristics of the organ to achieve the
purpose of healing. The characteristics of the fiwesic notes in terms of music therapy are
shown as the following;

+ Note 3 (mi), in the nature of Wood resonating Miier, should be presented in the
therapeutic music as long and high;

Note 6 (la), in the nature of Water resonating Wwitiney, should be presented in the

therapeutic music as deep and low;

Note 1 (dou), in the nature of Earth resonatindgispileen, should be presented in the

therapeutic music as turbid and heavy;

Note 5 (sou), in the nature of Fire resonating wiart, should be presented in the

therapeutic music as high in volume and high pidche

Note 2 (ruai), in the nature of Metal resonatinggmiing, should be presented in the

therapeutic music as strong and forceful.

Each sound or frequency symbolizes the specificagteristics of one of the five internal
organs. The combination of two or more of the fivesic notes will provide to the mankind
with a magical, fantastic and effective ways oflimea
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As for using music healing to assist in treatingjgrds suffering from depression,
obsessive compulsive disorder or autism, we ugerdiit music melodies for different
symptoms. Most of these patients all have veryiseaserves and cannot accept or bear the
sounds of very low frequency or very high volumbefiefore, we do our best to choose very
beautiful, melodious and light music melodies afivgow tempo at comparatively low
volume. The symptoms will be obviously improvecdeathe patients listen to this type of
music for a long time.

Chinese music therapists or doctors, after yearssadarch and practice, have summed
up their experience and come up with useful guidemusic therapy in China. They have
also selected series of music melodies that ataldeifor music therapy. The following is
one of the earlier music therapy guides in Chirfee music melodies selected for this guide
are all played with the Chinese traditional musinatruments such as bamboo flute, two-
string Chinese fiddle, Chinese ancient harp and etc

A sample of earlier music therapy guide in China;

Wu Xing: Metal, Wood, Water, Fire and Earth;

Wu Yin:1 (dou), 2 (ruai), 3 (mi), 5 (sou) and 6)(la

Five Internal Organs: Liver, Heart, Spleen, Lund &dney;

The relationship among Wu Xing, Wu Yin and Fiveslmial Organs is explained below:

Heart: in nature of Fire, resonating with music note &ufs could work with two
different tones, Tone of Yan and Tone of Ykor tone of Yaror positive energy, the
music melody used for healing should be “Lotus Flpwacing the Sun”. The poetic
imagery of the patient should be “under the scorglsun and sweet fragrance of lotus
flowers prevailing”. The function of this is to depish the Yan or positive energy or
nutrition to the heart and calm down the mind. Tethod is suitable for indications
such as heart palpitations, discomposure, and shéfiness, short of breath, insomnia
and dreamines§&.or the tone of Yior negative energy, the music melody used for
healing should be “Rainbow after Rain”. The poetiagery of the patient should be
“feeling clean and happy after a good bath or liragid beautiful rainbow”. The function
of this is to clear the mind and get away the sgiv® Yan or positive energy from the
heart. The method is suitable for indications saleart stuffiness, dysphoria with
smothery sensation, flushing face and thirst and et

Liver: in the nature of Wood resonating with music noten8, could work with two
different tonesFor tone of Yaror positive energy, the music melody used fotihga
should be “Northern Sky with Warm Winds”. The po@tmagery of the patient should be
“bright sun and warm winds in spring”. The functiohthis is to nourish the liver with
energy, remove pathogenic wind and dampness apdldigelancholy. The method is
suitable for indications such as Vertigo tinnitdsgaminess, numbness in the muscle or
body and etck-or the tone of Yior negative energy, the music melody used forihgal
should be “Green Leaves and Clouds”. The poetigenaof the patient should be “cold
winds in the clear sky; newly grown leaves in psddum of greenness”. The function of
this is to clean the liver and reduce the excegsbgitive energy, calm the liver and
suppress the Yan. The method is suitable for theations such as dizziness and
distending pain, dysphoria, and irascibility, fluginface and neck, insomnia and
dreaminess.

Lung:in the nature of Metal resonating with music no{gui), could work with two
different tonesFor tone of Yaror positive energy, the music melody used for Imgali
should be “Sounds of Bells and Drums at Sunset Gléie poetic imagery of the
patient should be “the setting sun kindling the, sltyd sounds of bells and drums
echoing around”. The function of this is to nouribk lung, replenish positive energy to
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the lung, relieve the mind and improve the immunpityhe skin system. The method is
suitable for indications such as cough, body fajgught sweaand spontaneous, fear of
winds and etc-or the tone of Yior negative energy, the music melody used forihgal
should be “Morning Dew in Autumn Wind”. The poeticagery of the patient should be
“bright noon in autumn sky and clear morning demwthie pleasant coolness”. The
function of this is to nourish yin to reduce patbog fire, and promote production of
body fluid and nourish the lung. The method isahlé for the indications such as
hacking cough with little phlegm, dysphoria withatimery sensation in body and mind,
and etc.

Kidney in the nature of Water resonating with music no{&§ could work with two
different tonesFor tone of Yaror positive energy, the music melody used forihgal
should be “Scorching Sun in Middle Summer”. Thetmoenagery of the patient should
be “winter sun at noon, warm sun light, and feeliwagmth in the dissipating coldness”.
The function of this is to realize thenification of the kidney, enhan&&ney health and
prevent spermatorrhea, and replenish energy. Thieothés suitable for indications such
as soreness of waist, myasthenia of limbs, ctidthach, easy to feel chilled, impotence
and seminal emission, cold uterine and morbid lehea and etd-or the tone of Yior
negative energy, the music melody used for healhayld be “Cold Winter with Ice and
Snow”. The poetic imagery of the patient shouldfee coldness of ice and snow,
extreme clarity of the sky and the ground”. Thechion of this is to clear away the heart-
fire and relieve inflammation or fever, nourishtk&y and replenish energy. The method
is suitable for the indications such as being ceadlin mind, annoyed and perplexed,
dizziness and Vertigo tinnitus, spermatorrhea eadrs, amenorrhea and etc.

Spleenin the nature of Earth resonating with music nofddu), could work with two
different tonesFor tone of Yaror positive energy, the music melody used forihgal
should be “Blazing Sun in Huang Ting”. The poetiagery of the patient should be “the
sun is blazing like a ball of fire driving all tmeoisture or dampness away”. The function
of this is to moderately nourish the internal oigdocus the nourishment for spleens,
enhance the positive energy and replenish ovaneligy to the body. The method is
suitable for indications such as Eating less wittiaaninal distension, mind fatigue and
depression, diarrhea, prolapse of organs, andretdhe tone of Yior negative energy,
the music melody used for healing should be “Firgpar with Panacea”. The poetic
imagery of the patient should be “clear cold anéetvspring water quenching thirst”.
The function of this is to clear away inflammati@nfever, nourish the stomach, and do
away the retention of food in the stomach, diurasg others. The method is suitable for
the indications such as euphemistic distending, ganmoldering endogenous fire and etc.

Chinese traditional medical doctors and music thiets started to select many
Western music melodies for the use of treatingepési with music, after Western music was
introduced into China many years ago. It is bec#lugeChinese Wu Yin (5-Music Notes)
Music Therapy, according to Wu Xing theory, neeifieent frequencies of music notes for
healing patients. Sometimes, the needed frequeoaigd be very high or very low. But,
owing to the characteristics of Chinese traditianakical instruments, Chinese traditional
music tends to be at a limited frequencies of naddhge, lacking very high and very low
frequencies. Chinese music therapists and reseaartdie the advantage of Western music
and add new vitality to the Chinese traditional Win music therapy. Now it is developing
with very new perspectives and towards new horiktemy famous Western classic music
melodies have been adopted for music healing inmfuBadarzewska, Circle of life,
Symphony destiny, Polka, Toreador Song fl@éarmen The Blue Danube, Les Patineurs,
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Piano Sonata No.8, "Pathetique"” op.13, Beethovemp&ony No. 5 in C minor Op. 67, and
many others.
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Abstract

In both school and non-school based studies, trefisiant role of artists is often cited but
rarely researched in any depth. Views are exprassib literature that artists are a rich
resource for the community, and that there is ntadbarn from these professionals in
relation to their work with children. Despite thedaims, there are no known interpretive
frameworks that provide artists, and the orgarosatihat employ them, with a guide to
reflect deeply, and critically on their practiceatving children in non-school contexts. This
paper presents one such framewéikgtors of Engaging Practigevhich has been developed
from a four-year study that examined how childrespond to ArtPlay workshops
(engagement), what they gain or benefit from suglegences (learning), and what broader
encounters with culture and community were evideultural citizenship). ArtPlay is a
unique arts provider for children aged 3 — 13 ya@aidelbourne and the ArtPlay Melbourne
Symphony Orchestra (MSO) Ensemble is one of thg-term programs offered (2006-2015).
It involves a series of linked workshops that eaabtdepth inquiry and co-creation between
the artists and the young people and the reseatalthis program looked to describing and
interpreting the complex roles and relationshipistradopt when working with young
people. The paper examines and discusses somefedi¢tors of Engaging Practice
identified in these MSO workshops.

Keywords: engagement, arts partnerships, pedagogy, non4setibiog, professional
musicians

Introduction

In both school and non-school based studies, frefisiant role of artists is often cited but
rarely researched in any depth. Despite the viawdlHists are a rich resource for the
community (Mulligan & Smith, 2009), and the claihat there is much to learn from these
professionals in relation to their work with chidr (Galton, 2008; Pringle, 2002; Waldorf,
2002), there are no known interpretive framewohles provide artists, and the organisations
that employ them, with a guide to reflect deephd aritically on their practice involving
children in non-school contexts. This paper presarftameworkFactors of Engaging
Practice(Jeanneret & Brown, 2013) that was developed duaifour-year study of how
children respond to ArtPlay workshops (engagemaextigat they gain or benefit from such
experiences (learning), and what broader encountiénsculture and community were
evident (cultural citizenship). ArtPlay is a unicarts provider for children aged 3 — 13 years
in Melbourne and the ArtPlay Melbourne Symphonyh@stra (MSO) Ensemble is one of the
long-term programs offered (2006-2015). It involeeseries of linked workshops that enable
in-depth inquiry and co-creation between the artistd the young people and the research
discussed here looked to describing and intergyetia complex roles and relationships
artists adopt when working with young people.

Background and methodology
Emerging from the literature is the identificatioha ‘form of engagement’ (Pringle, 2002)
associated with the practices of artists that mesldiverse roles such as model,
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communicator, co-learner and collaborator, scaéfgldreativity generator and activist (Barkl,
2006; Brice-Heath & Wolf, 2005; Galton, 2008; Pteg2002, 2009). The multi-faceted roles
artists adopt when working with children were a kega of inquiry in a large study at
ArtPlay reported on elsewhere (Jeanneret & Browii32. Involving a blend of discovery
and constructivist methodologies, and aligned witinography, this research sought
understanding through immersion and dialogue inéatioy a hermeneutic model of inquiry
(Hammersley, 2011). Data was gathered throughvietes, observations and surveys, and
analysed through a process of ‘progressive focugBtgke, 2000) to identify key themes and
issues. Identified in this study were factors t@itributed to the artists’ “engaging practice”,
which included the broad categories of time, tramaftive environment and materials,
practical and personalised experience, plannedesmpbnsive, artists roles, creative learning
informed by artist practice, and artist communmaijsee Figure 1). As part of this larger
study, several workshops involving ArtPlay’s Mellboe Symphony Orchestra Ensemble
were researched. This paper focuses on one of thesgay programs with an eight hour
involvement by the researchers, observing and adimdpinterviews with the artist, Martina,
the four MSO musicians, and four of the children.

PRACTICAL AND
PERSONALISED
ARTIST EXPERIENCE PLANNED AND
CONNECTIONS Open-ended RESPONSIVE
% Child-led —
. er%ona\ Age appropriate
Professional Engaging topics
Children’s voice ARTIST ROLES
Model
TIME Facilitator
Unhurried Monitor
Paced — Director
Varied Role sharing with other adults
Connected ‘ ARTISTS L Teacher
\ Parent
ArtPl, taff
TRANSFORMATIVE CREATIVE LEARNING P
ENVIRONMENT INFORMED BY
AND MATERIALS ARTISTIC PRACTICE
Co-play ARTIST
Collaborate COMMUNICATION
Co-create Multi-model
1 communication
Space Organisation Children & Families

Practical eadership Motivated
Customised SJpport'vé nvested

Inspiring T \/au-e p\a\'abd
Multi-functional creative learning

Figure 1: Factors of Engagement Framework (Jeah&Beown, 2013)

The ArtPlay MSO Case Study

Initiated by the ArtPlay Creative Producer and rolasi artist, Martina, the Ensemble
program consists of three-to-four, two-consecuteg-workshops spread three months apart,
scheduled for the school holidays. Each two-dagamm involves the composition of a piece
of music inspired by a piece from the current MS®Ij concert series. The Ensemble
comprises of a group twenty-to-twenty-five youngple aged eight-to-thirteen years, and
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also includes four to five MSO musicians and Maxtiwho acts as the musical director. The
young people are auditioned to join the Ensembdkthe general criteria for selection, as
outlined by Martina, includes preparedness of theng people to contribute their ideas,
invent stories, melodies and rhythms, how they ,plagir responsiveness, as well as a
balance of age, gender and instrumental expefitieeprocess through which the MSO
musicians are recruited is largely informal. Astdirtheir extended role as a member of a
major city orchestra, each MSO musician is expetdasbntribute to some form of outreach
work, including educational programs offered in@al, and in public facilities such as
ArtPlay. Several of the MSO musicians indicatedrtbegoing interest in working with
children and all had worked in schools and/or gigawate instrumental tuition. Specific
reasons for working at ArtPlay included, “to linktivother communities” in a “different”
context, and to see children “enjoy” and “discovertisic. While the musicians interviewed
were clearly committed to working with childrengthalso made it clear that their main
professional priorities were “playing with the [MFQrchestra”. Acting as the creative
director, Martina was central to all aspects ohplag, development and performance. At the
time of this study, she had worked for over eightgears with young people and professional
musicians in diverse settings, including artissaiool programs. Martina completed a
Bachelor of Arts (Music) and eventually becamenedgéed in community-based music. To
this end, she undertook further study at the GaildBchool of Music and Drama in London.
This practically orientated course gave emphast®tomunicating, questioning and
interacting with others, as part of community mysigjects.

A workshop snapshot

The following observation outlines the developmafran ArtPlay MSO Ensemble creative
work, stimulated by Elena Kats Chernin’s tributdPiazolla,Recollecting ASTERoids
Martina chose arranging music by Astor Piazzollesfoall and large ensembles, building
simple and complex chords, and arranging thesethandse of the traditional tango rhythm
as the learning focus for the two days.

The first day (10am-3.30pm) was based at the Ivakiitorium, home of the
Melbourne Symphony Orchestra in the ABC Centre ppeal off by their families, the young
people, carrying their instruments gathered in'dheen room’. They have had two
workshops prior to this and many are playing knamgtrumental repertoire, some are
improvising and playing around with short melodiogses from the previous sessions. One
or two sit and read. Conversations are about masisjc ability, achievement and instrument
particularities. Martina invites the group and tbher MSO musicians (a trumpeter, a
guitarist/percussionist, another percussionist,andllist) into the performance space. She
leads everyone in a series of voice and body psi@usvarm-ups that shift into the
introduction of a basic tango rhythm. She paussss guestions and talks briefly about
Piazolla before returning to refining the childreclapping of the tango rhythm.

In small groups, the young people work in sepasptees spread throughout the
Iwaki complex and the four MSO musicians facilitte development a new rhythmic
pattern with accents on different numbers in theecpf eight counts. Throughout this
process the young people demonstrate establishiedrsk musical knowledge, though the
act of improvising was challenging for some. Maatmoved from whole-group leader to
roving between groups actively supporting and #@&tihg. Each group performs their
rhythm, followed by a tutti performance of all foumythms. Martina plays a recording of a
Piazolla piece and asks the children questions'Wieat rhythm was the bass playing?”,
followed by a discussion about what they likedi#esil about the piece. She moves to talking
about the new Elena Kats Chernin composition iesply Piazolla and segues into how their
final composition will also be inspired by aspeat$iazolla’s work. Work continues
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alternating between small group and large grougkwsrthe groups build chords, melodies
and rhythms and after lunch, the children buildtas work.

The following day the group moved to ArtPlay whbtartina reflected with the group
on the progress made, and once again began wathes ®f voice and body-percussion
warm-ups. Martina proceeds to arrange the pieeevaole, letting each group know about
where they fit in the macro structure. She dirélatesensemble, conducting the transitions and
practising beginnings and endings of each mini-amsitpns developed in the groups. The
day was spent refining the short, group pieceswleat progressively linked and layered with
each other to form a multi-sectioned compositidmotighout this process the young people
were encouraged to contribute their musical idedke development of the final
composition, which culminated with a final performea at ArtPlay, presented to families and
friends. Once the performance was finished thedodl moved off with families, instruments
in hand, in a celebratory atmosphere. They wottlarmen a few months time, to work on
new composition stimulated by another well-knowmgposer featured in the MSO public
program.

Engaging Practice

The following analysis focuses on musician roled iswteractions that were particularly
significant to engagement in this program, andteetpecifically to the practical and
personalised experience, planned and responsiissanles, creative learning informed by
artist practice, and artist communication categookthe framework (Figure 1).

Making connections and moving between a repertoiref roles

From the outset of each session Martina quicklyneated and re-connected young people
both to the music and each other. Through groupcesess, including physical warm-ups, oral
and body-percussion tasks, the young people wedinced to each other, and to concepts
Such activities enabled Martina to quickly gauge dbilities and confidence levels of those
she was about to work with. To enable young petapleecome deeply immersed in music,
Martina had to skilfully lead, hold, and trust metEnsembile.

Martina modelled her own practices and also setr@d tasks that focused the young
people on particular techniques and devices. Sisecatascious that it was her role to at times
lead, and also guide the young people to lead tvairlearning. Martina’s leadership became
more pronounced during the final whole-Ensemblemasition development and rehearsal,
when she explicitly adopted the roles of musicegetor/conductor. Working with the energy
and dynamics of an ensemble, involving four pratess musicians and twenty plus young
people required effective group management skilgs Martina put it, an ability to “hold the
group”. Martina explained that this required arntémse” focus so as to maintain
“momentum”.

Martina’'s interactions were responsive to the nedédse Ensemble and also guarding
of the ‘collaborative relationship’ forming betwetre MSO musicians and young people. By
taking on the role of ‘boss’ Martina was allevigtithe MSO artists of a management role,
allowing them to identify themselves more as castatworking alongside the young
musicians. Martina advised the Ensemble on hovhape the music, suggesting emphasis,
extension, and noting when to add instruments. $Vheffining and rehearsing, Martina
listened for and encouraged the young people’stjmphich some young people initiated and
put forth more confidently than others. Firmly, lalgo in a friendly manner, Martina
prompted individuals and groups with comments as;H| need you to be more engaged”
and “It's up to you if you want to contribute”. D@te these encouragements, some young
people indicated that they were challenged bydkk of improvising, preferring to follow
instruction and work with notated music. Others nmnted favourably on opportunities
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given to “creating music” rather than “playing samne else’s music”. For example, in
relation to his prior music experience, Christopfedlected that, “sometimes in bands |
suggest something and it's not often put in, bexthesy [the band] have to put it exactly as
the sheet music says, but in this [Ensemble], gally have a say. Like, no one is left out.”

Collaboration
The involvement of the Melbourne Symphony Orchestusicians was a key element in the
success of the Ensemble. It gave professionalsstatthe program and, in combination with
Martina, brought high-level musical skills, knowmggland experience. Throughout the two-
day program, Martina, with support from the MSO miass, had to pull the composition
together, progressively blending, layering and atgating the individual and small group
pieces to form one coherent and expressive worktilhdaadmitted this was a demanding
process that doesn’t always work as she would heipaetimes because the layering of
invented textures and melodies is too complexHferfoung people, and even the MSO
musicians to understand, requiring more time thaailable to achieve an effective resolution.
Faced with this challenge, verbally and non-veghdHartina and the MSO musicians
regularly communicated how best to develop the asitipn, which exposed the young
people to the complex workings of a professionehestra. She also explained her decision-
making processes to the group, noting, “it's reiatigortant that they understand why
sometimes a decision is made to cut somethingamgdsomething. Not that it's wrong, but,
because in this context, it is not needed or itlede be adjusted’. As part of this exposure to
her practice as a musician, Martina made it cledéin¢ young musicians that everything she
does is not planned and often she just “makes drugne spot”. To engage in such an
emergent rather than pre-planned approach, notreglyired music knowledge and skill, it
also required clear and effective communicatiore Stted that the “best times are when I'm
working alongside people who intuitively know hadwetother one is working”. To achieve
such attunement, which supported the state of 'flow

Specialists in playing specific instruments, the®usicians modelled and co-
created, working in small groups, for example gsiand percussion. They answered their
own queries and also sought clarification from Mextat times acting on behalf of the
younger musicians who were less confident to exifesir uncertainties, particularly in a
whole-group forum. In this respect the MSO musisiaated as “mediators” (MSO musician
interview) between Martina and the children, aslqngstions on behalf of their orchestral
sub-groups, and translating Martina’s directionshsd they could be practically realised by
the young musicians. One musician explained hsaslan “informed encourager”, who
helps the children to feel they have somethingésting and worthwhile to contribute. And
provides “technical help, for example in relationunderstanding key, rhythm, tempo,
transposition and harmony”. Working alongside tbang people one musician described her
role as helping the children to “fine-tune theiead, and turn these into something that's
manageable for them”.

Aspiring for musicianship

Framed by her personal and professional experieMasina believed strongly that music
making with children should be challenging and higlality. She admitted that she “asks a
lot of them” and tries not to make prior assumptiabout what they can and can’t do. Her
ambition to enable young people to be “good musgigfocused on “authentic” engagement
with creative processes. Martina, as a musiciasdifewas invested in creating alongside
children, not just providing opportunities for othéo create. She viewed young people as
capable and creative, an image, which she beliagsth’t always shared with her adult co-
musicians. As she explained, “they don't reallyisas music in the same way as the music
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the MSO orchestra plays. They see it as childman'sic, or music made by the children,
whereas | see it as something having integrity'lsTomment not only points to different
perspectives on children, it also highlights thatlst the MSO musicians were experienced
performers, they may have had little experiencekimgrwith children, and with the
improvised and emergent approach to music advodstddartina. The requirement for the
MSO artists to work flexibly and responsively, pautarly given that they had no
professional training working with children, wascomfortable for some. Nevertheless the
combined experience musicianship of Martina andMB&®© artist enabled the co-creation of
expressive and skilful orchestral works with chelalr

Conclusion

This paper only affords a snapshot of the resethathinformed théactors ofEngaging
Practice Frameworkwhich involved 63 artists across the larger stddys framework has
provided a method by which artists and observemgetect on and isolate specific indicators
within their practice that support engagement esthencounters with children in non-school
settings.
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Abstract

Children from different cultures have a naturairafy for rnymes, rhythm and music.

Imagine if students were able, from the beginnihtheir education and experiences with
academic writing and literacy, to access the ungons and original selves from which to
create their writing. The study of music can hel@tcess this aware, inventive side that can
enhance anyone’s writing. As early childhood wgtteachers and a composition teacher, we
draw on their experiences with young children witbrds and music. We examine the
relationship between music and words in an effmkiring the primitive drive of music into

the emergent writing capabilities of children.

Keywords: music, words, literacy.

Introduction

Children from different cultures have a naturairafy for rnymes, rhythm and music.

Imagine if students were able, from the beginnihtheir education and experiences with
academic writing and literacy, to access the ungons and original selves from which to
create their writing. The study of music can hel@tcess this aware, inventive side that can
enhance anyone’s writing. As early childhood wgtteachers and a composition teacher, we
draw on their experiences with young children witbrds and music. We examine the
relationship between music and words in an effmtiring the primitive drive of music into

the emergent writing capabilities of children.

Theoretical Framework

To support our belief that music can enhance anawe emergent literacy and writing, we
drew on the work of many scholars. Recent resesrghgests that a strong correlation exists
between music and other mental abilities, suchoaserbal reasoning, literacy development
and verbal ability (Schewe, 2009). Gardner (1983§s<he first intelligence to develop is
musical intelligence. He suggests that music isemsial, has a presence across cultures, and
has existed at least as long as language.

Sohn (2004) taught freshman English in AppalacBiee noticed a strong connection
in her students to local music that informed thiggracy. She reported that her students often
spent several hours a week singing and playingaraisiome and/or in church. Some of her
students’ parents and grandparents wrote musis@mgs, reinforcing literacy for her
students. In the personal narratives of her sted&ahn found examples of language
acquisition facilitated by music. Sohn wondered tieppened to her students between this
special time of discovery of music and literacyauth when they learned and were excited
by music and freshman composition courses. Shedaaislkegnments about music in her
course and suggests more music be integratednatschool curriculum in upper grades
where music is largely abandoned.
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Elbow (2006) states that written composition ipped in the medium of time and that
traditional forms of organization tend to stress éirangement of parts in space. He further
recommends experimenting with different forms, likasic, to explore new approaches to
academic writing. “We can look at music in spacealenpage, and good musicians hear
sounds and rhythms as they look — just as mos$ chn hear sounds when we read a silent
text” (p. 663). Even if EIbow overstates the extinmivhich all of written composition “is
trapped in the medium of time...and space,” (p. 6&83)ightly gestures to the power of music
for new approaches to writing at the stage of itieen Emig (1971, 1964) also suggest
appealing to the muses via rhythm, prose or pdetfsee writing from provisionally
unproductive structures. Both scholars suggestthisic and rhythm can be used for
freewriting. To better understand under what coondg music might be used as a tool for
invention, we looked at what early childhood edacabhave discovered about the power of
music to stimulate writing.

There is support in the literature for a positiglationship between music and literacy
from early on in the educational process. Integgathusic into children’s everyday activities
promotes literacy development (Paquette & Rieg820Researchers know that repeated
rhyming sounds as well as recurring phrases amdimeftimulate brain growth (Elliot, 2000).
Sohn’s student writes about how music helped lenléo recognize words

| learned how to read from my mamaw [grandmotherhew! was around two or
three. When she sang from her hymn book and folliotlve words with her finger, |
would follow along too, and soon | knew what sheswaying and would recognize
the words if | saw them in other places. (200£88)

Regardless of the form or the teacher’s level ofigal training, music fosters creativity and
enhances literacy instruction.

While studying elementary school children in Minoi@s Torrance (1960) found that
only 9 percent of language arts objectives in &igigtay were related to creative thinking. The
rest of the objectives were given over to behaviooams. This trend has only worsened in
the fifty years following and very few objectiveeaelated to creative thinking in public
school elementary education. Standardized tesapa@pn rather than creativity has become
the priority in most public school education. Torwa suggested valuing original ideas in the
classroom and providing activities to engendertoredhinking. Song creation, which is
presented here in our methodology section, supfugtengendering of creativity.
Brazerman (2003) says that standardized forms itihgrrassessment [set] reductionist
definitions and expectations of writing” and do dotct “students toward the highest levels
of accomplishment” (p. 1).

There is also support from the scholars in usiggiaal activities to improve student
writing, and songwriting activities falls into thtstegory as atypical in the classroom. Grow
(1987) used a program of deliberately writing badlyelp students overcome the stigma of
“being taught,” and he found doing it in an uncami@nal way was liberating for his
students. In primary children’s classrooms, HargesaGalton and Robinson (1996) found
that the products of unstructured, unusual childraativities in creative writing and music
received significantly higher overall ratings ongk of the scales with an evaluative
component than those from structured activitieRresti (1987) concludes that not only what
we teach, but what students impute as our intesitioatter a great deal. He cautions that we
should:

downplay any unnecessary, unreasonable or integfeonformity to classroom
literacy activities that threaten to convey to stuid that reading and writing are

132



primarily testing situations, not experimental attans in which they can explore
thoughts or writing conventions they have recendticed in the texts they’'ve been
reading. (p. 224)

The research has supported the relationship betliteeacy and music education. Johnson
(2007) found that students in high-quality schoaolia education programs scored higher on
standardized tests, including English, than stugdenschools with deficient music education
programs. Hurwitz, Wolff, Bortnick and Kokas (19%%)ed music study as a contributing
factor in the acceleration of reading skills of Aman children in their first year at school.
Significantly better differences in academic ackrment, including reading, existed between
children who received music instruction and those wid not. Lamb and Gregory (1993)
found that literacy development and musical devalept are linked. They found that
children’s scores of tests of auditory discrimioativere related to scores in phonemic
awareness. Munson-Benson (2007) states that pafteguliar to poems, nursery rhymes and
lullabies are of special value to young childrditeracy development and that these recurring
phrases and refrains stimulate brain growth. Gar893) states that infants turn their heads
to human voices and match in sounds their parentgjs. He feels that infants are especially
predisposed to pick up songs and music ratherghaach. Mcintire (2007) found that
children learn through playful musical activiti@&hythm and rhyme seemed to increase
learning and frequently provided an emotional mtmedngage students in learning routine
facts in literacy.

We ourselves have done research in some of theonh@tigies we present here.
Torres-Santos (2007) looked at the connection betweusic and language as a form of
human expression, with a syntax or common proea@is sequence that carries
discrimination of various meanings, symbolizatiowl @ppreciation. Kennedy (2008a, 2008b)
found that linguistically diverse students relyaral linguistic codes for structure in written
composition. Kennedy (2006) also found that youmngents related better to academic
writing while using creative forms such as thedigm and rhythm of poetry to advance their
writing. Writing scholars on various campuses fotimat students flourished using their
vernaculars in writing (Kennedy et al., 2003; Ter&antos, 2003). The literature clearly
showed support for the relationship between musitveords that we had researched and use
in our teaching practices.

Aim and focus: Connections between music and litecy

If we look at some of the relationships betweenimasd literacy, the following becomes
apparent. Decoding skills could be developed byehaionship between sound and symbols
in both music notation and written composition idey elementary students. Listening skills
could and should be developed through listeninggrelrension and discrimination of music
from infancy on up. Young children would develogical thinking skills if they composed
with both music and the written word. Vocabularyulebbe developed, especially in English
Language Learners, in both modalities in all eletagnschool children. Memorization of
both music and written words would engender anctldgmiteracy skills in all school-aged
students. Small-motor developed would be develdpexigh the use of various muscles to
play instruments and write or draw in pre-schoal aearly elementary classes. Of course, the
satisfaction of creativity and self-expression aarbve underestimated in terms of motivating
all students to write and enjoy music. Many of thegethodologies are explored in the
following section.
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Methodology and approach

In this section, the authors provide methodologytdéachers to connect children’s love of
music with literacy, especially writing. The termethodology refers here to “how a particular
task is to be performed” (Bryce, 2005, p. 3). Weour work with both children and college
students, developed methodology combining litewy musical techniques. Kennedy
developed methodology in her years as an earldlobdd educator in the New York City
public schools and later with children in a uniansre-K that served students’ children in a
college where she taught. Torres-Santos develogthdatiology working with preschool
children in an early childhood center for childircommunity college students as well as
administering an arts program at a private coll®ge.both also taught music and literacy
methodologies to teacher candidates in classewarighops at a public university. The
following is a discussion of those methodologiegalieped.

Literacy can be connected to music in the followivays. Songwriting is a natural
way to launch young children into writing in creaj self-fulfilling ways. A song is a
combination of a melody, a series of high and laehgs (tones) forming a contour or shape,
with words.

Beginning with listening to and imitating musicr{ging songs), children can begin to
compose at an early age. They can begin with makinipeir own words to popular songs or
nursery rhymes, or by changing melodies of favaritegs. The melody can come first or the
words of a melody forming a song. Either way, al@idhave a delightful entree into the
creative process.

Results
The following are techniques that can be specliiagbplied in the elementary classroom.

Activity 1: Word Analysis: Twinkle, Twinkle Little Star
Children can begin by analyzing a favorite song.(&winkle, Twinkle Little Star)
First stanza of 5 (with 6 lines each)

(beats)
X X X X
a. phrase
lit-  tle
twin-kle, star, (high and low pitches or tones)
1 Twin-kle,
2How |
won-der
what you
are!
b. phrase
3Up a-
bove the
world so
high,
4 Like a
dia- mond
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sky.
a. phrase
lit- tle
twin-kle, star,
5 Twin-kle,
6 How |
won-der
what you
are!

The teacher could ask students to analyze the alsraad structure of the song, how many
stanzas comprise the entire song (5 stanzas), lew tmes comprise the first stanza (6
lines), how many musical phrases comprise eacliosg@ phrases [a, b and a], where the
first is the same as the third) and how many beagailsations comprise each musical phrase
(8 beats) after singing the song and clapping al®hg teacher can ask them if there is any
melodic or word pattern, if the repetition is etxacthere is any variation, if the word
represents its natural stress, or if each syllabtbe song is assigned to one specific pitch
(tone) or to a series of pitches (tones).

The teacher could ask children if there is a watthble with a prolonged and longer
duration orif there is a pause separating the word. The teaxhdd ask them if the melody
is comprised of intervals (distance between thehpis or tones) within a narrow or wide
range. The teacher could also ask if it is eaggach all the tones in the song or difficult. The
teacher could ask students where the title of timg sippears in the song and why that song
has that title. For instance, Twinkle, Twinkle, Little Stathe first verse, “Twinkle, twinkle
little star” is repeated twice [it repeatsthe fifth line], the middle lines are “up abotre
world so high, like a diamond in the sky.”

Once children thoroughly analyze the song, creatie®dy-making can begin. At this
point, children can write words and then figure aumelody that would fit, or write a melody
and later create the words.

Activity 2: Syllables and Beats:Come to Me

Another activity the authors have tried is compggiriines of poetry on a theme and then
asking students to clap a beat to it:

Come to me

(beats)

X X X

Come to me

Come to  sleep

Un- der- stand

I must leave.

A variation of this activity is to have studentgate a short melody with high and low pitches
(tones) and ask them to add words to it.

O] O o) o)
o) o) o)

135



0] O | O o | 0]
Come to me Come to sleep Un- der- stand | musavele

Activity 3: Creative Song Writing: Mary Had a Little Lamb (Harry Had a Little Dog)
Another activity would be to have children writeethown rhyming words to a familiar
melody, such as for “Mary Had a Little Lamb,” theyght compose, “Harry Had a Little

Dog.”
(beats)
X X X X X X X X
tle lamb
1 Ma- lit- tle lamb lit-
ry a lit-tle lamb
had
tle dog
1 Har- lit- tle dog lit-
ry a lit- tledog
had

Teachers could remind children that rhyme can biege e.g. day/play; false, e.g. time/mine,
masculine (stress on the last syllable) e.g. hesitgrate or feminine (stress on first syllable)
e.g. hiding/rider.

Activity 4: Rap Songs for Consonant Sounds
Sounds can be used to identify and practice comé@aands. Many rap songs emphasize
consonant sounds and could be used to get youttrstadding the relation between language
and various forms of literature. Students coulé$ieed to come up with words containing
consonants at the beginning. For example:

d-ding/dong; f-far; j-jazz/jam; m-man; g-goat
Then, ask students to put together various combmabf words following a beat, as such:

hop- hip- hop, jazz

dong-ding- dong, jam

far- queen-man, goat

Activity 5: Hearing the Language: Rounds:Birdie Song

Round songs are a wonderful way for young childeehear and analyze different word use

at the same time. “Round” songs (compositionsviar or more voices in which each voice
enters at a different time with the same melodg)ideal for this purpose as they tend to be
short, repetitive, rhyming and yet complex whemtigh these techniques all the elements are
put together.

Birdie Song

One person or group reads

Way up in the sky

The little birds fly

The first person or group continues reading
Way down in the next
The little bird rests.
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While simultaneously another person or group stegtgling from the beginning
Way up in the sky
The little birds fly

And so on

Activity 6: Hearing the Language: Paired Reading:Brother John

Other techniques to improve reading can be dormaigfir song-based literature (Perogoy &
Boyle, 2008). Song lyrics and text can be usedhigien for these activities. Paired reading,
where one partner reads a passage with intonatidplarasing followed by the other, can be
done with a variety of songs, especially those wefeats, such &rother John.

Brother John

One partner reads with the lyrics with intonatiowl @hrasing:

Are you sleeping?

Followed by the other partner:

Are you sleeping?

One partner reads with the lyrics with intonatiowl @hrasing:

Brother John

Followed by the other partner:

Brother John

One partner reads with the lyrics with intonatiowl @hrasing:

Morning bells are ringing

Followed by the other partner:

Morning bells are ringing

One partner reads with the lyrics with intonatiowl @hrasing

Ding, ding, dong

Followed by the other partner:

Ding, ding dong.

Activity 7: Hearing the Language: Echo ReadingKookaburra

Echo reading, where one person reads a sentendbeasdcond student reads the next line,
can be done with one song line after another &ookaburra or Hey Ho Nobody Home.
Here’s an example of echo reading

Kookaburra

One student sings or reads:

Kookaburra sits on the old gum tree

The second student sings or reads:

Merry, merry king of the bush is he

The first student sings or reads:

Laugh Kookaburra, laugh Kookaburra

The second student sings or reads:

Gay your life must be.

Activity 8: Hearing the Language: Choral Reading:Frére Jacques

Choral reading, often used by English Languagensasa to learn the language, can be done
in song with the teacher modeling the song, withwhitten text, and the students repeating
the song several times. This methodology could sésee well to teach a song in another
language, such d&sere Jacques

Frére Jacques

The teacher would model:
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Frére Jacques, frere Jacques,
Dormez-vous? Dormez-vous?

Sonnez les matines! Sonnez les matines!
Ding, dang, dong. Ding, dang, dong.

The students would repeat together:
Frére Jacques, frere Jacques,
Dormez-vous? Dormez-vous?

Sonnez les matines! Sonnez les matines!
Ding, dang, dong. Ding, dang, dong.

Activity 9: Parody: Hokey Pokey

Parody is an excellent way to encourage studemsite creatively through lyrics. C.
Hildebrant (1998) suggests using popular songslelknow to parody, like thdokey
Pokey The teacher can model and then students wilr&egped to write and sing their own
parodies. Teachers may ask students to use ottiergbdhe body (besides arms, legs, head
and nose).

Activity 10: Song Writing: Composing from Words

If the words come first, children should be encgerhto write a melody to go with the words
and dramatize them. They should be encouraged/ideda word or break it into syllables.
Students should know where the stress is in thiese@. Among the possibilities are making
or not making pauses and/or holding a note to esipéa word or syllable, such Amazing
Grace where the a is elongated.

Amazing Grace

(beats)

X X X X
ma--------=-=—======-- Zing

A-

Children should be encouraged to try different qpdéeements within the beat and emphasize
different words until the right combination is falrChildren should try different pitches
(tones) and be encouraged to assign multiple statha one syllable word. For example,
rewriting Mary Had a Little LambasSue Had a Small Iguanaould not work in the beat
Mary Had a Little Lamb

(beats)
X X X X X X X X
tle lamb
1 Ma- lit- tle lamb lit-
ry a lit-tle  lamb

had
Sue Had a Small Iguana
(new version)
Sue small__ i-gua-na---- (not recommended)

had
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Sue small i- gua-na (recommended)

a
had

Activity 11: Song Writing: Lyrics for a Melody

If a child has a melody to write words for, encaedim/her to dramatize the music with
words. In music, there are several kinds of rhypegfect, e.g. joy/boy; false, e.g.
down/around; masculine, or stress on an entire woehd, e.g. relegate/segregate; and
feminine, or stress on the first part, e.g. wakktatker. Words can be chosen to enhance the
melody and help children in creating early poelfrg. child has a different home language
than mainstream English, he/she can be encouragmhipose “hybridity” songs, or songs
using both languages to access home culture and oflkiren more at ease with the gap
between both languages. Torres-Santos (2006) hgenhethodology successfully with six
first graders, who had different home languages thainstream English. Kennedy and
Torres-Santos (2007) found that early childhoodhess welcomed and enjoyed
implementing musical composition methodologies awbakshop for this purpose and
expressed great enthusiasm about its possiblendkeir classrooms.

Activity 12: Songwriting: Writing Songs from Poems

Children can also create songs with prosody, antess blending of melody and words, e.g.
looking up, looking down, tell me what you see. ®agnercises for writing lyrics could
include beginning with lyrical poetry. Both Emilyidkinson and William Butler

Yeats, among many others, (Luxford, 2000; Yeat82]9%vrote poems that were set to music.

As an exercise to begin writing, have children lao&und the room and jot down a
list of objects. When they've settled on one, hinam write a title, e.g. “This Picture of You.
“Give children an image, e.g. “Colder than Ice™dust Behind the Mirror,” and then have
them create their own titles. After children hakeit titles, ask them to jot down the
information that needs to be conveyed in the fiesse to lead the listener to that title. Then
have them continue by writing what happens nexénTldsk them to begin actual lines of
lyrics by expressing one idea and one emotion asidtaining one consistent tense and
atone, e.g. the sun was so bright. Then tell temaintain the continuity throughout the
lyrics.

Children can explore their own natural creativecpss in this way — and relate it
happily to the act of writing. Spender (1962) dasdartists into Mozartians who
instantaneously get in touch with their unconsciben composing and Beethovians, who
agonize over every phrase. Children can find tbem voice and style and become either
“Mozaratians” or Beethovians.” In this way, thepnit have to follow composition
textbooks to uncover their own creative processdsapproaches to writing.

Additionally, children learn many new vocabularyrds through music — stanza,
rhythm, melody, pattern, to name a few. Teachemswake a word wall with each alphabet
letter and classify the new words learned undetetter of the alphabet. Children can create
mobiles of musical sounds and symbols and hang fremthe ceilings. Teachers may set up
a listening center where children can read to maoisisten to stories told in song as they
read. Children may record their reactions to theimthey hear in writing and drawings.
Children can write reviews and recommend someeafdkiorite music they hear. Post
rhyming words on the word wall heard in lyrics amhgs. All these techniques are definitely
recommended to learn these and other songs. Twsiteslivhere many songs can be found
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are at “Music for Little People” http://www.musicfitlepeople.com and
http://www.kids.niehs.nih.gov/music.htm#index.

Chicken Soup with Riage on CD and can be downloaded and is a favoiite young
children as literature to music.

In summary, the following could be a typical flowaztivities:
Write few stanzas of poetry or provide it from aepexisting poem
| love you

With all my heart

For-ever and ever

And al-ways be

You and me.

Know how to divide a word (break words into syllab)
I love you

With all my heart

For-e-ver and e-ver

And al-ways be

You and me.

Know the stress in the sentence/stanza (it may \augording to intention)

| love you | love you

With all my all heart With all my heart
For-e-ver and e-ver For-e-ver and e-ver
And al-ways be And al-wayseb

You and me. You and me.

Clap the beat (steady pulsation)
Recite one syllable per beat

X X X
| love you

For- - ver and _e- ver
X X X X

And al- ways _be

X X X

You and _me.

Recite various syllables or words per beat
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X X

llove  you

X X X

With all my _heart

X X X X

For- e-ver and e-ver
X X X

And al-ways be

X X

You and me.

Prolong a syllable or word for more than a beatémphasis it
Recite and hold word of syllable to emphasize it

X X X X

I love you

X X X X X X

With all my  heart

X X X X X X X
For- e- ver and e- ver

X X X X X

And al- ways be

X X X X X X

You and me.

Make silences

X X X X

I love you ()

X X X X X X
With all my heart ( )
X X X X

For- e-verande-ver ( )

X X X X X

And al- ways be ()

X X X X X X
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You and me. ( )

Add a melody with high and low pitches (tones)

X X X

and ver

Learn a song, like “Row, row, row your boat”, by ing the techniques of paired reading,
echo reading and choral reading

Paired reading

One partner reads with the lyrics
with intonation and phrasing
Row, row, row your boat
Gently down the stream.
Merrily, merrily, merrily, merrily,
Life is but a dream.

Followed by the other partner
Row, row, row your boat
gently down the stream.
Merrily, merrily, merrily, merrily,
Life is but a dream.
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Echo reading

One person reads a line

Row, row, row your boat

Second person reads another line
Gently down the stream.

One person reads a line

Merrily, merrily, merrily, merrily,
Second person reads another line
Life is but a dream.

This technigue could also be practiced in the fallimg manner to eventually sing a
“round” song

One person or group reads
Row, row, row your boat. Gently down the stream.

The first person or group continues reading

Merrily, merrily, merrily, merrily, Life is but aréam.

While simultaneously another person or group stegtgling from the beginning
Row, row, row your boat. Gently down the stream.

First person or group continues reading

Row, row, row your boat. Gently down the stream.

While the second person or group continues ashbgtlat a different point of the text
Merrily, merrily, merrily, merrily, Life is but aréam.

And so on

Choral reading

The teacher models the song, with the written text
Row, row, row your boat

Gently down the stream.

Merrily, merrily, merrily, merrily,

Life is but a dream.

All students repeat the song several times
Row, row, row your boat

Gently down the stream.

Merrily, merrily, merrily, merrily,

Life is but a dream.

A performance could be staged inviting parentstbeioclasses to witness the wonderful
musical creations. Or teachers may invite anotlassdo visit and have the composers and
singers perform.

Conclusion

If young children, delighted and developed by sahd,not lose their muses in a structure of
wording, sentence structure and grammar, but idsdeaw on the rhythms and incantations
of music, their literacy and writing would be mareative, natural and flowing. Music
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should accompany literacy learning throughout elgarg, middle and high schooling and
into college. Teachers in these settings shoulkl ®eengender this musical connection so
that there is a natural progression that will belenaght through the college years.

More research needs to be done on the relatioh&vpeen music, literacy and early
schooling experiences and writing and literacy ficas at the college level. Longitudinal
studies have been done (O’Conner, Arnott, Mcintdsbodd, 2009; Yaden & Tradibuono,
2004) tracing preschoolers through school and samstinto adulthood and documented the
positive effects of a literacy-based educationorgitudinal study could be done tracing the
preschooler who began with a music-based literdogation to determine the effects on
reading and writing practices in later school yeapsto and including college, especially
composition classes. Researchers also need to mganoi only the effects of musical
experiences on preschoolers and early childhoatesta, but how this impacts the rest of
their educations and later lives. Various aspectsusical literacy practices and
compositions should be looked at more closely endérly childhood classroom to see if
these skills can be drawn upon in later years.

If our students are arriving at our college compasiclasses as reluctant writers, we
need to reevaluate our goals as literacy educataesms of what our students want and
need. Emphasis on high-stakes testing and writtageyl to passing these high-stakes tests in
not necessarily our end goal. “...as literacy teagh@e must not accept the idea that what
work requires of schools is the same as what stadequire, or even want, from schooling”
(Branch, 1998, p. 327). We certainly want our stusl¢o be able to perform in writing in the
workplace, but ultimately we want them to enjoyitligeracy practices throughout their
lives.

The traditional academic essay is entrenched ia¢hdemy tradition. Unfortunately,
it is often formulaic writing that the student Haarned to survive academic life — sterile,
distant, uninvolved and devoid of feeling or intecgaThe academy is under attack from the
workplace to produce students who can perform itingrto meet their job demands.

If children are given warm, happy, comfortable anehtive experiences linking music
and originality to writing and literacy, a betteognosis would probably ensue when students
approach academic writing and eventually arriveollege composition courses. Some of that
nonverbal training and words tied to the musicatpss would perhaps spill over onto the
page. Students might happily approach the writas as they did singing and composing
rhymes and songs. Perhaps this could revolutidhezevay composition is taught in
American schools and make for more creative, hagmademic writers when they enter
college and eventually, the workplace and beyond.
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Abstract

Many highly-proficient musicians enrol in postgratkiresearch degrees, moving from being
expert musicians to novice researchers. This papestigates the reasons and motivations
for this professional transition. It reports oneanpirical study carried out with the members
of an advanced research methods seminar clasSamservatorium that is a faculty of an
Australian university. The members of the clasktoo multiple roles as researchers and
subjects, interviewers and interviewees, invesbigaand authors. The results obtained from
thematic analysis of interview transcripts hightighe importance of the intrinsic aspects of
personal development as a musician and the altrofigrassing knowledge and experience to
others, supported to a lesser extent by extrinsitviations concerning finance and
employment. In this, the results are broadly ie kmith those from other such studies, but
further investigation with a larger and more dieegsoup of music researchers would be
needed to confirm these indications.

Keywords: postgraduate research, music, motivations, perstavalopment, professional
development, thematic analysis

Introduction

In the current university context, many highly-pcadnt music performers enrol in higher
education degrees by research. While at first gldhase enrolled may seem to be moving
from an area of expertise to an area of inexpeggimcmany cases the individual may in fact
have already developed a range of research gskitlsei course of becoming highly proficient
in their chosen field. Many expert musicians seefutther develop their craft through
embarking on research degrees and/or seek ingpirdmiough what they aim to discover.
Research is a highly valued skill among many masegipursuing fine music making. In this
paper, we will investigate the motivations of miesns for enrolling in a higher degree by
research, including the reasons why they choosarels as a way of expanding their skills as
performers, and the expected outcomes of theiarelestudies.

Literature review
What is research? Musicians and research
The first aspect of the investigation is the basiestion of the relationship between music
and research. Shulman (1998) suggests that “factwity to be designated as scholarship it
should manifest at least three key characteristisstould be public, susceptible to critical
review and evaluation, and accessible for exchangeuse by other members of one’s
scholarly community” (pp. 5-6). There are two distiareas in which this can be applied to
musicians.

The first area is that of performance applicatiohsiusic; that is, instrumental and
vocal performance, conducting and composition. @measic practices fulfil the three
characteristics as suggested by Shulman: musidarpence is by its nature public,
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constantly exposed to judgement (particularly ntidey institutions) and recordings of
performances, or particular paradigmatic perforreanare often the centrepiece for
discussion of interpretation and pedagogic potentiaaddition, research into instrument and
performance-specific technical and interpretati@sgects should contribute to the relevant
knowledge pool as well as to the personal developmithe researchers/musicians involved.

The second area is centred on teaching and acaderetopment in secondary and
tertiary education. Teaching occupies a large carapbof the career portfolio for many
musicians. Trigwell (2013) investigates the validf ‘Scholarship of Teaching and
Learning’. He concludes that it is likely that “téeers who adopt scholarly, inquiring,
reflecting, peer reviewing, student- centred apginea to teaching are likely to be achieving
the purpose of improving student learning” (p. 102)

The broadening of the scope of ‘legitimate’ reskanvites new methodologies which
focus on performance and lived experience. Foantst, Parmer (2007, pp. 8-56) has pointed
out the need for performing to “be given its du@asimary source out of which
institutionally legitimate knowledge about musiacaise”. Specifically, a performing
musician or practicing composer is able to eitthars their knowledge with fellow or
aspiring performers, or feed their expert knowlenhge scholarship; likewise a musicologist
may inform either performers or other theoristsbdth cases, the contribution can be made
due to the researcher’s expertise in music.

This expansion of research beyond strict musicoldgarameters invites musicians
who may not typically have involved themselvesdaseaarch to contribute to the pool of
academic knowledge through their expertise as peads and composers. It follows that
enrolling in a research degree and vocalising omeisical knowledge within academic
discourse allows for the materialisation or forrmsalion of the research processes that have
already been taking place in a musician’s life.

It can be seen that this broad scope and natuealap/of music practise with research
practise creates an environment which is fertitenfiasicians motivated to further their
understanding of their craft through engaging wésearch.

Motivation for research — Personal or professional?

Guerin, Ranasinghe and Jayatilaka (2015) investiysitudents’ reasons for undertaking
doctoral studies. They found that motivations fighler research degrees can grouped into
five main categories: family and friends; intrinsiotivation; lecturer influence; research
experience; and career development. This studycasaiged out with 405 PhD, professional
doctorate and practice-based doctorate candidatesdil faculties of Australian universities
(p. 34).

Harrison (2011) and Draper and Harrison (2013)iedmout a similar investigation in
the field of music. They identified four motivat®for enrolling in higher degrees in music
and music education: love of learning; accessgources; connection to the subject matter;
and altruism. These themes have significant overfapall point towards a personal
relationship with research and subject materidya of learning, connection to the subject
matter and to a lesser extent, altruism. The figsliof Abuhamdeh, Csikszentmihalyi and
Jahal (2015) further reinforce the importance @rimsic motivations for study, arguing that
students focus closely on process-centred enjoyment

Comparing these studies indicates that musiciansare likely to embark on a
higher degree by research for personal, intriresasons. On the other hand, other studies
have demonstrated that external, career-focussiautiat are also prevalent in student
motivations for undergoing training in researchrogiry and Zednik (2011) confirm the
importance of a portfolio approach for the careéngrofessional artists, most of whom
regularly supplement their income through work m&®f the creative arts. They report a
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trend, especially among younger professional artistwiden the number of components in
career portfolios.

Manturzewska (1990) also articulates these ansitithin performing musicians. In
her life-span development study, she notes cleaadsations between performance and
teaching periods of musicians’ careers. Gembristeye (2014) mirror these findings in
their study of aging German orchestras: a relatilelef peak performance period followed
by a lengthy teaching career. The timing of thekgeaching phase and the fact that many
musicians retire late in life articulate an anxieggarding the timing of research studies at
university. Do musicians undertake further educatmsupplement their peak teaching? Do
younger musicians feel that they are compromidieg fpeak periods of performance by
undertaking further university study during thigipd?

However, Harrison, Draper, Barrett, Burnard and M&RBon (2010) find that in
relation to a musician’s reasons for undertakimgsgarch degree, “jobs, salary and
promotion are seemingly unrelated to motivationndertake a doctoral program”. The
question of prevalence of career-centred motivatiopersonal motivation has yet to be
entirely resolved.

While career development and intrinsic motivatians important for understanding
the choices of research students, structural faect@y limit student choice, or impair student
motivation in undertaking high-level study. Oneloése is the external demand for research
and research degrees. The Australian Governmesnpjizortive of higher research degrees,
providing extensive funding under the Researchnimgi Scheme (RTS) and Australian
Postgraduate Award (APA) scheme. Universities @ supportive, as more research leads
potentially to more funding and maybe higher ragkin

In spite of the increasingly commonplace requirene¢mloctoral qualifications for
employment in tertiary education, there is an owepdy of candidates. Shaw (2011) notes
that in 2006, only 15 percent of recent PhD graekiliid ‘tenure-track’ positions within six
years of completing their degree, compared witlp&®sent in 1973. There is little demand
for research degrees in a majority of employmeatoss in the creative arts, beyond the
academic arena; for instance, as Draper and Har(&®l1) point out, “there is little need for
a research degree to play in an orchestra”.

Methodology

Participants

Participants were all students enrolled in the gadel seminar ‘Thinking Research’, a
mandatory course for post-graduate research stadéttie Conservatorium of Music,
University of Sydney. Students in this class aneegally highly-trained practitioners in some
aspect of the performing arts; they are perfornms)posers, conductors, music educators
and musicologists studying a broad range of subjeith a variety of research
methodologies. However, most students were relgtivew to research.

Data collection

A series of interviews was conducted with all papints. Initial questions were developed
by all members of the class jointly and were desigto investigate the reasons for enrolling
in a research degree and how research skills masfibartistic practice. The questions are
available in Appendix A. Participants were invitedask follow-up questions and to discuss
ideas that surfaced. Interviews were conductedangs of three students, each taking on a
particular role — interviewer, interviewee, scriband rotating these roles for subsequent
interviews. Participants were invited over thedaling week to add to their transcribed
interviews if they felt they had not contributedcasnpletely as they wished. Since all
participants are members of the research teamwthdra of this paper, external ethics
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approval was not obtained, though the ethical dspsaunning such a project were
discussed by the group before starting the prdfbely were offered the option of not
participating in the interviews, though they alttieed this option).

It is important to note that the questions askdg gathered data from one point in the
development of research skills — most students vedagively early in the process of their
own research studies. As noted by Langley (1999)rttical findings drawn from qualitative
data have the potential to change markedly asatatgarticipants change over time.
Accordingly, it is important to acknowledge thaitsthesearch does not intend to ascertain
how research skills may benefit musicianship agyants develop during the course of a
degree program.

Some of the interview questions seem to make amgs#on that the development of
research will benefit artistic practice. Howevéey were developed by participants
themselves, and so contain a reflection of thein @eas about research in music. De Hoyos
and Barnes (2012) argue that such a preconcepgiksignoring conflicting responses;
however, it was apparent in the interviews thaséh@ssumptions were strongly contested by
some participants, mitigating their influence oa thsults.

Analysis

The investigation of the transcripts was carrietiiyua subsection of the class undertaking a
thematic analysis of all of the interviews. The lgative software package NVivol0 was a
very useful tool in this process. Such analysighemes is a basic form of qualitative analysis
(Boyatzis, 1998), aiming to identify common ideasni the shared concerns and emphases
put forward by participants. The analysts idendifsgmilarities in the reasoning and
motivations which participants articulated in theiterviews, as well as the core values of the
participants in relation to research.

Results

There were five key themes that emerged from thesitigation of the interview transcripts:
What is research?; Financial aspects; Professamadlopment; Personal development; and
Altruism or Contribution to knowledge. Each of takekemes will be described in more detail,
and supported by quotes from the interview trapseriParticipants expressed a wish to
remain anonymous. As such, they have been assggnaechber based on the order in which
they appear in this paper.

How do students understand research?

All participants were asked to provide their defom of the term “research”. Generally the
definitions offered involved some notion of the aisition of knowledge or understanding;
“Seeking knowledge in order to discover new di@tsiand methods and gain new ideas in
general” (1); “research is finding things out thati didn't know beforehand” (2). For some
subjects this definition could be further refineddescribe academic research, as a type of
research they considered distinct from other fori@sademic research has particular
characteristics, including a systematic approachtiligation of the previous investigations of
others, and a presentation of your findings foeatho critique” (2).

Answers varied as to the degree to which intervesaensidered research and
musical practice to be related. While some subjemtsidered research to be an integral part
of musical practice; “research is about the feekllb@ap between theory and performance
practice” (3); or “I am fully of the belief that @ctice should inform research just as research
should inform practice” (4); others considered thesearch as a separate and distinct activity
from their musical practice; “Conceptualizing thasit in language as a very different way
of understanding music” (5). An intermediary pasitsupported by the majority of responses
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considered academic research to be distinct fretngvertheless largely influential on,
musical practice: “My research will change a spe@fea of my practice and probably

inform other aspects. There are always flow onot$fe(6). For these respondents, the
distinction between “research” and “practice” meiat it was possible to conceive of
practicing musicians who did not engage in resedRbsearch may help the musician to
know the context of his/her profession better ttinmusician who does not do research” (7).
The existence of these differing definitions ofsearch” was explicitly recognized by one
interviewee as follows: “Over the course of my aratit career my understanding of research
has moved from a traditional view that academicioulisgists were the ‘researchers’ to a
broader view that research is valid for musiciah® &re also performers, educators,
composers etc.” (8).

While the majority of respondents considered thearest in research to be their
primary reason for undertaking postgraduate stsdye respondents suggested they were
mainly motivated by the practical side of theirezns as musicians; “The original-research
aspect of my degree is only part of a greater whlieh I'm pursuing” (9); “Research is
important — but personally to me it is more impott® play the cello” (10); “Being a student
allows more flexibility and freedom than full-tinveork, this makes it easier to better yourself
as a freelance musician” (11).

Some respondents gave answers that suggestetetigigs on the subject had
changed since beginning academic study and thattiberest in research had increased,
“When | first started the degree it [research] vilasally [important to me], but I'm
discovering a whole new world. It's really excitirand I'm finding it very relevant to what |
am doing with my playing and also interesting i @ itself, which | hadn’t really expected”
(12).

Some of the respondents whose main reason for takdey the degree was their
interest in research expressed a desire to contiireresearch after finishing their degrees
irrespective of employment outcomes, while othepomdents expressed a desire to seek
employment in a tertiary institution.

Financial aspects
Economic considerations for taking up a higherasdedegree were a factor for many
participants. Some participants mentioned goveritsgponsored enrolment as reason for
taking up the degree: “Economically, a researchr@ethat didn’'t attract fees was a feasible
way of approaching this aim” (9). There was a sarigereboding in two references: “Do it
while it's still free” (13); “Because I'm concernedbout the change of government funding
for HDR and wanting to finish my HDR before it bewes very expensive” (11).
Government-sponsored positions in research degiseprovided participants with
resources they would not have been able to afftivéravise. The resources mentioned
included access to instrumental lessons with aeshtesacher, access to research material,
papers and infrastructure: “The reason why | amglairesearch degree is because | don't
have the guidance myself, or the infrastructureherfacilities” (4). Access to free education
in combination with a scholarship allowed one mgvtint to fully concentrate on her practice
without the time constraints of outside employméhivould not have to work for two years
leaving me with more practice time ... Being a studdiows more flexibility and freedom
than full-time work. This makes it easier to betteurself’ (11).

A brief intermission — The expert musician

The notion of an “expert musician” is a core feataf both of the following themes;
achieving a certain level of musicianship had nadtng factors which corresponded to both
personal and professional spheres.
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Many participants answered that they did not feat they can be classed as expert
musicians. One participant felt uncomfortable wvita question and chose not to answer. Of
those who felt as though they were not expert nussc most described themselves working
towards that status: “I wouldn’t describe myselbasexpert musician at this stage, but I'm
moving closer towards it” (2); “I'm hoping that tite end of my degree though | will have
developed some expertise” (12). Some participaete wot comfortable with the term
‘expert’ and felt that the term didn't fit theirexv of self: “I certainly don't feel that I'm an
expert musician. It's hard to define because — Howou narrow the field of expertise? I'm
pretty good at playing jazz bass but does that makan expert musician? Or just an expert
at jazz, or an expert bassist? All those thingdyragifferent kind of ‘expert’ and | don’t feel
like I truly fit into any of those ‘expert’ categes” (14).

Professional experience over many years, peer ngamgand the “ability to
demonstrate sophisticated principles and praaticke pertinent areas” (15) are the main
defining reasons for those participants who cleeldgsed themselves as ‘experts’. They also
agreed that the learning process is ongoing, onagarticipant articulated: “Perhaps an
expert is just someone who doesn’t stop learni@gher participants suggested that having
gained a degree was the defining factor of being@mert’ and the view was expressed that
“Everybody is an expert — so am I’ (16).

Both groups, ‘experts’ and ‘non-experts’ had simigews on what attributes define
the term ‘expert’: specialised knowledge and exgere in all areas of musicianship,
longevity in the work force (time was a factor &r but one participant), peer recognition,
knowledge through professional employment, confegen their own knowledge and
abilities, the ability to pass on knowledge throdghching, never stops learning.

Professional development

The opportunity for continuing professional devetmmt was a significant motivating factor
for respondents to enrol in a research higher @dedkhile respondents were at various stages
of their professional careers, many perceived @ares) degree as the next logical step in their
own professional development. Seeking recognitfoexperience was also a significant
motivating factor for respondents to enrol in aegesh higher degree. A post graduate
academic qualification is increasingly seen asas®ary pathway to acknowledge many
years of professional industry experience and suencurrent and future employment.

The opportunity for networking was identified byns® respondents as an important
factor, though not as often as the opportunitypf@fessional development and the
recognition of experience. Some participants beliethat postgraduate studies increased
their likelihood of acquiring an industry-relateabj “To increase my market value through
increased skills and knowledge also played a gajt™it is imperative for future
employment opportunities” (17).

One participant expressed this view with more di€tdaving a DMA after my name
is an outside validation that | achieved sometlyinigpy life. A research degree is not a
warranty for successful job applications but, in @xperience, not having this degree presents
a definite disadvantage for future employment fokses” (18).

Some participants stated that the skills they weaming in research degrees were
directly applicable to their future careers: “lant to use my newly-acquired knowledge very
concretely in my professional life. It has everen#i short time already begun to influence
and change my existing practices, both in the walgy, as well in the quality and content of
my teaching/coaching” (9).

However, for others, positive effects on a caredh pvere recognised as a possible
benefit of self-improvement, but did not appeabéathe main motivating factor; “to shed
ideas that have been haunting me; to have the spacgme to try and fail and to hone my
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skills and ideas; to meet new people and experiméhtnew ideas; to improve as a writer
and as a speaker; and to extend the possibilgresmployment” (19).

Personal motivations

Participants tended to respond more strongly wiskadabout personal motivations for
undergoing research based study. These took ayafieorms, from the abstract passion for
learning and understanding to more concrete benefthe improvement of the craft which
many participants valued.

Expanding knowledge was an important factor for ynaarticipants. “Very
importantly for me, | undertook this to fulfil aelim, the result of a passion which hadn't yet
developed at the time of my undergrad degree brdarbe gradually clearer the longer |
worked professionally in my field ... it has greginbolic value for me too to embark on this”

9).

Other respondents acknowledged that research wsmsrne ways refreshing and
stimulating for the mind: “I wanted to stimulate sayf intellectually (and aesthetically) after
years in the profession” (9), “I find it refresheg, reconnects me, gives me a different
outlook and takes me out of myself’ (17).

Participants felt strongly that research alloweghtthto contribute to their own
knowledge by improving their skill base and becayidetter musicians or researchers in the
process: “My phrasing, expression and structurdewstanding has already widened and |
hope this will solidify” (9); and “Research may pehe musician to know the context of
his/her profession better than the musician whe cha¢ research” (7).

The desire to learn was explicitly expressed byesparticipants: “I think | have a
passion for understanding and trying to know. Res$es the formalised outcome of that
informal desire” (4); and “I had encountered una@®a questions in my readings, which |
felt the need to answer or at least explore mygél’The idea of expanding one’s knowledge
base to further related areas of research provpdriant to some participants: “l was
intrigued to be able to continue investigationghi& topic of sustainability, but in an area that
| had not previously investigated — music” (2).

A desire for self-improvement was a strong motivgtiactor for undertaking the
degree, and this desire was evident in answert fsearch subjects. In some cases, self-
improvement was an end in and of itself: “I lovarl@ng and feel that | want to broaden my
education. ... | find it refreshes me, reconnectsgnas me a different outlook and takes me
out of myself” (18); and “Having the opportunity study with expert teachers (and take
classes) forces me to think outside my currend faflknowledge and challenge myself in
new ways” (14). For others, the desire for selfrioyement was linked with the desire to
master a specific skill or creative practice: “likk to become a better cellist” (20); “As a
jazz/improvising musician, research offers an ofapoty to pursue an original ‘concept’
which will become a unique tool in my toolbox of ygaof understanding and improvising
music” (14).

This self-improvement was most often explored byip@ants in terms of the ways in
which research benefitted their musicianship. Redpots who defined themselves primarily
as music performers, composers, educators or veeatiists, and who are enrolled in a
practice-led research degree responded favourdiny wsked how they expected research
studies would change their musicianship. The mgjoifithese respondents indicated that
their musicianship had already been influencedpositive way since their enrolment in the
research degree and also believed that their nansicip would continue to develop
considerably over the duration of their researdrele However, respondents who defined
themselves primarily as music researchers or miagjsts, where research output is not
directly related to musical output as a perfornrsemposer or creative artist, contested the
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relationship between practise and research. Opemedgnt clarified their response by stating
that their primary goal was not to improve theirsictanship but rather “research to
understand people” in the context of ethnomusicoplagethnography (4).

Altruism/contribution to knowledge

Two major viewpoints emerged from the collectechddiout how the participants understood
the meaning of ‘contribution to knowledge’. The fr@pants expressed the need to contribute
to their own knowledge base, which can be descrasdoetterment of self, and also a strong
need to contribute to the knowledge base of thgged community or the public in a broader
sense, which can be described as giving back eratBetterment of self was seen as
prerequisite for giving back to others.

Many participants felt a deeper sense of purposenefit and inform society in a
broader sense: “but what | do, | feel as thoudtag some level meaning, it’s not lost in thesis
land, I think it's a far cry but | feel it could befit society in practise” (21); “What I'm
hoping it will do is give me the opportunity to f@m repertoire, to perform music like this
newly discovered composer. So it will increase mepertoire and in turn | will hopefully be
able to introduce that repertoire to other peopiganizations, orchestras” (22).

One participant felt particularly strong about eatireg the public and removing
popular and scholarly misconceptions about thersttgsed music culture of a particular
music scene: “The main reason why | did researchlweagause... the people that who
represent the music and the culture that | knowWyreaell were constantly being
misrepresented” (4).

Participants wanted to contribute to the existingwledge base of their expert
community by closing gaps within existing knowledg&fter research | will have thought
about different ways of doing things and may be abloffer alternatives to the current
practices in band methodology” (1); “By bringingalid knowledge base to a particular area
of my professional life... which otherwise receivesylittle scholarly attention and is
exercised without much historically structured kiexlge in the wider profession worldwide”

9).

Passing on knowledge through teaching was alsonanom aspect of what
participants wanted to achieve with the knowledgytgained: “Devising exercises for
transition between baroque and classical instrusnéso helping her with strategies to help
students move between systems” (11); and “informsate as a teacher, especially regarding
career development of my students” (18).

Discussion

In common discourse there are clear distinctiotaéen intrinsic motivations and extrinsic
motivations. Extrinsic describes motivation thatnes from outer, external sources. For
example, a paid gig at a wedding is an exampleitpinsic motivation because the focus is
not on personal accomplishment, but rather on tbeetary reward. Conversely, intrinsic
refers to motivation that originates from intersalirces. Learning how a car engine works
out of sheer curiosity and/or interest is an exangblintrinsic motivation. In the scholarship
on motivation, however, Self Determination Thed®{) classifies motivation as both
intrinsic and extrinsic, and acknowledges that lggies of motivation can co-exist with each
other. For instance, if a clarinet student practiser scales daily in her preparation for a
scholarship examination, then her motivation cdagddoth intrinsic and extrinsic — to
increase her musical abilities and to win the satsblip. In order to acknowledge the
occurrence of intrinsic and extrinsic motivationeasting together, SDT situates these types
of motivations on a continuum, with a-motivation@me end of the pole, extrinsic motivation

154



in the middle of the same pole and intrinsic mdtovaat the opposite end of the pole (Ryan
& Deci, 2000).

In the responses for the interviews conductedjgiaaints tended to express intrinsic
rather than extrinsic motivations for undertakingesearch degree: “That’s why I'm doing it.
You are constantly learning, it's a lifetime amditi This is another part of the learning
process” (23). The idea of life-long learning, ogity and personal interest were mentioned
at many points in the interviews. It is telling thiae largest section of the findings was
concerned with intrinsic motivation and personataelepment. This agrees with the findings
of Guerin et al. (2015) and Harrison (2011) whitless the importance of personal, intrinsic
motivation for students undertaking further study.

The separation between professional and persomalajament is not entirely clear-
cut when it comes to musicians. Because of the pergonal nature of their craft, and the
importance of its quality for their future employntethe difference between professional
development and personal development can seemaayhatt times. A musician who strives
to improve themselves as a musician is also impgptheir career prospects as a musician:
the same act has multiple benefits from its outgamd thus may conceivably have multiple
motivations.

The motivators of professional development areedhrSome students must engage in
full-time study to maintain a financial scholarshpthers need a higher research degree to
gain or maintain employment, or to advance in tharkplace. Then there are less concrete
factors including broadening experience in the gtiduand increasing one’s network of
contacts. While students acknowledged the beragfidislimitations in the professional sphere
of undertaking research degrees, many did notloeiee factors as governing their decisions
to undertake research degrees. In fact, as thégdsuthe financial theme of the previous
section demonstrates, participants were more litcelye limited by financial aspects, and less
concerned with potential future financial gains.

From data collected in this study we see that niurssccontemplating a research
degree are strongly influenced by their individpafsuits of self discovery and intellectual
stimulus. These are intrinsically internal motieat for undertaking research. Most
participants seemed fascinated by and drawn todh®lexity and creativity of musical
achievement, and found themselves nourished ar@icbad by the rigours of an academic
discipline of a research degree. Some musicians da®ct result of their research studies,
discover a marked improvement in their own creatixpression and disciplines.

The results found by Harrison (2011) in his stuflynasic students categorised
altruism as one of the four main motivations of miass undertaking a research degree, an
aspect that is also reflected in our results. @tge relates to the ability of performing
musicians sharing their knowledge with fellow opiasg musicians, or feed their expert
knowledge into scholarship, as outlined by Parr@@07). It is interesting to note that in the
wider disciplinary context of the study by Guertraé (2015), altruism was not identified as a
motivating factor for undertaking doctoral studies variety of faculties of Australian
universities.

An interesting conclusion from this study, thenthiat the motivations for people to
undertake higher degree research studies in tliedienusic may show some significant
differences from the motivations of people in ottsciplinary areas. Further study of a
larger and more varied group of research studeatddibe one way of investigating this
intriguing question.
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Appendix A

Q1. Why do a research degree as expert (profe$sionaician?

Q2. What does research mean to you?

Q3. Why did you enrol?

Q4. What do you want to do when you finish? Howl wadlur research experience help?
Q5a. Do you feel that you are an expert musiciaow® Ho you define that?

Q5b. How do you think your practice will change &ese of research?

Q6. Is research important to you and why?

Q7. How will research inform your area of experti®sv do you expect your research?
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Abstract

The teaching of keyboard instruments to beginnohgta includes a wide range of methods.
This paper suggests that just a few of these metbfidr to pupils the opportunity to learn
and play modal music. It also discusses the cormfepbde and presents an educational
proposal for private or group keyboard lessonsiti@tides the study of diatonic modes. This
proposal includes: (1) Arrangements for keyboarskldaon a modal Brazilian popular song,
entitled Crossing the Bridge (Fui Passar na Po(@¢)A report of the application of these
arrangements in two different contexts of keybdartons for adults; and (3) Testimonials
by some pupils who have had this experience. Tédtseof this experience suggest that it
was a successful pedagogical proposal, both toneehausical learning in keyboard lessons
and to include modalism knowledge into this process
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Introduction

The teaching of keyboard instruments to adult begjis can adopt a vast number of methods.
Many of these methods have been created speagyfiwah this in mind (to quote just a few,
see Abigail, 2009; Alves, 1996; Bastien, 1997; Fa&b€&aber, 2001, 2002; Fletcher, 2002a,
2002b). Many others, applicable to adult beginnang pupils, are equally useful as they
comprise repertoire and other practices suitabladalts. This is the case of Dimitri
Kabalevsky’s books (for exampl24 Pieces for Childre®p. 39, 1964), Bela Bartdk’s
Mikrokosmogspecifically volume I, 1940) and Stravinskyiie Fingers 1922). Brazilian
composers also provide adult beginners with intergpieces. For instance, Lorenzo
Fernandez'’s collection8pnecaspieces with five notes arliite das Cinco Notag012)
and Villa-Lobos’ collectionsA Petizadapieces for piano beginners, 2011). It is intengstd
note that, among all of these and many other msthady Bartdék’s Mikrokosmos, volume |
deals emphatically with modal music.

Brazilian folk and popular music is composed maallyng tonal scales, but many
modal songs are also found in Brazilian musicalucal However, we did not find any
Brazilian keyboard methods that deal exclusivelghwinodal music. To introduce Brazilian
keyboard pupils to the modal system, music teachetdd need to adopt methods which do
not tap into Brazil's rich musical and culturalitege (for instance, BartokMikrokosmos
volume ).

Arguing in favour of the inclusion of modal musicthe introduction of keyboard
instrument lessons for adults in Brazil, the aintha$ article is, thus, to present an educational
proposal for private or group keyboard lessonsiti@dtides the study of diatonic modes. This
proposal includes: (1) The arrangements for keybbased on a modal Brazilian popular
song, entitledCrossing the BridgéFui Passar na Pon)ewhich represents an experience in
Brazilian modal music; (2) A report of the expederof applying these arrangements in two
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different contexts of keyboard teaching for adul®;Reports from some pupils who have
had this experience. They will be identified by eathmes to protect their real identities.

Before describing this experience, we would likeligcuss the concept of "Mode"
(from the Latinmodu$®. Mode can be understood as a scalar set of sthsdand
organization, which meets certain cultural andlesgitraditions (more comprehensive
information about cultural and aesthetaditions can be found at
https://en.wikipedia.org/wiki/Mode_%28music%29. Trhain characteristic of the modal
system is the plurality of scales, of sound se#tirggulting from the distribution of tones and
halftones in the context of each scale (Paz, 20027). These scales are the following:
lonian, Dorian, Phrygian, Lydian, Mixolydian, Aeah and Locrian. According to Molina, the
songs of Greek and Roman antiquity, the Middle Amsdthe Renaissance can be considered
modal (more comprehensive information about modadioy tonal music, and atonal music
can be found at http://cmozart.com.br/Artigo8.php.

Molina (n.d.) highlights that the main feature obaal music is the presence of a
central note around which a modal melody develops.

This presence from the centre gives this kind oima "hypnotic” characteristic,
which generally makes it appear linked to some kihdtual: in fact, the music of
antiquity and the medieval period are not indepahdécults, ceremonies, festivities
and religious functions (Molina, n.d., p. 1).

Wisnik (1989, p. 75) also adds that what charasgerthe modal system is the multiplicity of
scales and scalar settings that appear as souvitiges, individual territories, within which
colourful and internal dynamics are associated ditierent affective dispositions and
different ritual approaches. For more detailedrimfation about modalism, see Judd (1998),
Cormier (2010), Wiering (2001) and Cancado (2010).

According to Paz (2010, p. 16) the influence oftihreal system based in the major-
minor modes is so strong in the traditional Westausic universe that it can even threaten
the survival of modal music. Cormier (2010, p.&pforces this argument by saying that, on
one hand, the modal music is respected, but oottles, it is considered incomplete, or even
a shapeless forerunner of its modern successaiQniaémajor-minor system.

As we believe that many music courses in Brazil leasize the repertoire of tonal
music, the modes are not experienced by pupilsitirgractice. This prevents pupils to
consciously listen to and assimilate the richnésaadal music. Together with Paz (2002, p.
18), we believe it is essential to include modalisrmusical training courses, since pure
modalism, as well as a mixture of modal and todi@ms, are present in the music of various
cultures, including Brazil's. If pupils are prepdr® deal with the coexistence of the two
systems — modal and tonal — their training willrisher and much more complete.

In the next section we will present the pedagogicaposal for adult beginner
keyboard pupils based on the modal Brazilian folkgs Crossing the Bridge.

Crossing the bridge: Arrangements and applications

The arrangements elaborated to introduce adulhbegkeyboard pupils to modal system are
based on the folk sor@rossing the Bridg€public domain/Pirapora, State of Minas Gerais,
Brazil). This song was taken from the bdgd0 Cancdes Brasileira®az, 1989, p. 37). The
original song is shown in Figure 1.

! The New Grovel980, v. 12, p. 376.
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Crossing the bridge

public domain, Pirapora / Brazil
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Figure 1.Crossing the Bridge, original sor(@az, 1989, p. 37).

The song features a melodic simplicity, repetitianBmited scope of a perfect fifth (C-G)
and basic harmonization. For these reasons, itvggeod choice for the development of eight
keyboard arrangements, considering each one afi#itenic modes — lonian Lydian,
Mixolydian, Aeolian, Dorian and Phrygian — as wadlthe harmonic minor and whole step
scales. The most important interval characteristiche modes and scales are listed below:

* lonian: major mode.

« Lydian: major mode with an increasefl 4

 Mixolydian: major mode with a minor"7

* Aeolian: minor mode without the leading-tone (wstlibtonic).

« Doric: minor mode without the leading-tone and vétmajor §.

 Phrygian: minor mode without the leading-tone aitth & minor 2.

+ Harmonic minor scale: minor mode with the leadioget (major 7).

« Whole step scale: sequence of major seconds.

The songCrossing the Bridgés suitable to the development of many variatiand to the
emergence of new musical ideas that include riclostes and expressive musical modal
atmospheres. The scores for these arrangemenktedannd on YouTube
(https://youtu.be/XcOVvNWzNh5E). It is importantdlarify that the keyboard arrangements
discussed here are based on other ones, origimattgn for choir (Machado & Santiago,
2015), which can also be found on YouTube (httpsutu.be/Tyoh7mQI59l). Two examples
are now shown of arrangements adapted for the kegil&igure 2).
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Crossing the bridge (Mixolydian)
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Figure 2. Arrangement for keyboard in the Mixolydend in the Dorian modes.

As the arrangements are aimed at adult beginndxdeeggl pupils, they are easy to
perform and intend to foster musical knowledge ulgtoguided practice. In keyboard lessons,
the performance of these arrangements offers tspap opportunity to understand all modal
scales comparatively. By playing the arrangemeyigiitation, pupils will be able to
compare the different modes and to listen to tiferéinces among all modal scalar
formations. For those who already read music, #eeai the score highlights these
differences. Whatever the learning approach, thetjwe of the arrangements will provide
keyboard pupils with an aesthetic experience ohtbees.

The lonian and Aeolian arrangements are writtepeesvely in C and Am. On the
other hand, the Lydian and the Mixolydian modesimife and G, but are also presented in C
so pupils can understand the process of transposiugl scales. Likewise, arrangements in
the Dorian and Phrygian modes are written in Dm,dfh Am.

The Locrian mode is not included in the arrangesiddbwever, after playing the
others, pupils can transpose the song to Locrradoing so, they may realize the melodic
instability of the Locrian mode, as it does notd&awerfect fifth between the | and the V
degrees of the scale. Therefore, the Locrian mods dot fit into the categories of the
major/minor modes.

Each arrangement features chords — an indicatitmediormation of each chord (for
instance, Em, A, Bb. See these indications on Egydrand 3). The use of the chords makes it
easier to pupils who have experience with populasimto approach the arrangements. The
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scores also bring indications of various technécal expressive components: fingering,
character and tempo, articulation and phrasingadyos, agogics etc.

Report on the experience of employing the arrangenmés

The arrangements for keyboard of the s@ngssing the Bridg&vere applied across two
different contexts of keyboard teaching for aduliise first application of this material took
place in private keyboard tuitions at Arts Educatimundationfundacao de Educacéo
Artistica), in September and October 2015, in Belo HorizontaziB This school has been
offering musical training for children, youths aadults in music courses for over 50 years. In
this context, the arrangements were performed diyt giano beginner pupils, aged between
18 and 66.

The second application of the arrangements toatepglathe Keyboard discipline that
comprises the curriculum of the graduation degnedusic of the Federal University of
Minas Geraisviusic School. This discipline is divided in two selguent terms, each one
including 15 lessons with the duration of two hoamsl 40 minutes each. These are group
lessons, with 13 pupils per group. The disciplimesato provide pupils with conditions to
work in many contexts of music teaching. The disegaims to introduce and develop the
following functional musical abilities: (1) Techmmienusical abilities; (2) Sight-reading; (3)
Harmony at the keyboard and the harmonization dbdies; (4) Background repertoire
(including Brazilian popular music and traditiovslestern music); (5) Group practicing
(arrangements, improvisation and composition) B@&ic experience with improvisation and
composition). More details about this disciplin@ ¢ found at Santiago, 2015.

In both applications, in order to learn the arrangets, pupils followed some steps:
(1) Singing and memorizing the original sd@gpssing the Bridgeg(2) Playing the song at the
piano/keyboard with the right hand by imitationbygrreading the score, taking into
consideration the indications of fingering; (3) yeey the scales of the modes with one hand
or with both hands in parallel motion; (4) Readihg arrangements with separate hands or
both hands, according to the sight-reading akslitieach pupil; (5) Paying attention to the
musical aspects of each arrangement (charactgootgohrasing, articulation, dynamics,
agogics etc.); (6) Comparing the arrangementsderao point out the differences among
them in terms of scalar formations.

The experience with the arrangement€adssing the Bridgén the two contexts
outlined above showed us the importance of progi@razilian piano/keyboard pupils with a
clear understanding of the modal scales. Adampd pino went through the process of
learning arrangements, says:

| feel like my musical perception of different medend scales improved after the
practical experience with the modal and tonal ayeaments of the sor@rossing the
Bridge | could see the differences between the modpsaictice, not just in theory. |
think this was the biggest advantage of this study.

According to Beatriz, another pupil:

| think the experience of playing the piano arrangets ofCrossing the Bridgés

very valuable and fun. The different modes andescalways left me a little confused.
This experience allowed me to perceive in pradtieesound of each mode/scale and
the nuances of each arrangement. | could alsohmteeach melody has been
harmonized according to the scale used.
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The arrangements emphasized the contrasts betwakes,sproducing different colorful
characteristics, expressive melodic movementsrdifices in character and articulation.
Throughout the process, pupils could understangdeiealiarities of the modes, as they
establish interval changes to the original meldthe account by another pupil, Carla,
reinforces this conclusion:

This experience gave me a more practical and res@rstanding of the different types
of scales, beyond the theory of sorting tones anditsnes between the degrees that
form them. It was actually the first time | undexs in practice what the modes and
the differences between each one are, not onlyitmg (score), but mainly in terms
of aural perception.

The pupils’ statements provide evidence of the stakiable relevance of keyboard strategies
to enhance learning, especially concerning thega®of knowledge construction on
modalism. David, another pupil, says:

In my view, this form of studying modalism on theykoard helps pupils to

understand and recognise the different modes aldssdecause the arrangements are
relatively easy to perform. By listening to my operformance, | could experience

the sonority of each mode, as if | was tastingetldht flavours of ice cream, or testing
various options of colours.

Ellen adds:

Playing these arrangements on the keyboard gawegoned chance to experience the
concepts and explanations that | already kneweorth | felt that it was easier to
understand by ear the presence of modal strudiuiszilian music and in the music
of other cultures.

It was also possible to compare these aspectsothiir musical examples, identifying points
of similarity and difference. These musical examapeluded traditional blues, rock, soul,
pop, world music, dance music, flamenco, ArabiciguSregorian chant; and the composers
Chick Corea, Pat Metheny, Claude Debussy, Hermasadal, George Gershwin, The
Beatles, Tom Jobim, among others. These exampbesded pupils with knowledge on

modal music, expanding and enriching their mugiefdrences.

Final considerations

In music, we talk about tone, tonality, sound cotomong other terms taken from the sense of
sight. The perception of various chroma, producethb relationship between sounds,
requires a specific cultural context into whiclean fit, so that it can be understood and
assimilated by people from that cultural standpd#ddalism is a rich sound system,
embodied in our cultural universe, so it deseredsetvalued and included in the training of
musicians, especially instrumentalists.

The experiences reported in this article showea way to include modalism in piano
and keyboard lessons. The study of modal scaleketigsano/keyboard pupils to boost their
auditory capacities, as they had the opportunitisten to and recognise the differences
among modal scales. They were also invited torligteother Brazilian modal songs,
composed by significant Brazilian composers, as agbther pieces of music from other
cultures. This opened their minds to the valueiamgbrtance of modalism. We consider this
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a successful pedagogical experience, as the aesthkte of modalism is incontestable in all
musical cultures. For this reason it deserves tofne part of piano and keyboard lessons.
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The Soundcastle Theory of Practice:
A manifesto and framework for participatory musicking

Gail MacLeod
gail@soundcastle.co.uk

Abstract

In modern society, social isolation, cultural difiaces and a lack of community
connectedness are ever present issues. It is witisicontext that the Soundcastle Theory of
Practice seeks to make change. The practice segkstinelyempower communities in
collective musicking, exploring how working withenscaffold of integral values can lead to
community connectedness through music. This payperduces the Soundcastle Theory of
Practice for the first time, the result of sevemrs of action research undertaken by
Soundcastle in community music settings throughoadon. Whilst the theory encompasses
concepts from a range of disciplines and connéeistto contexts found in modern society,
this paper focuses on the structure of the thebpyaxtice itself and how to apply it to
practical contexts. It includes an interactive deeg which serves as a facilitator for
facilitators working in community music. The pretaion will raise the question of how we
can combat cultural stagnation and challenge theeqat of outreach, instead promoting local
music made by and for local people. We will explbosv to embed the practice in a setting,
growing it from a community and context. Furthee address the deeply responsive nature
of facilitators and whether it is possible to séwusly transition responsibility for the practice
to the community themselves. The Soundcastle ThaefoPyactice is not an instruction
manual for facilitators. It is a living, practicapproach which continues to adapt to new
settings and challenges. Its site-responsive aréfibre flexible parameters are vital to its
success. Our implementation has been an ongoingrigeexperience as well as deeply
rewarding, resulting in members of communities rckisg beyond projects, within their
homes and schools and even setting up entrepraheantures. Soundcastle seeks to
instigate a return to musicking as an active aviddi part of culture, fundamental to society
and owned by all. We believe the route to thistsifiperceptions is a socially grounded
approach to participatory music-making and the Soastle Theory of Practice is the start of
this.

Keywords: Soundcastle Theory of Practice, community, musicilifation, musicking, social
isolation

Introduction

Music is for everyone. It is a fundamental parbeing human. It is the first thing that we
respond to when still in the womb (Ball, 2010), aind the last thing preserved in our
memory when mind and body deteriorate (Levitin,@00Vhilst collective musicking has
been around since early man, evident in every mbad across every era that we are aware
of, it is apparent that we may be entering a peoiocliltural stagnation. This is an era of
passive consumption as we lose faith in our instmcreate new music and hand over
responsibility to a select few professionals (Lievi2008). Soundcastle seeks to instigate a
return to musicking as an active part of cultummdamental to society and owned by all. We
believe the route to this shift of perceptions soaially grounded approach to participatory
music-making and introduce the Soundcastle ThebBractice as a means of achieving this.
Whilst the theory encompasses concepts from a rahdisciplines, connecting them to
contexts found in modern society, this paper vadus on the theoretical structure of the
practice itself and how to apply it to practicahtexts. The Soundcastle Theory of Practice is

165



not an instruction manual. It is a scaffold of \veduwlesigned to aid facilitators in the pursuit of
community connectedness through creative musicimgaki is a living practice which
continues to adapt to new settings and challefiges practice is currently employed in all
Soundcastle projects and throughout the paperraxade examples from the communities
we collaborate with to illustrate its benefits.

Glossary of terms

Axis of Transition: An interactive tool within tH@oundcastle Theory of Practice (See Fig.1).
At the facilitator(s)’ discretion, it can be rotdtap or down to transition greater responsibility
within a project to the community.

Creative process: The creation of new music.

Community: A group of people, living or working the same geographical setting.
Community member(s): Individual members of a comityyumore commonly referred to as
‘participants’ within the context of participatomyusic projects. Soundcastle has the longterm
goal of communities taking autonomy for their mugig and therefore we consider each
individual to be a creative collaborator or partregher than a participant. For the sake of
clarity in this paper, we refer to them as commumembers.

Facilitator(s): A deeply responsive musician or imoiasis who act as guardian of a creative
process, remaining creatively neutral, whilst emathe community to find their unique
creative voice.

To music (v.) (or musicking): The action of creagtiplaying, performing, rehearsing,
interacting with and/or listening to music in angyySmall, 1998).

Scaffolding/Scaffol& We refer to the separate vertical arrows (Figslpieces of scaffolding
which combined form the scaffold of the theory cdgiice. Each piece of scaffolding
represents a different value of the practice. Withis support framework, the creation of
new music, resulting in community connectednessalas place.

This approach is not concerned with “outreach’thercommonly cited motivation to
generate new audiences for concert halls. It istabommunities reclaiming music as an
integral part of individual and collective identifi/his is not a linear path, but a conceptual
scaffold that is essential for the outcome to heaweeaningful social impact. It would be
possible to create new music with only some pie¢ssaffolding in place, however if the
process is compromised, the social impact is lidnite

! The Soundcastle Theory of Practice is influence@utynot identical to ‘Instructional Scaffoldinga-well known learning
process in educational contexts designed to proendteper level of learning.
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The Soundcastle Theory of Practice
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Figure 1. The Soundcastle Theory of Practice

Figure 1 shows an interactive diagram of the thedqyractice. It is dependent upon three
elements:

1. Music as Connector

2. The Facilitator(s)’ Narrative

3. The Community’s Narrative

The facilitator’s narrative grows from people ardge. In this context, they start to
assemble the foundation of the scaffold (represkoyethe lower vertical arrows). These lead
towards the upper arrows, representing the comryiamiairrative who ultimately embody
their own responsibility of the scaffold. Withingttween and around all this is music as
connector, the vital tool with which to build comtedness and sustain it beyond the project.
The axis of transition is a moveable line underdinection of the facilitator which indicates
the division of responsibility between facilitatey@nd community. This will rarely lie
completely with one party and require ongoing dmlation. In this way, the practice is a
fluid framework within which the facilitator(s) cangage in pursuit of community
connectedness whilst remaining imaginative in tbein personal approach. We now explore
the three main elements in the following sections.

Music as connector

In this section we examine why musicking in itsel§o crucial to connecting the social
elements of the scaffold and why we place such tapoe on the collective creationrodw
music within the practice in order to grow wellbgitn modern society, social isolation,
cultural differences and lack of community conndntss are ever present issues, and it is in
this context that the Soundcastle Theory of Pract&eks to make changblusic is

2 Soundcastle’s flagship project Musical Beacons inrBow, in the London Borough of Tower Hamlets. |
diverse community faces challenges of overcrowdimg,income and reduction of affordable housing. An
example of lyrics written by community members destoates a sense of group identity and soliddltity.
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something thaalreadyconnects people, as a virtually universal elemétite human
condition. A group of people musicking, could b@esencing neurological and physical
synchronicity (Benzon, 2001), a shared emotioratkestKoelsch & Stegemann, 2012), a
cohesive and co-operative mind@dtthin, 2005) and a sense of group identity (Bemzo
2001). In this way, music is an extremely powetddl with which to develop connectedness.
Despite music seeming widespread in Western sqoaeggr present in the media, a plethora
of listening experiences available both digitalhddive, we are living in an era of passive
consumption. The musical elite providing these eepees are perceived as exceptional,
revered as celebrities, and this places any owipea$imusic of this calibre as something
unobtainable to the everyman. Cognitive scientiglidkh L. Benzon warns of the danger this
poses to the future of culture:

The abject veneration of genius devalues the miusagecities of the rest of us and
encourages us to substitute recordings for ourmwsic. That path leads to cultural
stagnation. (2001, p. 281)

How can we reverse this trajectory and ensureah@amusical culture thrives, evolves, and
does not stagnate? In order for musical cultutgetalive, people of all backgrounds need to
be actively engaged in the processes of creatidgpeoducing music. People should be able
to feel ownership of their music, free from valudgment and externally imposed quality
standards, whilst also being able to appreciatecagdge with the music of others. Andrea
Creech demonstrates how change may begin with cartymusic:

the principles of community music may be seen lagcklash against pervasive
specialisation and professionalisation of music amécknowledgement of the rapidly
growing evidence that everyone regardless of saethicational, psychological or
medical aspects, has the capacity to communicedegh music. (2010, pp. 314-315)

Facilitating the collective creation aEwmusic is integral to the practice. The
scaffold demands that the musical process withmolids the values of equality, sharing,
dialogue and responsiveness. The concept of fadulsregarded, exploration and risk-
taking are supported. Facilitator(s) ensure thatroanity members explore both the
individual and collective identities. This provideplatform both for self-advocacy and for
group cohesion as complimentary, rather than anfg, elements (Davidson & Emberly,
2012). Within Soundcastle projects there have Isegrral notable examples of
improvements to wellbeing and feelings of self-lmoMne mother attending sessions with
her child began with very low levels of confidenaad over the course of a project re-
discovered her singing voice, reporting that steefoand her hidden talent. Another mother
reported that her five year old child who suffefen excessive shyness had begun
contributing at school after discovering througé thafe space” (Higgins, 2012) atmosphere
that her ideas were welcomed and valued. Duringj@g in a homeless hostel a service user
told staff that Soundcastle sessions had inspimadd return to writing his own music after a
gap of more than two years brought on by anxiety.

In order for collective musicking to effectivelylaeve connectedness through a sense
of ownership, the creative process requires expeiittation. Whilst quality of facilitation is
under constant discussion in Soundcastle’s pra¢ticeparticular paper will not explore the
intricacies of the subject. This interactive guisléor an already highly skilled facilitator,
allowing them to build their own narrative suitalide their unique context.

includes various languages spoken by individu&lé&e are family mimi na wehweh(me and you in Ghanaian)
‘We are powerfulyamos la'(Let’'s Go in Brazilian Portuguese)
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The facilitator(s)’ narrative

This section explores the facilitator(s)’ narratwighin the theory of practice and discusses
Figure 1 as a facilitation tool. Facilitator(s) mesgage imesponsivecollaboration,
themselves becoming part of the community's cregtiurney without imposing their own
artistic aims. A breakdown of hierarchy is neededrsure that an atmosphere of equality
and shared safe space is maintained. Any artigiaeust be left behind. This is affirmed by
Peter Renshaw:

Self-referential mentality plays no part in comnty@ngagement, which necessarily
entails the artist connecting to a wider contexhigir search for shared social, cultural
and artistic meaning. (2010, p. 23)

With this in mind, the theory of practice requises essential pieces of scaffolding to be
assembled by the facilitator(s):

. Stimuli: The provision of stimuli for dialogue whnavill explore local identity, and
the mediation of the exploration of ideas whichl wilturn lead to musicking.

. Directed Processes: The modeling and guidanceoaeps-based skill development
e.g., discovery ofiowto create music.

. Technical Support: The offer of support in pradticaisical skills. There will be times

when a small fragment of information, such as delkiwchord fingering or a new
rhythmical structure may unlock further creativesgibilities for the community

member.

. Responsive Processes: The adaption of the crgatieess to support new directions
and ideas that are instigated by the community neesnb

. Safe Space: No meaningful creativity can take planté a safe and welcoming

environment is established. Everyone in the roorstrfeel respected, and understand
that their contribution will be accepted and ap@ted.
. Mediated Equality: The facilitator acts equitabiyterms of their treatment of all
community members in order to ensure everyone’'sevis heard and valued equally.
The above pieces of scaffolding form the structuitein which a creative process can
emerge, where an atmosphere of risk-taking andgdaybe implemented, where there are no
mistakes, only creative opportunities. The scaffgdacts as a framework to empower
musical inventiveness in the community members.

Music-making experiences such as these can be ymoamsing, personal, and
“alive,” a process that evokes a telling of “thestdry over those of the music
facilitator. The self-worth that comes from beirenabled” to invent is powerfully
affirming. (Higgins, 2012, p. 148)

Whilst facilitator(s) are required to initially agsble the scaffolding, its maintenance
importantly, is not their sole responsibility. Apepject progresses, facilitator(s) should look
to transition more responsibility to the communBpundcastle projects show that the more
responsibility successfully handed over the gretfiieisense of connectedness. To be clear, it
is not solely the creation of new music, but hawmgership of the scaffold itself that leads
to community connectedness. Further, it empowearmuonity members to start creating
music beyond the project, in their own homes, emgjing the concept of cultural stagnation
head on. In the case of a particularly shy commyungmber, aged 5, at Soundcastle’s family
project Musical Beacons in Bow 2014 his motherldadk the following:
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When we first started coming, he was so shy and'tidlk to anyone. Then he started
drawing himself playing the instruments and statteckalise that people were
interested in him and his ideas. Now he is talkimthe session and doing music
anywhere he can - at home, he puts on concertdotitlof instruments and his Dad
and me take part too!

The most challenging aspect of the facilitatorfe)é is to determine where the Axis
of Transition should sit for a particular projethis will be both context and time dependent.
The project is by no means a failure should théifaior decide it appropriate to maintain the
majority of responsibility throughout. However waléw the theory of practice with the
ultimate aim of moving the community towards greatntrol of their own scaffolding.
Different scaffolding elements transition at diffat rates. For example, mediated equality,
safe space and responsiveness represent complexlathel areas of facilitative training and
remain longer in the care of the facilitator, nott@mahow far the Axis of Transition is rotated.
However, technical support, directed processesamili can start to be handed over to the
community at an earlier stage.

In this way, the transition of responsibility imgtered, requiring collaboration
between both facilitator and community. Having sdaownership of the scaffold as well as
the musicking, establishes a sense of collaboratou&ing practice within communities,
empowering them to grow their own narrative alodgshe facilitator.

The community’s narrative

The Soundcastle Theory of Practice is site-respendiis not placed into a context, rather it
must be embedded in, and grown from its commumity @ntext. Although “a community
can be defined as a group or collective with a comsocial representation and a common
social identity” (Murray & Lamont, 2012, p. 77) Sulcastle’s work operates within
geographical communities, where people are conddxtehe place that they live or work. In
modern society, it cannot be assumed that the admsial definition will apply in these
cases. Therefore, while the theory of practicelmembedded within a geographical
community, it will seek to foster and develop thexial sense of community. Within the
Soundcastle Theory of Practice, the creation ofieinghe pursuit of connectedness is seen
as a journey in developing a community narrative.

A community narrative is a shared story held by finers of a community... It is not
only concerned about past events but can alsofmeored with future possibilities.
The narrative can thus become an organizing frametdacilitate social change.
(Murray & Lamont, 2012, p. 77)

This narrative may arise from local history, peastories, shared landmarks, perceptions of

the wider world, personal interests, desires fange or sensory experience. However it

begins, the discursive path that follows will bequre to the people and the place involved.
As mentioned earlier, the facilitator implements #itaffold, embedding it in a

context. Figure 1 demonstrates how responsibidityittie scaffold shifts with time from

facilitator(s) to community. The details of therts#tions are as follows:
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Stimuli - Inspiration

Facilitator(s) may initially suggest stimuli foradoguing and thus musicking, however as the
community gains confidence, they will be inspirectontribute their own stimuli,
consequentially increasing their sense of ownership

Directed processes - Self-discovery

As community members are guidechiowto create music, they can soon start exploring and
experimenting with sounds themselves, with lessatied support from the facilitator.
Technical support - Peer learning

As individual community members develop their instental and theoretical skills, they can
start taking responsibility for supporting theirepe

Responsive processes - Responsiveness

In order for a creative process to be truly collaltive, responsiveness to the ideas of others
is key. Facilitator(s) will be modeling responsp®cesses from the start. With time, the aim
is for responsiveness to become inherent in thetipeaof the group and for the community to
take responsibility for collaboration.

Safe space - Shared environment

As community members start to respond to the gadees with time they will take ownership.
Transitioning it to a shared environment meanstt@tcommunity takes responsibility for
nurturing that space and ensuring a sense of belgigr everyone within it.

Mediated equality - Equality

The most challenging aspect of the facilitator(dé iis to equitably mediate equality between
all community members. For this reason, equalityai®s longest in the facilitator’s
responsibility. With time the ultimate aim is fdf @eemmunity members to hear and value all
voices equally within the collective - the ultimdem of collaboration and connectedness.

As responsibility for the scaffold transitions, ammity members start to demonstrate
music-making in their own homes and communitieggroing connectedness within the
family and beyond to the community. At Musical Beas, Bow 2012 a participant was so
empowered that she set up her own parent/babybdimmusic group for families to sing in
Mandarin and English together. Not only was shpimesl to music in her community, but she
turned it into an entrepreneurial venture.

The community narrative is unique to every projéainay be embedded in history or
it might grow from nothing but geographical proxignfMurray & Lamont, 2012). This
means the Axis of Transition stands differentlydoery context. Communities embody their
responsibility for the scaffold in different way=or this reason the role of facilitator(s)
remains integral. Through this approach to creatiusic-making, we enable communities to
explore, discover, create and celebrate their shetgy. As they take ownership of the
scaffold itself, we see a deeper sense of conneessdtravelling further into the community,
beyond the project.

The Soundcastle Theory of Practice is a catalyssdoially grounded participatory
musicking. It is a flexible and thoughtful approdofbuilding site-responsive and sustainable
creative music projects. In the role of highly el facilitators, musicians have the power to
confront cultural stagnation head on. By usingitiinerent power of music to connect people
within a carefully constructed scaffold of valueslaapproaches, communities can create new
dynamic narratives that enhance wellbeing in comtyunembers of all ages. The creation
of music and the nurturing of social cohesion aseparable. If there were no music created,
the social connections would be less meaningfuhdfe were no social cohesion taking
place, it would not be possible to collectivelyateemusic. For this reason the scaffold and
music as connector are inseparable.

171



Our manifesto: Musicking is for everyone, to owmcteate, and to be part of. It is
time for our communities to reclaim musicking analdb their connectedness. The
Soundcastle Theory of Practice is how we seekitmylabout this change.
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Abstract

Musical Training Program “Inclusive” exists in tiramework of “Orquestando: National
System of Young and children Orchestras and Cloditlse Ministry of Education-Peru” and
this program is aimed at the musical educatiorhdficen and youth with Special Needs.
Inclusive Training program started by the needatieicto a large population of children and
youth with a diagnosis (down syndrome, autism, @atardation and others) within the
group of so-called different abilities and genemateaining often very underserved in our
midst.

As a result of the natural development of the prods first orchestral cast that brings
together young people trained graduates of theitrguand inclusive program with young
people from different musical ensembles and trgipirograms for regulating basic education
was created, this orchestral cast is called “Inetu®rchestal Ensemble” and is a unique cast
of its kind and brings together young musicianswaibd without intellectual disabilities.

Thus the inclusive musical training program Tragnig an area of social inclusion through art
and music.
Keywords: Musical Training Program, Inclusive Orchestra EnglemOrquestando, Peru/

Introduction

Musical Training Program “Inclusive” exists in tiramework of “Orquestando: National
System of Young and children Orchestras and Cloditise Ministry of Education-Peru” and
this program is aimed at the musical educatiorhdficen and youth with Special Needs. The
Inclusive Training program started by the needatieicto a large population of children and
youth with a diagnosis (down syndrome, autism, @aetardation and others) within the
group of so-called different abilities and genemateaining often very underserved in our
midst.

As a result of the natural development of the prads first orchestral cast that brings
together young people trained graduates of theitrguand inclusive program with young
people from different musical ensembles and tragiprograms for regulating basic education
was created, this orchestral cast is called “Inetu®rchestal Ensemble” and is a unique cast
of its kind and brings together young musicianswaihd without intellectual disabilities.

Thus the inclusive musical training program Tragnis an area of social inclusion through art
and music.

Currently the training inclusive program is offityarecognized as one of the most
important in orchestrating the entire system, mdy @ their work but also musical training
as a social education model that integrates artédsins as an inclusive society.
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Background and framework for action and development

Inclusive Training Program operates within a stgtgtem called musical training:
“Orquestando national system of child and youtthestras and choirs of the Ministry of
Education-Peru”.

For 12 years, “Orguestando” has formed generatbgysung musicians through
symphony orchestras and choirs for children andhyotiPeru. Currently, it is a program that
is in the Unit of Art and Culture, Directorate odflic Education (EBR), collecting the
principles of work of these long years charactetiag their educational, artistic, inclusive
objectives and eminently social. Today, the popahedf orchestrating is up to more than
2500 children and young people at all levels oidbasd advanced training.

Inclusive Program

The program was created by the need to cateramga population of children and youth with
a diagnosis within the group of different abiliteasd so create a space for musical training for
a very underserved population in our midst. Cutyetite inclusive training program is
officially recognized as one of the most importachievements within the system
orchestrating not only for his work in music edumatout also as a model and benchmark for
social formation that integrates and unites usnas@usive society.

Datasheet

Director General “Orquestando” Responsible Inclesivaining Program:
Teaching staff:

Volunteer assistants: with and without intellectdizibilities

Since 2003

Brief Technical Explanation of the activity

Scope: Groups of students: 200 students of Lima-Per
Audience: Children and Youth with Special Needs.
Period: Degree of continuity: Materials / resources

4 years: 2 Cycles (5 months) a year

1 class of one hour per week in the first cycles

2 and 3 classes per week in the more advancedscycle
Peruvian Cajon, minor percussion, drums and xylapso
Infrastructure conditions in which it develops:

* Classrooms packaged in good condition for mugjoalip work with children and youth.
» Upgraded acoustically

 Carpeted

* Extensive lighting and ventilation

Headquarters: Core Meliton Carbajal - Orchestrating

Working system

Four levels of theoretical and instrumental musaming, the duration of each level is 1 year:
* First year: Readiness Musical. Drawer and mireycpssion.

» Second year: Advanced Percussion. Introductiaghythmic reading.

* Third year: Execution and reading. Introductionrtelodic percussion.

* Fourth year: Melodic percussion. Xylophone, rimyithand melodic reading.

It requires two teachers for each workshop andmudass. Especially in the early stages,
both early musical stimulation (2-5 years) andyearuisical training and readiness (years |
and I1).
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The classrooms are grouped by age and date of. &iity the completion of this first stage

of formation members prior hearing may form thes&mble Orchestral Inclusive" where put
into practice their knowledge with other childrerdayouth in regular basic education, all the
specialties typical of a youth symphony orchesttar(gs, winds and percussion) forming this
new orchestra with its own repertoire and a pdralestence with equal footing with other
orchestras that make Orquestando: The ChildrerYanth Symphony orchestras, the Youth
Choir and others.

Target audience
The program serves children and youth with diffeskils from 3 years to the elderly. There
is no classification or diagnostic levels since d¢l@ssrooms are grouped by age.

Theoretical Content

It is based on four key areas where perceptionjcaliganguage, motor development takes
place; and expression and musical creation.

Perception Auditory discrimination, musical memanysical appreciation. Rhythmic
awareness, awareness melodic and acoustic ecology.

Musical Language Study of reading and writing mugozal practice, instrumental practice,
auditory education.

Motor Development Motor coordination. Stroke awa&®s) rhythm and motor development
relationship, games and musical choreography.

Expression and creation musical performance mystady instrumental and vocal
technique, creation and exploration for the comiameof sounds.

Trends and best practices

The program has been characterized since its iloceas$ an initiative with little background
in the means by which their development is alwaysonstant evaluation but especially in
constant development, result are different reshfishave called Practices Success:
Inclusive Orchestral Ensemble

Peruvian Cajon Percussion Ensemble

Early Musical Stimulation and Maximum Performance

Labor Inclusion

Inclusive orchestral ensemble

It is the first comprehensive cast of the countit toccurred as a natural development of the
program, managing to bring together young graduzitédse Formative Inclusive program
with their peers orchestrating musicians.

This Assembly brings together young musicianstimuly inclusive practice where music is
the common language that unites and connects yoemogle with different skills in regular
basic education thus has created an orchestrah aésibn artistic and social inclusion level.
Peruvian Cajon percussion ensemble

It is composed solely of young people trained i Formative, young Inclusive program with
different skills, seeking to create a space in Whacdevelop the knowledge learned
independently, strengthening practice their musikals cast. The percussion ensemble
repertoire and interprets Peruvian Cajon Afro Peousadition traditional rhythms of the
Peruvian coast taking the Peruvian Cajon as the mairument. Percussion Ensemble and
Peruvian Cajon is a representative system caste®neting managing to reach a professional
performance, according to the requirement of tis¢scand percussion ensembles
orchestrating System.
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Early musical stimulation and maximun performance

Always developing attention is aimed to refurbisé training process early. Currently
Inclusive Training Program serves children fromeang old and plan to attend musical
training processes from the womb. Through musicrandical stimulation, based on music
therapy and musical readiness, we seek the maxipaufarmance of children with different
abilities through music seeking to create condgitor understanding the musical syntax and
express voice and the instrument.

Labour inclusion

From this year, it has initiated a voluntary pracesiere young people with skills differences
with superior performances have begun work expeeevithin the same program that |
belong. The guideline is to be developed as aiggagram workshops starting to train
children and young people are the next generattwm&tive Inclusive program.

Conclusions

Since the creation of this space “Inclusive tragfiiih has been significant not only for the
opportunity to serve this large population of chelal and youth with skills but having
achieved official recognition as inclusive musittaining program within the system
Orguestando - The Ministry Education of Peru. Tisisnportant because it means another
step in the appreciation of music education noy asla common practice but as educational
policy of the Ministry of Education.

It is an alternative space for music educationgisiew forms of contemporary
education allowing for the attention of childrerdayouth with different skills. The main
objective is that this population has historicaljegated a space and a right to receive a
musical education, in the current context whereetievery little attended and almost
nonexistent.

Equally important is the training workshop partamps, instructors and teachers
within the same system. This is one of the mosbigmt goals of the program, so we now
have not only volunteer assistants of orchestrs¢eibles regular basic education but mainly
young graduates Inclusive training program thgbisng people with a diagnosis and
different skills, in Today with Down syndrome, whave initiated a new process of inclusion
and not only artistic but also social and labor.

Note that the program from its inception to itsrent name “Inclusive Training” has
had as one of its main purposes inclusion, thisoeas achieved through the interaction on
several occasions with members of Orchestras aond<lor Children and Youth in
rehearsals, concerts and activities fellowship.&uan with the creation of “Inclusive
Orchestral Ensemble” that originated naturally as pf the evolutionary process in the
development of the program, and is still changing that the goals are reached one after the
other paradigms are broken. Therefore it is a ptajéth both artistic and social purpose.
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Abstract

This study aimed at identifying and comprehendirggeéducational processes resulting from
the construction of a musical dialogical praxisfpened with the participating community in
the social universitarian extensiwvriting the Future Project - (Re)cutting roleseating
pannels(PEF), in the city of Ituiutaba, in the inner asdaMinas Gerais, Brazil. The PEF is
developed from three partnerships: university, mashool and basic education school. The
intervention process had as reference the prireipi¢he dialogical pedagogy proposed by
the Brazilian educator Paulo Freire, mainly baggohthis literacy method, provenient from
the “generating word”, which, by analogy, in thiady we have called “generating music”,
constructed by everybody (collaborating particigaparents or guardians, teachers) in a
dialogical way minding the involved people’s ro@s musical tastes/preferences, knowledge
and abilities. Being, therefore, the initial stepvards this intervention: departing from the
consolidatecknowledge from experiencer else, from what people already know, have in
their repertoire, from their experience, nevertbglevithout detaining ourselves to it, but
broadening it, regarding the dialogues among allitkrolved ones. From the above cited
intervention, a qualitative data collection of tksearch was performed, inspired by the
Phenomenology. As methodological procedures, &t gservention meeting, observation
entries were sistematically recorded into fieldrjals (thirty-three in all), enriched with
photographic registers, texts and interviews with participants, which enabled the
construction of three theme categories: identitgrgjthening; respect for others; wish for
becoming more. It was consired, based upon theatetiysis, that the practices in Musical
Education demand commitment and responsibilitygrananent search of knowledge and
abilities, creative interaction and cooperatiothi@é coexistence of the different cultures
(including, and specially, in the case of this gtudusical experiments involving different
styles), elements which were favoured towards theldpment from the dialoguing, marked
by educational processesanflaboration,co-existence, solidarity, respect for and recognition
of the Other. It can also be stated that, in viéthe analized data, there are many challenges
to be faced in the area of Musical Education inzBrauch as: the educational process of
teachers, the motivational stimulus for quality makand personal development, arranging
not imposing, thus socializing knowledge; the dveaaind cooperative interaction in the
coexistence of the different cultures; the guamtbdean education and musical teaching
compromised with formation to citizenship and exerof rights.

Keywords: educational processes, musical dialogical prax@segating music

Introduction

There are many studies in Brazil in the Musical &dion area (Kater, 2004; Kleber, 2006;
Souza, 2014) which discuss the educational prosessésed from musical practices, mainly
regarding the professionals’ education, appliechmddlogies, multiple and different
professional acting fields. With regards to Musigdlucation in face of social projects, it
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takes a multidimensional characteristics, suctasitn includes acoustic, structural and
emotional dimensions, aiming at a better involvenoéipeople and feeling of “being capable
of...” (Souza, 2014). For Kater (2004), music is liitent Power in the educational process of
people, even if it is underused.

Having been working since 2007 in social projedth\art and musical practices,
involving a university, a music school and a ba&slacation school, we have developed the
Writing the Future Project - (Re)cutting roles, ating pannel§PEF). In this article,
supported by the dialogical pedagogy of the Braaikducator Paulo Freire (1967), mainly by
his literacy method, deriving from the “generatingrd”, which, by analogy, was
denominated “generating music”, constructed by yweudly (participants, parents or
guardians, teachers) during the intervention ofdiléogical way based upon the daily lives
of the involved people: musical tastes/preferenBegg, therefore, the initial step of this
intervention: start from theonsolidated knowledge from experieliEesire, 2008), or else,
from what people already knew, had in their repestan their experience. We make explicit
to have been motivated by the nuisance as theelaoid decision about the repertoire and
methodologies were, in general, made solely bydhehers and due to our belief that each
person has their own life history and musical s&gteferences, knowledge and abilities.

It is understood that the construction of the djadal musical praxis consists of a
social practice performed together with the pgrating community of the universitarian
social extensioNVriting the Future Project - (Re)cutting roleseating painnel{PEF),
comprehending, according to Oliveira and Sousa4p@iat social practices are those
stablished relationships among people in accordatitbethe objectives taht unite them, be
those common goals, affirmation needs, represgptass, identities constitutions. These
groupings bring up characteristics, purposes, kadge, recognition, memories, histories and
affection affinities as well as conflicts and temwsiPeople dislocate themselves in a come and
go movement, as they please, there is no pre-detednime for the stay and neither rules
that define those, the only certain thing is tlwtia practices happen within coexistence.

According to Freire (2005), we realize ourselvesaletivity, coexistence is the basic
condition to share comprehensio@®-existingwe let ourselves penetrate, get closer to
someone, but it demands readiness, surrenderidgnahe agreement-disagreement the
principle of cooperation and solidarity are tantamip so are the respect and re-cognition of
the Other and their culture, the exercise of theraultural.

Culture, thus, in this study, takes on the meaoingnity and conflict. Unity when it
represents the different lifestyles, habits, belaid costums. Conflict when it might justify a
complex network of identities search (social, pcdit, religious, cultural). Freire (1967)
observes that it is in the very history of the mamhan being in the world that one makes and
builds culture, as a fruit of the action of the fambeing in the world through their capacity
of being able to intervene, and for all that, tfans. Interfering, he/she modifies it,
transforms it for they are capable of always creptind recreating. Creation as the product of
the human beings actions in the world, hence ailtur

For Castiano (2000), culture is the meaning ofstb&al life and work actions, in
direct and reciprocal relations of sharing and wafyléving, in a dynamic multiple
inexhaustible process, building knowledge derivedhfintercultural dialogues as spaces of
intersubjectivation and creation. McLaren (1991328) adresses the cultural forms resulting
from the day-to-day of people, in their routinelidated and cultivated in common places, the
“street corner culture”, for instance.

In Candau (2008) those would be free-will spacesnting the right for choice and
decision of people considering coexistence andant®n, interactional practices permeated
by conflicts and negotiations. However, for Coppg@@l2) those would be cooperative and
creative ways of interaction, spaces for a lotwfures, whose conflicts and reception would
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be seen as challenges for a creative, productidge¢ransforming coexistence, capable of
empowering the being more of each self.

Relating to this comprehension of social practiceé eulture, we performed the
intervention and research described in this artiglech aimed at identifying and
comprehending the educational processes derivedtfie construction of a musical
dialogical praxis carried out together with the coamity participating in the universitarian
social extensioNVriting the Future Project — (Re)cutting roles, atieg pannel{PEF), in the
city of ltuiutaba, in the inner area of the Statdmnas Gerais, Brazil.

In the next topic, we will be presenting ou commmtion and grounding of the
proposition and procedures in the interventiorhen PEF with what we denominated as
“generating music”.

Generating music: Grounding of the proposition andntervention

procedures in the PEF

We carried out in 2012 (from May to December),ha tity of ltuiutaba, Minas Gerais,
Brazil, an intervention in artistical and musicehgtices together with thirty-one students,
ranging from nine and twelve years old, particigantthe PEF and of the Full-time
Education at the State School Governor Bias FoWesalso involved those responsible for
these students (fathers, mothers or another guradral those with whom they spent time
with at the university, in the music school andha above cited basic education school
(educators).

Having considered the differences regarding soethhic-racial and birth conditions,
growth and cultural belonging of each one of theigi@ants and collaborators, we commited
to the building of a musical dialogical praxis, lwa possibility of a creative-cooperative
intercultural interaction.

The intervention procedures were thought of, debatel implemented based upon
the dialogical pedagogy of Freire (1967, 2005, 20880 proposed a literacy method for
adults in the 1960s, in the city of Recife, Pernaoth Brazil, in which the horizontal
dialogue of all the subjects involved was the basmdition. Gathered in “culture circles”, the
students and the teachers had dialogues aboutlyarid life topics, of the concreteness of
the experienced reality, from tleensolidated knowledge from experiemt@ach one.

The literacy method of Freire (1967) comprises samenents, which are: survey of
the lexical universe of the involved people; chatevords among the selected words from
the surveyed lexical universe; phonetical challsngeagmatic content of the word; creation
of existential situations; elaboration of form-gtriform making. Each “generating word”
presents dimensions of the existential realityamfheparticipating person, which are presented
during the dialogues in the culture circles. Pealgscribe their realities and, when sharing
their experiences, they also share their compreétens dialogues with the other people,
reflecting together.

Goncalves Junior (2009) observes that the involvemkeeach educator with the
dialogical pedagogy, presupposes their engageméntive Other, as well as asking
themselves about: what, where and who they willkwaith. It is not related to, therefore, of
every now and then allow studentssfmeak upbut tolisten to thempaying real attention to
what the Other says. Gongalves Junior (2009) utaleds that the dialogical pedagogy of
englobes three “equi-primordial and inter-relatediments, which are:

- Theme investigatiorthe moment ofdiscovering what people already know, how they

understand the world and which topic/theme affaot$ interests them (provide
generating theme). Discovering what they know malsesnprove knowledge together,
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educating and being educated, starting fronttresolidated knowledge from
experiencé(p. 705);

- Thematisation:the educator is the one who encourages and mesvabm words,
the generating theme. Dialogue is necessary torstaoel attitudes, positions, distinct
points of view, ways of perceiving the world, andan equalitarian way, share
knowledge” (p. 705);

- Problematisationmoment of engaging, of the solidary emancipatiognmitment to
that knowledge, of construction-reconstructionh& tinderstood world, of life
conditions transformations, of freedom” (p. 705).

Thus, the intervention resorted to the principlethe dialogic pedagogy proposed by the
Brazilian educator Paulo Freire, mainly based uperiteracy method, departing from the
“generating word” which, analogically, in this sjudlas denominated “generating music”,
built by everybody (participants, parents or guandi teachers) through dialogues, with
regards to the involved subjects’ routines: mudiasies, knowledge and abilities. Being,
therefore, the starting point of this interventias,it has been already statednsolidated
knowledge from experienchat is, from what people already knew or hathair repertoire,
nevertheless, without detaining ourselves to, tying to broadening it, through dialogues
among all those involved.

This way, the building process of a musical diatagpraxis together with PEF,
comprisedtheme investigatigrperformed from 14 May to 20" September 2012; as well as,
thematisatiorandproblematisationfrom 1™ to 12" October 2012. The meetings were held
three times a week (morning perido) and the peréaractivities were: listen to/sing/play
songs, see musical videos, draw, colour, cut/pastating musical notations, presenting in
performances and travellih¢African-Brazilian Museum in S&o Paulo, capitay af the
State of Sao Paulo, Brazil).

In thetheme investigatigran open-ended questionnaire was applied to the
participants, their parents and/or guardians andagdrs to raise information concerning,
specially, musical tastes/preferences. In this tipsaire there were the following questions:
Which song(s) do you usually listen to?; Which gshgo your family usually listen to?

Trying to deepen thineme investigatiowe decided to also interview all the people
involved. There were four areas in this intervi@articipant’s and participant’s guardians’
personal information; housing situation; daily nousnention/describe what kind of music
you like to listen to/play/sing in your day-to-daigscribe the songs you most liked to listen
to/play/sing when you were a child (only for theagiians); what kind of music you would
like to be developed in the Project].

The interviews were held in the participants’ hauaed/or school, being the situation
“comprehensive observation visits” (Freire, 2005132), an “educational to do”. The
obtained answers registered as musical taste/praferof the involved collaborators the
following musical styles: country, universitariaountry, “forré”, samba, “pagode”, funk,
“axé”, conservatory music, film songs, classicakiuinstrumental music, soap operas
theme songs, “lambada”, children’s songs, gospdalientolk music, popular music and rap.

We highlight that all the data collected during theme investigatiofquestionnaires
and interviews) were carefully registered in spsb@ets, with a later presentation to the
participating community in a scheduled meetingtfat end, so that in a shared way we
proceeded to thihematisationmoment of the obtained data presentation in oer t
constitute what we later denominated “generatingiaiu

! For McLaren (1991), such trips are a “pilgrimagbbtith in the space-time dimension, to have contaitt
nature and the surrounding knowledge, a momeritéae “magical dimensions of the pedagogical enter”
(p. 320).
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In the above mentioned meeting, we collectivellgided about the processo f the
musical dialogical praxis construction, what thestmegys would be like, which songs would
be presented and their performance (date, veme, tormat, guest musicians, public). The
musical styles communitarelly chosen were: univarnsin country; country; gospel music
and children’s songs.

Thethematisatiormoment, was observed to have presented a lotfafudifes and
challenges, given the different people involved trair goals, the various political and
ideological positionings, the social and cultunavieonments of each one of those people,
besides the technical problems, such as get ané mtisic from hearing, specially for the
country and gospel styles, once we were not fanaid with them.

The moment of thproblematisatiorwas characterized as the step-by-step of the
process for the musical dialogical praxis constamcfexperiences, comprehensions and
knowledge derived from the meetings, building @& thusic notation, performance, trip to the
African-Brazilian Museum.

We agree with Gongalves Junior (2009) when obsegrtriat the moment of the
problematisations marked by conflicts and learning, latent inaang wishes and wills,
characterizing itself as “moment of life conditiamansformation, of freedom” (p. 705).
Moment that can represent the passange, but thatgsarantee to freedom, once
engagement, commitment and will are ineherent whgsch person getting involved with
worldly things, which demands, as Freire state®820effort, but above all, love, humbleness
and hope.

Research Methodology
The research methodology was one of a qualitatarera and phenomenological inspiration,
having as a central procedure the systematic rag@t of observations about the routine of
the intervention in field journals, including inathphotographs, participants’ drawings and
texts, as well as the information collected viagjismnaires and interviews.

According to Bogdan and Biklen (1994) a field joairriis the written register of what
the investigator hears, sees, experiences andstduning collection and reflection about the
data in a qualitative study” (p. 150). Still forthauthors:

the fields notes consist of two kinds of materTdle first one is descriptive, in which
one worries about capturing one image for wordshsierved venue, people, actions
and converstations. as notas de campo consistedoisitipos de materiais. The other
one is reflective — the one which further captuhespoint of view, ideas and worries
of the observer. (p. 152)

After numerous readings of the field journals esgriwhen meaningful units were perceived,
those were grouped into theme categories in acnoedaith phenomenological proposition
(Goncalves Junior, 2008; Martins & Bicudo, 198%niag at an intentional movement
searching for the essence of the researched phe&oome

In the construction of results, as follows, we préshe comprehension of the studied
phenomenon: educational processes derived froroaths&truction of a musical dialogical
praxis carried out together with the participatomgnmunity of the universitarian social
extensionWriting the Future Project - (Re)cutting roleseating pannel$PEF).

Results construction

The categories which emerged based upon the asalgse: A)ldentity strengtheningd)
Respect for the Othe€) Wish for becoming more
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In category Aldentity strengtheninghe self recognition of each subject involved and
the identities strengthening happened during thdical subjectivity-intersubjectivity,
establishing connection and interactivity netwobkath related to musical tastes and styles,
and to the shared interest in objects, artifactsransical instruments.

In the African-Brazilian Museum trip, before thaukature of the African warrior
Zumbi dos Palmares, the collaborating participaatd, Joao Kiko: “Wow! He’s strong! He’s
Zumbi, African warrior, Just like us!”; Minotaurtlook at his chest, it's strong!”; Jodo
Kiko: “The bare feet, look at his hands, he’s styfode, Zumbi, teacher, fought for us, did
you know?” (DC XXVIII A-7).

In category BRespect for the Othgwe observed how much the participants were
involved in the tasks, respecting and recognidiegkinowledge of the Other, teaching and
learning with each other, playing, singing, assemgbéquipment, photographing, creating
together the musical notation of the generatingiond$ie novelty awakened their interest
and curiosity, learning and teaching in a horizbwiy, on equal terms, became interesting
and motivating for new meetings.

The collaborating participant Mariazinha, Who rgalianted to learn how to play
musical instruments, said: “I felt... it was so kkddearned a lot! Because | didn’t know
anything about music, | learned a lot of thingsefthl felt very great, ...because | never felt
such will, because | was feeling very comfortabl@lay music” (DC XXXII B-7).

We also highlight that there were conflicts, prépedsituations were externalized,
both related to race-ethnic group, and to appearand clothing of the people, and even
regarding musical style taste/preference of oremother. The country music style, for
instance, was the choice of the participants aanl tmilies, but noto f the two educators.
One of them, Carol, requested to collaborate irgthdance of a country song, Mae (2009),
by Rick and Renner, said: “No, | don’t know sucings’ (DC XX B-6d).

Such conflicts happened among adults. HoweverreiseFstates (2008), it is precisely
the possibility of a conflict, when mediated byialdgue between different cultures, that
might promote the solution for that, once it isé'lension to which they are exposed for being
different, in the democratical relations in whitley are promoted. It is the tension that they
cannot escape for they are constructing, cregpirgglucing at each step their own multi-
culturality, which will never be finished or readfg. 156).

In category CWish for becoming moyeve considered the prevalence of afectiveness
and lovingness, of the flexibility of the didatieglagogical processes, of the authonomy
exercise, of the fruition of the ludic, of the viag of the individual and the collective
enabling cooperative and solidary relations toleoming moreThus, Chaves: “I learned to
be educated” (DC XXXII C-3); Lipe: “learned thatyibu play too strong or way before the
right time you disturb everybody, at the time df fherformance if you play wrong” (DC
XXXIII B-1).

We finally considered, based upon the data analysas Musical Education practices
demand commitment and responsibility, permanentkdar knowledge and abilities,
creative and cooperative interaction in the coerist of the different cultures (including and
speacially in the case of this study: musical)y&ets which were favoured to the
development from the dialoguing, marked by educaliprocesses @o-laboration, ofco-
existence, of solidarity, of respect and recognitbthe Other.
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Abstract

This paper discusses a qualitative inquiry intopagt lived experiences as a piano student
participating in competition music festivals. | dran the arts-based methodology of
alrltography where identities of artist, resear@rat teacher are considered as a critical part
of the research process. Through conceptualizmpgvaphy as process-oriented living
inquiry, | revisit sites of tension in my music edtion drawing on the theoretical framework
of a soundscape, a concept discussed in the wdClawddian composer R. Murray Schafer,
to inform my analysis. | question how theoretications of a soundscape can facilitate
a/rltographical inquiry in music education? To ateumy inquiry, | review how musical form
has informed the structure of inquiry and the pssaaf analysis in the work of other arts-
based music researchers. Within my own inquiryeate an arts-based journal which
provides the working material and data for my asialyl discuss the process and findings of
my analysis drawing on visual, musical and textaablerings of a soundscape. This inquiry
informs literature on student participation in catippon music festivals from a student
perspective, arts-based qualitative research inmaakication as well as life narratives of
piano teachers.

Keywords: A/r/tography, arts-based research, music educatisearch, qualitative,
soundscapes, teaching lives

Introduction

“Sound gets to places where sight cannot. Sounagpkibelow the surface” (Schafer, 1993,
p. 163). Motivated by R. Murray Schafer’'s wordspmpleted a research project in music
education which examined how my past experiencesmagsic student participating in
competition music festivals facilitated my curr@nactices as a performer, researcher and
music educator drawing on the arts-based methogabg/r/tography (Irwin & de Cosson,
2004). During the process of analysis, | choseawwdn understandings of musical form and
music as the study of sound (Lines, 2013) as agrat part of my qualitative inquiry. In this
paper, | focus on the process of analysis in myept@nd discuss how conceptions of
soundscapes, based on understandings from R. MBatagfer (1988, 1993, 1994) lead me to
consider the question: How can theoretical notimfres soundscape facilitate a/r/tographical
inquiry in music education? The purpose and releganf this paper is to add to an ongoing
dialogue (Bakan, 2013; Gouzouasis, 2008; Jeno0f¥;4 eavy, 2015) about the
contributions that arts-based research involvingimoan add in the field of music education
research.

Canadian composer and environmentalist R. Murrdaafec (1994) describes a
soundscape as “The sonic environment. Technicatly,portion of the sonic environment
regarded as a field for study. The term may refexctual environments, or to abstract
constructions such as music composition” (p. 278)2This definition as well as Schafer’'s
terminology and writings surrounding the soundsqdp&8, 1993, 1994) informed and
inspired the analysis of my project. The structufra soundscape has also been used by Toth
(2007) with/in the context of arts-based researbliernSchafer’s own work has focused on
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the environmental impact of the soundscapes inlwvie live including founding of the
“World Soundscape Project” through Simon Frasew@rsity in British Columbia, Canada
(King, Gillmor & Mackenzie, 2011).

Alrltography
Alrltography is an arts-based research methodolMdwre the emphasis is not on the final
results of the project but rather on the procesaafiry (Irwin & de Cosson, 2004). An
alrltographer is someone who lives in the artsvamdks in the creation, teaching and
researching of their lived experiences as parei tart making. The slashes which divide the
word “art” draw attention to the researcher’s rassrtist, teacher and researcher as a central
part of the research process. A/r/tography emeirged the work of researchers at the
University of British Columbia (Irwin & de CossoR0Q04; Springgay, Irwin, Leggo &
Gouzouasis, 2008) and has been featured in the e¥@d&veral music educators including
Bakan, 2013; Gouzouasis & Lee, 2002; Gouzouas¥;,22008, 2013).

Bakan (2013) discusses the creation of a songlwitts entitled,This is the Beauty
As the subject of the article, Bakan (2013) focumeshe transition of his identity as an artist
towards emerging identities as a researcher anddahBidate. Written for a graduate
seminar on arts-based methodologies, the songut@sthnographic meaning for Bakan
which he expands upon as part of his paper. Heledes that “a complex and multi-
dimensional bricolage has formed/informed an enmgrgheory of song as artographical
inquiry” (Bakan, 2013, p. 16). This inclusion oftabiographical materials reminds me of R.
Murray Schafer’s (1993) words:

All accurate descriptions of sound will be biogrimalh based on personal experience.
Anything otherwise would be romantic or illusionaiherefore, all | can do in these
pages is to track a few of the many sounds that baen close to me in the parts of
Canada | have known. (p. 84)

Bakan (2013) and Schafer (1993) remind me of datHitnitations and possibilities
within my research project as | share personalest@nd past experiences as a participant in
competition music festivals. | reflect on Denzi®{2) who writes, “A story is always an
interpretive account, but, of course, all interatieins are biased” (p. 57). | consider that a
limitation of telling my own stories is that my meny is “personal, idiosyncratic and often
distorted” (Pelias, 2014, p. 140). At the same timeting personal narratives also offers
different perspectives and ways of knowing in agvaphical inquiry. My hope is that while
telling personal stories could be considered atéition, it will also result in generative
possibilities and serve as a strength, creatingsmmdscapes in music education.

Musical form informing research

It is a series of utterances, like sounds themsgka@&ch occurring at its own point in
time or space, some carefully prepared, others smwataneous or passionately
argued. To have arranged things in a more lineagrpssion, to have given them a
methodology, would have been to surrender to thealiy dominant culture and its
love of systems that stands in opposition to theoatrollable work of sounds.
(Schafer, 1993, p. 8)

When | embarked on my inquiry to consider how thesital form of a soundscape could

inform my research, | also reflected on the worbtbfer scholars who have drawn on musical
forms in their own research (Bakan, 2013; Gouz&&6106, 2008, 2013). Gouzouasis (2006,
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2008, 2013) draws on a variety of forms commonkduis Western classical music including
the toccata, fugue, and sonata form in his a/réigical inquiries. Reflections on these
musical forms are included in Gouzouasis’ reseprobesses and written works. For
example, Gouzouasis and Lee (2002) structure Wréings in the form of the fugue
featuring a conversation between teacher and gradtizdent which examines and
interrogates research traditions leading to a dision of the notion of truth. Before
publication, the editors asked Gouzouasis and d.eenove several sections from the article.
The editors of the journal didn’t recognize the moakform of the fugue and its contribution
to the article. Gouzouasis (2008) reflects backhampublication noting how others have
noted the absence of these sections and how thrsgyehaffected the overall structure of the
article (p. 221).

In contrast, Bresler (2005) considers how speei$igects of musical form including
dynamics, timbre, polyphony, harmony and melodyioform the research process. She
suggests that by reflecting on these specific aspdenusical form, musical ways of
knowing can provide insights into qualitative resbaDrawing on the notion of texture,
Bresler (2005) describes harmony as a specificcagpenusical form. In musical pieces,
there are expectations about the harmonic progmessvhich create the musical work based
on the style, context and form in which the musaswreated. Bresler argues that the same
expectations apply to the study of a classroom e/hi@re are also expectations and
conventions embedded within the setting much |gertonic progressions in music.

Creating an arts-based journal

The initial step of my inquiry was to create arsdréised journal (Lymburner, 2004) of
collected stories as well as visual and musical@it inspired by my past experiences
participating in competition music festivals. Tdghene create these stories and works of art,

| drew on a variety of evocative objects (Turkl®p2) including recordings and videos of
myself performing and preparing for festivals aawsic student. | also located musical scores
containing writings from myself and my music teash&Vhile performing old songs and
improvising new melodies on the piano | also redradjudication forms, programs from
festivals and other written materials such as napsparticles and lessons records. With this
arts-based journal, | begin a process of analysiwidg on the musical form of a soundscape.

Analysis
Sounds cannot be known the way sights can be knSeging is analytical and
reflective. It places things side by side and compaéhem (scenes, slides, diagrams,
figures...). This is why Aristotle preferred sight“ése principal source of
knowledge”.

Sights are knowable. Sights are nouns.

Sounding is active and generative. Sounds are veitesall creation, sound is
incomparable. Thus there can be no science of saunhgl
sensations...intuitions...mysteries...

(Schafer, 1993, p. 162)

After the completion and compilation of my arts-e@gournal which served as a collection of
data for my project, | engage with different undi@mslings of the soundscape as a form of
musical analysis of my past experiences. | am ditanaonsider my experiences as sounded
moments reflecting on my musical past. This processlts in the creation of three different
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soundscapes: one visual, one textual and one nhugigzh served together as an analysis of
my past experiences.

Composing Musical Soundscapes

Drawing on the notion of soundscape compositimonhpose three original musical pieces,
soundscapes on the piano. Fragments of musicatialatdich serve as the basis for these
soundscapes are included in my arts-based joundahad been composed as | was compiling
memories from my past experiences competing in ositipn music festivals. The inclusion
of a musical soundscape in this project as a fdrmusical analysis was inspired not only by
the work of R. Murray Schafer but also by Jeno@@@) who uses a form of musical
portraiture in her work. Jenoure (2002) draws sednaaterials from her interviews with
participants to create sonic portraits as parteoffimdings. She compares the process of
creating these portraits to riffs in jazz improvisa. Figure 1 features one page of a
soundscape composed as part of my analysis. Thagcat@analysis is not meant to be
supported by an accompanying text, but represeptwark with materials from my past to
generate new understandings of my experiences.

Figure 1

Sonic Sculptures

| also analyze my past experiences by visually gimgawith the notion of a musical score. |
consider how visual representations of the musicaies | performed as a participant in
competition music festivals created new ways forton@nalyze and reflect on my past
musical experiences. In Figure 2, | used piecasudical score which had been written on by
myself and my past piano teachers and create alsmutpture which represents a variety of
different musical performances. As part of the sbseculpture pictured below, there are
several musical phrases from different Haydn s@ndthese sonatas visually intersect in the
sculpture, representing my ongoing interest andipagor performing Haydn’s music as part
of the analysis of my past experiences.
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Figure 2
Schafer’s soundscape terminology

Textually, I draw on Schafer’s terminology of a sdacape (1994) to construct a textual
analysis inspired by aspects of a musical sounésaa@m sounded framework for my past
experiences.

Schafer describes the tonality of a soundscape wsenterm keynote. This refers to
the musical “key” that a soundscape is composeMataphorically, it also represents the
sounds in a soundscape composition that form tined@ation of the musical piece.
Modulations (moving away from the keynote or totyalcan occur within a soundscape, but
the keynote sounds are still the reference poourad which the musical moments in a
soundscape are centred.

In my own experiences, | consider how keynote seumere music festival
conventions such as bowing, memorization and tesgumce of an adjudicator at each festival
competition. Additionally, different methods of pegation were also keynote sounds of my
musical experiences including practicing performabgecitals prior to the festival
competition and keeping track of my practicing wipkeparing for a festival through the use
of charts and scheduling. Other festival traditiensh as eating and sharing candies between
performances with other performers and going ouick cream with my parents once the
festival was over also constituted keynote soundsy past participation in competition
music festivals.

While keynote sounds may be conceived as existitiige background of a
soundscape, the term signals is used to descnibgrtmind sounds in a soundscape. Schafer
(1994) notes that technically any sound can becasignal within a soundscape since signals
enter the foreground when “they are listened tescmusly” such as the example of bells and
sirens as foreground sounds in an urban sound¢pap@). These sounds are designed
specifically to exist in the foreground as theynsiga message to be communicated within the
soundscape.

Within my experiences in competition music festsydhe songs that | performed as
part of festivals stood out as signals. These warsical works that | devoted tremendous
amounts of time to preparing and that still stathvane musically today. The educational
approaches of different adjudicators also standaswignals within my soundscape. By
experiencing many different instructional technisjas part of my participation in
competition music festivals, my development as aimeducator is influenced by my past
experiences participating in competition musicieds.
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Schafer also uses the term soundmark to describe smments in a soundscape.
“The term soundmark is derived from landmark arfdreeto a community sound which is
unique or possesses qualities which make it spgcegdarded or noticed by people in that
community” (Schafer, 1994, p. 10). | recognize tingtown experiences participating in
competition music festivals were influenced by mgritity as a Mennonite and the cultural
music-making practices of my family and communityiet played a role in my experiences
performing in competition music festivals.

Sounding Rhizomatic Soundscapes

Drawing on the theoretical framework of a soundsaaphis inquiry brings musical
understandings of lived experiences into my prasiartist/researcher/teacher. Considering
music as the study of sound (Lines, 2013), soundstausic from my past experiences form a
central part of my inquiry. By conceiving my pagperiences through the theoretical
framework of a soundscape, new possibilities femeztions in music education emerge. |
consider my work with soundscapes to be rhizon{@teteuze & Guattari, 1987) and my
analysis results in rhizomatic soundscapes witlhyaisaand findings being not only textual,
but also musical and visual.

This inquiry informs several areas of researchudiclg the student experience
participating in competition music festivals antsarased research involving music. While
there have been previous studies examining thestyskrspective participating in
competition music festivals, most of these studiesfrom the perspective of students as
members of musical ensembles (Gouzouasis & Henale2€d 2; Stamer, 2004). These
studies also rely on survey data from a large nurabstudents while my project focuses on
the in-depth experiences of one music student aigaamn a/r/tography to inform my
understandings. In future research projects, itldvba valuable for others, including current
participants in competition music festivals to exaatheir experiences drawing on arts-based
methodologies to allow for further understandingd eomplexities to emerge. My current
work offers an example of an autoethnographic;laatsed project which considers the
student experience learning music.

I conclude by sounding a quote from Schafer (1993):

Now | wish to speak of sounds.

The world is full of sounds.

| cannot speak of them all.

| shall speak of sounds that matter.
To speak of sounds, | make sounds.
(p- 161)
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Becoming a teacher: Investigating the acquisitionfestudio music
teacher expertise over a career

Eleanor McPhee
University of Wollongong, School of The Arts, Estgland Media
emcphee@iinet.net.au

Abstract

Studio music teachers in Australia are generaltiynlyi skilled musicians who learn to teach
from experience due to a lack of formal accredtatpportunities for music teachers

working in a one-to-one or studio context (Gauf)@. Research continues to raise concerns
with informal pedagogical learning because it ca@amthat standards of teaching “across and
even within institutions may be erratic” (Carey &a@t, 2015, p. 63). There has, however,
been relatively little research to date that inigedes what informal learning experiences
entail and how expertise is acquired in this contékis situation makes it important to
investigate the kinds of experiences that go inéodreation of an expert studio music teacher
and to discover the lessons learnt along the way.

This study aims to describe the teaching concefr@2 snstrumental teachers of
successive life stages by analysing their diffeesreccording to three levels of teaching
experience. Data included in-depth and semi-stradtinterviews as well as a focus group
discussion collected from novice, experienced aqeb teacher groups.

The study saw three distinct profiles of teachgregience and, in contrast to previous
research, saw a student-centred and creative agiptaken by both the novice and expert
groups. The novice group focused on creative mestuch as composition with an
overarching philosophy that learning must be furerehas the experienced group focused on
building efficient and broadly transferable systambuild effective technique. The expert
group was the least generalizable. However, tlosms individually distinct approaches
were designed to unite both a student-centred sratice approach with a systematic and
technique building approach and these two pronfgsnred a distinctly individual teaching
philosophy. The acquisition of expertise for papants at all levels of experience depended
on reflecting on heightened experiences that ireelan element of risk serving as a trigger
for transformative learning. Conclusions drawn hiawglications for the studio teaching
profession because they highlight the ways thates acquire expertise informally by way
of reflection on experience and deep and surfapeocaphes to a variety of learning
situations.

Keywords: studio teaching, instrumental pedagogy, teachesslidges, one-to-one
instrumental teaching

Introduction

Studio music teachers in Australia are generaliynlyi skilled musicians who learn to teach
through relatively autodidactic and informal expeaies due to a lack of formal accreditation
opportunities for music teachers working in a oov@ite or studio context (Gaunt, 2009). As
a further complication to this issue, instrumetgalching qualifications are not a mandatory
requirement to teach instrumental and vocal lessarsto-one in many Australian schools.
Some state education departments require instraieaichers to have secondary music
classroom teaching qualifications however thesenatejualifications specific to studio
music teaching. Because of these issues, thisroéssaught to investigate the ways that
studio music teachers learn to teach informally, #m@ugh this investigation, describe the
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development of expertise in studio music teachHess) novice to expert (Ben-Perez, 2011;
Berliner, 1986; Carter, Sabers, Cushing, PinnegBeé&iner; 1987; Gage & Berliner, 1998).
This paper responds to the following question: Wdratthe concerns and characteristics of
studio teachers at novice, experienced and expestd?

Background

Teacher development across a career-span

Much research has been conducted in various tegdoeimains that consider teacher
development across a career-span and, throughnhestigate the development of expertise
(Bullough & Gitlin, 1995; Ericsson, Charness, Feltovich & HoffmarQ&Mattie, 2003;

Hattie, Clinton, Thompson, & Schmitt-Davis, 1996j8é¢rman, 1989; Nias, 1989). The most
prominent was undertaken by Berliner and assoc{Bediner, 1986; Gage & Berliner, 1998;
Carter et al., 1987) who developed a five-stageehthdt illustrated the development of
expertise in teachers from novice to expert. Thisleh provides a profile of a novice teacher
as being inflexible, rational and eager to confeornexternally imposed rules. Novice teachers
conceptualise good teaching in terms of the petsthvaaacteristics of the teacher and are
concerned with themselves and their own abiliteeteachers. Expert teachers, according to
the Berliner model, have an implicit understandifghe teaching context and can respond to
situations intuitively and fluently. They have aerconnected understanding of their own
actions and those of their students and a wellrorga knowledge base allows them to draw
readily on past experiences (Carter et al., 1987/4naking a deeper interpretation of events,
the expert teacher is able to extrapolate theodyti@msfer knowledge from different teaching
contexts (Borko & Livingston, 1989; Calderhead, 898chempp, Tan, Manross, & Fincher,
1998).

Instrumental teacher expertise

There is very little research which considers tbgugsition of expertise with music studio
teachers however the existing research has fowtdribre experienced teachers have more
traditional conceptions than novice teachers (B&autiPérez Echeverria, & Pozo, 2010;
Castejon & Martinez, 2001; Marin, Pérez, Echevefiblallam, 2012) which is in
opposition to much of the research on the developmwieexpertise as discussed above.

Bautista et al. (2010) find that three distinctdisvof teaching experience, novice,
experienced and highly experienced, also show tthisggct conceptions of teaching that
allow increasing adjustment to a student’s learnihgyice teachers use a transmission model
in which the student takes a passive imitative. llgerienced teachers allow the student a
more active role in the acquisition of this knowgedand highly experienced teachers take a
constructive approach in which the student’s lesgmrocesses drive the teaching
representing a philosophical shift in which teadféectiveness is measured by student
understanding and ability to construct his or hen aneaning of musical knowledge (Bautista
et al., 2010; Marin et al., 2012).

Lépez-ifiiguez, Pozo and de Dios (2014) replicabedBautista et al. (2010) study
using string teachers and found largely similaultesalthough this study determined that
“teachers with the least experience most often adopstructive profiles” (p. 15). This
finding contradicts results of studies on the dfeaxf expertise (Ericsson et al., 2006) and
those from other teaching domains (Fives & BueBlL® Rubie-Davies, Flint, & McDonald,
2012) however it supports previous findings froomd#ts with a broader educational focus
(Castejon & Martinez, 2001; Marin et al., 2012;iT2802) and from within the realm of
studio teaching (Bautista et al., 2010; Bautis&agP Echeverria, Pozo, & Brizuela, 2012). A
critical differentiating factor between the varidasels of teaching experience as seen here,
would seem to be the level of teacher reflection.
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Method

The conceptual framework of this research was basmehd theories of informal learning
that are social in origin. These theories includiestructivism, lifelong learning, theories of
experiential learning and the reflective practittesdt they incorporate, situated learning and
communities of practice and transformative learnifige data was collected through 22 in-
depth semi-structured interviews and a focus grerp each set of participants taken as a
collective case study allowing cross-case compariBmure 1 illustrates the three participant
groups.

8 participant
interviews -
experienced teacher
group
Case Study 3

6 participant focus
group - novice
teachers

Case Study 2

8 participant
interviews -
expert teachers
Case Study 4

Figure 1. Participant Groups

Participants

The novice participants

As a result of unforeseen difficulties in findingung instrumental teachers who were
prepared to participate in this research, | hadesmormal conversations with undergraduate
students at my university to discover if there wasgay that they would feel happy to
participate in the study. | found that although sneuere uncomfortable participating in the
web-based forums that were a previous stage aesearch, they were prepared to participate
in a face-to-face focus group. Following this digexy, | advertised the research in person to
a 3rd year performance class to ascertain whehleee tvould be enough interested
participants who were currently teaching a smathbar of students one-to-one to field a
focus group. This resulted in six focus group pgrents, all third year bachelor of music
students, who were each teaching between thre@%stlidents and had been doing so for
between six months and six years.

The experienced participants

The experienced participants were recruited testhdy though the ‘snowballing’ sampling
method in which earlier participants were askecetmmmend others who fitted certain
criteria (Patton, 2002). | also invited the direstof regional conservatoriums to nominate
experienced participants. This method resultedgroap of eight participants who had not
taken part in the previous web-based stages ostady. This group had been teaching for
more than 10 years and taught between 16 and @é&rgs.i

The expert participants

The expert participants were also recruited thrasrghwball sampling however this time the
experienced participants were asked to suggesichée that they regarded as highly expert
and was someone that they might go to for advibe.fdllowing criteria were given to the
interview participants of case study 1 to guidertheminations: 1. Teachers must have a
long teaching record with students themselves bemployed in the profession either as
performers or teachers, 2. Teachers must havaannaide reputation based on teaching,
publications, recordings, or performing profile.iimethod produced a further eight expert
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teachers who agreed to an interview. Although hiigpecify a number as to years teaching,
all of the expert participants had been teachin@fminimum of 30 years.

Data collection and analysis

Interviews were conducted following the semi-stauetl interview model over a period of six
months in order to allow participants to reflectaomd evaluate their experiences of learning
to teach. Consideration was given to Strauss amdilCe recommendation that interview
schedules need to be flexible enough to allowterdxploration of emergent data that cannot
be anticipated in preparation (1998, p. 205). Tioeeg a schedule of open-ended interview
guestions to act as a conversational guide weedattdoased on the literature, the conceptual
framework and further key areas for research ifiedtfrom previous stages of this study. |
personally conducted all interviews and found thaport was easy to establish due to
common professional experiences.

Given aforementioned difficulties, focus grouptmipants were recruited via
convenience sampling under an assumption thatcpaatits that | could speak to in person
about the project, and were known or recommendeaetovere more likely to feel
comfortable to take part. “The intent of virtuadll}f focus groups is to draw some conclusions
about a population of interest, [therefore] theugronust consist of representative members of
the larger population” (Stewart, Shamdasani, & R@€l06, p. 53). This sample was chosen
as they were representative of young and inexpeggemstrumental teachers in that they
were all in the final year of a Bachelor of Musegtlee majoring in performance and all were
teaching a small number of students.

Interviews and the focus group were recorded eargstribed verbatim. Data was then
coded using the browser-based data analysiftedbos€2014). Thematic analysis was
used to provide a descriptive-interpretive accainhe data with the addition of clear coding
strategies used with grounded theory research (@m®mr2002, 2006; Strauss & Corbin,

1998) with the end result aimed at producing a nepicthe “experiences, meanings and the
reality of participants” (Braun & Clarke, 2006,81) rather than an encompassing theory.

Findings

Novice teachers

The novice teachers drew strongly upon the teadhiaigthey had received in order to teach
effectively. They considered this teaching in tewhsollecting or acquiring concrete
strategies although when the discussion turne@dgative learning experiences, they reflected
on these in a more subtle and nuanced way.

| got out of heaps of bad habits in my twentied tlebbeen taught wrong for many
years and it didn’t take me long to get out of thbabits but | had a positive
experience with my teacher so | enjoyed playing lacwhtinued with it. | think that’s
probably the biggest factor to getting a young miasi to become a good musician
when they’re older if that's what you're after. ¢Ba- guitar)

This excerpt illustrates a nuanced reflection @clténg that had negative aspects and it also
highlights an overriding concern for this novicegp, which is that learning should be fun.
The inherent tensions between ‘fun’ and gettintudent to progress was of great concern for
these participants and they resolved these tentiomsgh teaching approaches that
incorporated creative and student centred pracsicels as musical games, improvisation and
composition.

When needing to expand on strategies acquiredghrtteaching as they were taught’
this group turned overwhelmingly to web-based redeayenerally YouTube performances
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and tutorials. Although these participants usedTdae for their own research, they were
adamant that they would not participate in any fofronline discussion citing issues of
negative and destructive criticism being embeddéaithe culture of YouTube
communication.

Experienced teachers

The experienced group’s overriding concern was aébeloping a systematic and broadly
applicable teaching method and finding effectivesvaf measuring the efficacy of this
method.

On one hand it sounds like I'm trying [to] find thiéimate way to teach my students
but actually 1 know within that it's got to be coleely different for every single
student.. | want that basic pathway to follow but how | ¢ethose sign posts along
the way [is] going to have to be tailored diffetgro every student. (Edward —
trombone/tuba)

This group thought about their beginning teachnognfa fundamental position of
‘what do | know?’ which encompassed an embodiectstdnding of instrumental technique
and also the intuition or instinct that comes frg@ars as a musician. Beyond this praxial
knowledge of music and instrumental technique, plasicipant group took a more reflective
approach than the novices to the idea of ‘teachsthey were taught’, reflecting on the
example of their teacher and clearly articulatimg ways in which their practices diverge
from this example.

The experienced group shared a sense of ambivdentetrumental teaching and
this asserted itself through a consideration aflieaidentity with participants believing that
instrumental teachers do not have strong role nsodéle experienced teachers’ consideration
of weak role models centers on the model as a tamfiir an effective career and
encompasses issues of a lack of respect for stedohers and the perceived lack of
excitement in a studio-teaching career. This saantcgpant group described very strong and
inspiring pedagogical role models and did not sezbe able to reconcile these two ideas.
This seems a critical factor of Bennett's (200&rarchy of musical careers that places
teaching as a ‘plan B’ position behind performing.

Expert teachers

The expert participants differentiated themselvemfthe others because they were able to
take the systematic teaching methods seen witbxperienced teachers and breath creative
life into them through a philosophical and artistgproach. These teachers considered their
success in terms of their ability to awaken a éveand original musical response from their
students. This creative approach therefore seemeithier be the finishing point of a
technique-based approach or it seemed to grow &owverarching philosophy.

And | remember, because | had a lot of contact ®idudio Arrau, who of course is
one of the greatest pianists who ever lived. Anddid, “Playing the piano is not only
about reading the notes. It's really reading belivednotes. Hearing it internally,
feeling the keys, seeing the keyboard and all¢seaf it. And then ultimately, you

will get to the stage when you're studying someghal these facets happen at the
same time. The problem-solving happens on alldéliel$ at the same time. But it only
comes once you've actually pulled it apart likéaaver, each petal, so that you
understand how the flower is made. And then youlpeiflower back together again,
and you can actually treat it and you can smelfltheer, see the flower, and touch
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the flower. (Gavin — piano)

These teachers didn’t show any of the ambivalem¢eaching that was seen with the
experienced group. It seems reasonable to hypethiesi this is due to aspects of the unique
profile of these experts. Firstly, the lack of respfor the profession described by the
participants of the experienced group, did notdast that six of these eight were invited to
teach in prestigious positions. Secondly, as exptrese teachers were in a privileged
position of easily accessing the teaching of otktegsefore strong and inspirational role
models were numerous. These participants had aieinvigw of this ability to access the
teaching of others, seeing it as offering a teaghimd learning symbiotic relationship.

Discussion

As was seen in the literature on the developmerkpértise in instrumental teachers, the
novice group in this study took a student-centewadl creative approach that prioritized the
social and interpersonal benefit to music less@figireat importance was the idea that music
lessons should be fun and this guiding principle wfen at odds with the need for students
to progress. These novices had a smaller toolb@ot& with and they relied heavily on
memories of past learning however the passive itngsson style of learning to teach was not
in evidence. Rather, these participants took &ctfle and analytical approach to their
teaching.

The experienced group showed a distinct concersttment development and
focused on finding outcomes-based teaching systiean€ould consistently achieve effective
learning results. This is a teaching stage thaeképiguez et al. (2014) describe as being
interpretive, where learning is managed by thehteaand teaching promotes technical skills
over artistic skills. These participants were coned with the tensions that the novice group
was beginning to recognise when they consideredshe of fun versus progress. This
problem loomed large and appeared as issues @rgtudrsus teacher choice of repertoire
and creativity versus a disciplined and exams-tatlide to technique. The experienced
teachers could clearly articulate the strategiasttiey used in the development of technique
and they had reflected on, and refined these giest¢o the point that they became broadly
applicable systems. These systems were effectarapdstrated by this cohort’'s success with
formal and external systems of teacher and stuaBsgssment such as exams and eisteddfods.
What was still developing for many was finding dfeetive means to build more of a
student-centered creative approach into their peeind the improvisational, compositional
and games-based strategies seen with the noviop gre the exception rather than the norm
here. To compound these issues, this group appeatersuffering a crisis of identity and
believed that they lacked positive models.

The experts were the most disparate and leasta@esadrie of all the levels of
experience of this research. A key commonality leetwthe eight experts was that they had
all found individually distinct methods through whito build a student-centred and creative
approach into the systematic and technique-baggagh seen with the experienced group.
In this way, the experts were seen to integratindislearning styles and methods to create a
holistic approach that had developed over time am@verarching philosophy that informed
every aspect of their teaching.

The expert group was very focused on their studdetgelopment as artists and the
strategies used to facilitate this developmentacadepending on the age groups taught.
However, imaginative strategies such as storyAglind metaphor were common and natural
with this group rather than something still beimgppled with, as seen by the experienced
group. Curiosity was also key to the expert viewhwvparticipants drawing from art, literature,
history and the world around them in order to teatdginatively and engage their students.
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Whereas Bautista et al. (2010, 2012) and Lopeaifaaat al. (2014) described highly
experienced teachers who see their students ay @egsels, the experts of this study saw
their students as partners in the teaching anditggprocess and this group were distinct in
that they described the learning that they gaineoh their students in those terms rather than
the problem solving frame seen with the experiergredp.

As with all the groups of this study, the expertyeva group with distinct and
different life experiences. The only commonalityvibeen them was years spent teaching and
level of expertise achieved as musicians as wdbkashers. Yet, this disparate group had
developed holistic teaching models that were vamylar, grounded as they were, in a
student-centered and creative approach informeatbghly developed teaching philosophy.
It seems likely that the differentiating factorween these experts and the teachers of all
levels of experience below them is simply the ysgent consistently reflecting.
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Abstract

The marching band is one of the co-curricular @otis that have long been introduced in
Malaysian schools since pre-independence. As aoivasoviding a platform for bands to
perform, the Ministry of Education Malaysia orgasz yearly national marching band
competition. The competition also acts as a meshafor bands to improve themselves and
benchmark their achievements against other bamuseter today, organizing of band
competitions is challenged by many factors, amadhgrs the emphasis on academic skills,
the examination oriented mindset of parents, thl bost of participating in marching band
competitions, and budget cuts to these activilieégre is deep concern over the impact of
these issues on the future of the marching bamdcascurricular activity.

As what is deemed as a valid reason to ration#ieeralue of participating in
marching band competitions, the purpose of thidystuas to determine the attitude of high
school students towards their marching band connpexperiences in terms of musical and
non-musical benefits. Subjects for the study wengen secondary band members of school
bands that have participated in band competitiatiimthe past three years. Data were
collected via a questionnaire consisting of 47 gewlated to the musical and non-musical
benefits of participating in band competitions. Argaeported benefits included dévang
musical skills such as memorization, and learniiggskills that are directly relevant to their
overall education such as responsibility, leaderahnid teamwork. Results also indicated
gender differences in perceived benefits, whil@ifi@rences were indicated among the
different groups in the marching band.

Keywords: musical benefits, non-musical benefits, marchingdob@ompetitions.

Introduction

The marching band was introduced as a co-curri@dtivity in Malaysian schools since pre
independence dayAs early as the 19th century, military style manghbands were
established in a few English secondary schoolsdajoniowns on the west coast of Peninsular
Malaysia. Subsequently after independence in 1®&ny more schools formed and offered
marching band as part of their co-curricular atigg. Over the past five decades since
independence, the number of schools that offer Inm@gdoand has steadily increased.
However in general, the percentage of schoolsaffiet a marching band program is still

guite low as compared to the total number of schaoationwide.

Participation in competitions is an integral pdraschool band program apart from
the routine practice and rehearsals, parades awassivorkshops and clinics. The experience
of participating in competitions is in itself a gbtearning process for band members. The
comments and scores given by adjudicators duringpetitions provide feedback for bands
to evaluate their level of performance and idendifgas that need improvement. As such,
band competitions can be a vehicle for future improent and development (Drum Corps
Europe, 2011).

Beach (cited in Austin, 1990) states that the gbabmpetition was “not to win a
prize but to pace one another on the road to exusdl’ and as a tool of educational progress.
However, for some schools, winning awards in coitipas has become the most important
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aspect of the existence of the school band progéamsequently, these bands spend hours
planning and preparing for a competition, beginrfnegn brainstorming sessions to come up
with a show concept to choosing the appropriateierarsd ideas for the visual design. Band
members spend many hours perfecting both the mwsidahe visual contents of the show,
during and out of the regular co-curriculum houms|uding during weekends and sometimes
during school term holidays.

Given the amount of time, money and energy spefuamial activities, some band
directors and band managers have had to face destdrom parents, school administrators
and teachers on band involvement in competitioaseis are sometimes reluctant to allow
their children to participate in competitions, eging to the extent of forcing their children
to drop out from the school band to allow themadeus on their studies and examinations and
not waste study time. There have been cases in sche®ls where non-music teachers
discouraged band members from participating in lamdpetitions. It is also not unusual to
hear band instructors lament on the lack of finaineupport to maintain the band activities.

As a way of providing a platform for bands to penfiothe Ministry of Education
Malaysia organizes a yearly national marching b@dpetition. The competition also acts as
a mechanism for bands to improve themselves anchibegrk their achievements against
other bands. However today, organizing of band aitipns is challenged by many factors,
among them the emphasis on academic skills, thmiexsion oriented mindset of parents,
the high cost of participating in marching band pefitions, and budget cuts to these
activities. There is deep concern over the impathese issues on the future of the marching
band as a co-curricular activity.

The rationale for band competitions
Support from empirical research on the values afii@mpetition is vital in justifying and
obtaining the necessary support for the activityill§2004) reminded that “school
administrators are sometimes more likely to condige point of view of [band] directors if
their positions are supported by data” (p. 3). Wiificately empirical studies conducted on
marching band competitions have been relativelytdichin comparison to the prevalence of
the activity (Yahl, 2009). Hence, Payne (1997) ssted the need for continued research
related to competition for school bands.

Based on review of related literature on band cditiqes, the rationale for band
competitions can be categorized into two main gsaefpeducational values namely; (i)
musical benefits and (ii) non-musical benefits:

Musical benefits

Schouten, Bauer, Sicks, Gifford, Griffith and Ca&llf1983) viewed competitions as great
motivators. “Kids are naturally competitive andamtest gives them a goal to work toward
that keeps students on task” (p. 29). When a baed dot achieve their target ranking in a
competition or when it loses to better teams, it vive band members to improve and better
prepare themselves for the next competition. Medewifia band wins and has met its target
ranking in a competition, the band members wilkcficee even harder to ensure the band
retains the title or ranking in the next competitigVin or lose, healthy competition
encourages band members to constantly try to ingpaond better themselves which does not
normally happen in a stalemate situation.

Austin (1988) found that around 70 percent of tiuelesnts who participated in his
study believed that competition would increaserthmetivation to practice. In the
experimental study, Austin randomly divided hisdgts into a competitive group and a non-
competitive group. Each group received the santeuictsons in preparing them to play the
same solo pieces over a period of four weeks. Rithtat, he administered a pre-test which
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comprised of two musical tests namely the Musicghti@vement Test (MAT) and Self-
Concept in Music Scale (SCIM) to students from kptbups. At the end of the four week
period, the students performed for an adjudicatbe competitive group received feedback
and their rating while the non-competitive groupyaeceived feedback without the rating.
Austin then administered a post-test of the MAT &&IM on all the students. Results of the
study show that students from the competitive griogpeased significantly on the MAT and
SCIM, while the non-competitive students increasely on the SCIM. In addition, students
in the competitive group received higher ratingatstudents in the non-competitive group
who were unaware that they would be rated. Ausiincluded that musical contest may
benefit students without producing the negative siffects that so many educators fear. He
further claimed that competition in music can hg#merate student interest, stimulate higher
achievement levels and measure achievement in asapdo peers (Austin, 1990).

Another study on band competitions was conducteBayster (1992). Her study
aimed to determine the attitudes of band diredtora selected schools in Ohio towards
marching band and concert band competitions. ReBolin her survey show that band
directors whose band participated in marching lmmticoncert band competitions had a
more positive outlook towards marching band contipes compared to those directors who
participate solely in concert band contests. Resflthe study also show that band directors
believed participation in band competitions impegeudents’ musicianship, builds
character, and helps to sustain a successful abtevinstrumental music program.

Schleuter (1997) outlined several benefits of bamtpetitions. One of the benefits
was that competition helped to define the instruia@m of school marching bands and
direct attention to the issue of appropriate ltier@ for school bands. Schleuter also identified
the benefit of band competitions in terms of insreg public support for school music
programs as well as the quality of music instructidonsequently, the level of performance
by school bands and the amount of published mugit ibcreased, and issues of
instrumentation improved due to competitions.

In a study investigating student attitudes towaastests, Howard (1995) found a
significant relationship between musicianship agsti¥al participation. Howard concluded
that adjudication provided great tool for increaskills and that these increased skills were a
factor influencing participation at festivals.

Non-musical benefits

The non-musical benefits of band competitions ditechost literature are related to the
development of soft skills such as improving irpersonal and intra-personal communication
skills, and teamwork. Preparing for competitionsines working effectively with band
instructors and other band members as a team witimanon aim of achieving a certain
target in terms of scores or ranking. Consequetitlg,improves socializing skills and all
round ability to understand and work with othergeoln addition, working together to win
competitions creates the desire for success. Stuaaihfind these skills particularly useful
when they are out of school. The desire to win @rdpete healthily will give them the edge
to succeed in life and in their career, businessemerything else they come across in their
post school life.

Rogers (1982) surveyed the attitudes of high schandl directors, band members,
parents, and principals toward marching band comnnpet. He found that parents most often
cited the personal and psychological benefits aietitive marching band. Band directors
and principals most often cited the personal, $oaral sociological benefits of participating
in marching band competitions. These benefits oheditravel, meeting other students,
discipline, responsibility, self-esteem, and mdima In addition, all the groups included the
public relations aspect of marching band competitis a non-musical benefit is therefore
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no surprise when Burnsed and Sochinski (1983) tegdhat in their study, almost 70 percent
of parents said “no” when asked if their marchiagd program would be considered
successful without competing. Parents also belighratlcommunity members would not
consider the band successful without competition.

Purpose
The purpose of this study was to examine 1) thagaliand non-musical benefits of
participating in marching band competitions of Maian secondary school band members,
and 2) gender and instrumental group differencg®ieived musical and non-musical
benefits of participating in band competitions.
The following research questions were raised is shudy:
1. What are the perceived musical benefits of pawitng in marching band
competitions according to Malaysian marching bargniners?
2. What are the perceived non-musical benefits ofi@pating in marching bands
competitions according to Malaysian marching bargnioers in Malaysia?
3. Are there gender and instrumental group differemte®rceived benefits of
participating in marching band competitions?

Method

The quantitative method was used for data colladhiahis study. A survey questionnaire
consisting of two sections was used: Section A ists1sf items pertaining to demographic
data of the respondents and Section B consistg dérhs relating to the musical (23 items)
and non-musical (24 items) benefits of participgiimmarching band competitions. While
the musical benefits pertained to questions reléchproving instrument skill and general
musicianship, the non-musical benefits items peetito personal, social and social benefits.
Subjects were required to respond to each quessimg a 5-point Likert scale anchored by
the terms Strongly Disagree (1) to Strongly Agi®e (

Using stratified sampling, the questionnaire wasritiuted to 150 upper secondary
school band members in Malaysia, representing dnaern, middle and southern parts of
Malaysia whose bands have participated in at kbasé national band competitions. Of the
total number of respondents, there were 62 malés88remales. The band members were
also divided into four categories according toitteruments they play, which are wind
(n=31), percussion (n=42), brass (n=56), and apards (n=21). Respondents were given
instructions as to the nature of the evaluationtana to respond to the questionnaire. The
survey was administered only once and took apprataty 20 minutes.

Results

To answer the research questions, data for thg stete analyzed using descriptive statistics,
an independent sample t-test and a one-way Anaya&iariance (ANOVA). Descriptive
statistics were determined for the musical and moisical benefits ratings, the independent
sample t-test was computed for gender differenndsasone-way analysis of variance was
computed for instrumental group differences.

Table 1 displays descriptive statistics for eaemiin the musical benefits category.
Results reveal that the means among correspon@img were somewhat close. For this
category, the lowest was M = 4.36 (item 16, “Corepachievements”) and the highest was M
=4.77 (item 7, “Increase my listening skills”).tAbugh mean responses were generally
received the Agree rating, performance aspects asiaicrease instrument playing skills,
repertoire, reading and listening skills receiveghkr means.
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Table 1. Means and standard deviations for mubieagfits

ltem Mean SD
Increase my skills in playing an instrument. 472 .610
Perform challenging repertoire. 4.37 0.92
Increase my ability to memaorize repertoire. 4.62  740.
Increase my ability to read music. 457 0.86
Improve my sight-reading skills. 441 1.01
Increase my ability to play in groups. 4.69 0.53
Increase my listening skills. 4.77 0.49
Perform on my instrument more expressively. 459 680.
Improve my ability to interpret music. 4.62 0.57
Increase my appreciation towards different genfesusic. 4.39 0.81
Increase my knowledge in music theory. 454 0.81
Increase my knowledge on a variety of musical style 4.55 0.81
Understand playing with balance and blend. 4.57 60.7
Expand my understanding of good marching band peeoces. 4.63 0.69
Appreciate performances from other groups. 4.47 309
Compare achievements. 4.36 0.85
Obtain new ideas of interesting performances. 459 0.71
Observe examples of creativity in performances. 546 0.59
Observe examples of innovation in performances. 844 0.78
Obtain information on future planning and preparathased on 4.47 0.85
feedback from judges.

Know the band’s level of achievement based on sogiren by 4.41 0.78
judges.

Identify the band’s strengths in the performancselaon 4.45 0.81
comments given by the judges.

Identify the band’s weaknesses in the performaased on 4.54 0.77

comments given by the judges.

For the non-musical benefits, the means among sjoraling items were also
generally similar (Table 2). The highest mean valas M = 4.81 for item 9 “Obtain
meaningful experience for myself’ followed by itelf@ “Obtain useful experience for
myself”. The lowest mean value was recorded fonifé “Befriend band members from

other schools” with a mean of 4.32.

Table 2. Means and standard deviations for non-calibenefits

ltem Mean SD
Develop self-discipline in music instrument tragin 4.67 0.68
Develop discipline in time management. 4.64 0.72
Become a more responsible individual. 4.67 0.75
Increase resilience. 4.73 0.57
Increase physical strength and endurance. 473 3 05
Increase self-confidence. 4.72 0.55
Increase self-esteem. 4.65 0.68
Feel appreciated. 4.39 0.90
Strengthen ties among team members of my schodl. ban 4.77 0.56
Obtain meaningful experience for myself. 4.81 0.50
Obtain useful experience for myself. 4.79 0.52
Work hard individually to achieve the band’s goals. 4.73 0.60
Work hard as a team to achieve the band’s goals. 77 4 0.58
Manage time wisely to achieve success. 4.66 0.78
Help each other to increase performance quality. 714 0.65
Focus on achieving success. 4.77 0.60
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Give a high level of commitment to achieve success. 4.77 0.62

Obey rules and discipline to achieve success. 4.72 0.60
Develop self-discipline to achieve success. 471 .620
Appreciate other people’s opinions. 4.69 0.59
Respect other band members. 4.64 0.72
Develop patience in my effort towards achievingcass. 4.63 0.76
Befriend band members from other schools. 4.32 809
The opportunity to travel to other places for cotijmas. 4.49 0.97

An independent-samples t-test was conducted to amripetween male and female
band members in both the musical and non-musicsdfiie of participating in marching band
competitions. Results showed significant differeimcthe scores between males and females
for both the musical and non-musical benefits. €lveas a significant different in the scores
for musical benefits between the males (M=4.14=SB5) and the females (M=4.80, SD
.28); t(148)=-9.57, p=.000. A significant diffetan the scores was also recorded for the non-
musical benefits between the males (M=4.36, SD0¥aéd the females (M=4.89, SD .15);
t(148)= -8.05, p=.000. In both cases, females atdit higher responses than did males.

A one-way between subjects ANOVA was conductedtamare the musical and
non-musical benefits of participating in marchiramtd competitions on the different groups
(winds, brass, percussion and color guards) witienmarching band. There was a significant
difference for the musical benefits at the p<.Q&ldor the four groups [F(3, 146) = 3.37,p =
0.020]. Post hoc comparisons using the Tukey HSDinelicated that the mean score for
winds (M = 4.73, SD = 0.30) was significantly driéat than the color guards (M = 4.27, SD
= 0.62). However, the brass (M = 4.54, SD = 0.48) the percussion (M=4.49, SD=.60) did
not significantly differ from the winds and colou@ds. However, no significant difference
for indicated for the non-musical benefits.

Discussion

The purpose of this study was to exanmifji¢ghe musical and non-musical benefits of
participating in marching band competitions of Maian secondary school band members,
and 2) gender and instrumental group difference®imeived musical and non-musical
benefits of participating in band competitions.

Research Question 1
What are the perceived musical benefits of pawiing in marching band competitions
according to Malaysian marching band members?

As indicated by the results, it can be seen ttbtdnd members do consider participation in
marching band competitions to be both musically ot musically beneficial. In terms of
the musical benefits, the focus on improving insteatal skills, listening skills, increasing
the ability to memorize, increasing the abilityplay in groups, and improving interpretation
of music allows band members to build their slaltgl develop confidence in the process. As
supported by Howard (1995), this may also reflketinhtrinsic desire for music and of the
band members to improve on their individual musstadlls and performance as ultimately
each member’s contribution to the overall perforogaalso depends on the individual ability.
In addition, with the number of judges watchingtdning and walking around the field to
focus on individual or small groups of performeat members need to be active participants
and someone who is out of step or making errorsvkrtbat this will reflect on the group’s
total score.

Besides improving instrumental and musicianshifisslather musical benefits that
received high means pertained to those relatedttong ideas about creative and interesting
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performances. In the judging system used, markgiges to the overall design and creativity
of a performance; hence it would be of no surpiesddand members to want to obtain new or
different ideas to improve on future performances.

Research question 2
What are the perceived non-musical benefits ofi@péting in marching bands competitions
according to Malaysian marching band members iraitah?

Results obtained in this study support Roger’s ) 9i®dings that the non-musical benefits
of band competitions related to the developmersiodifskills such as improving inter-
personal and intra-personal communication skilts amwork are important by-products of
a competition.

The need for band members to work closely and &ffdg with band instructors and
band members can also help improve socializingsskitluding working with other people.
Self-improvement in terms of management skills eimaracter also received high ratings.
Most band members probably remember the valuesiéaeyed when participating in a
competition as opposed to the score obtaiAéitiough receiving a high rating in general,
making friends received the lowest rating amongtaths. This could be due to the fact that
in competition, making friends was not a generadriy for the band members.

Research Question 3
Are there gender and instrumental group differemec@®rceived benefits of participating in
marching band competitions?

Results indicated gender differences for both theioal and non-musical benefits. While
little if any research has examined gender diffeesrnn perceived musical and non-musical
benefits of participating in marching band compati, this could be due to social and
cultural factors (Voyer & Voyer, 2014). A plausil@&planation could be that girls are more
apt at planning, setting goals and putting time eififiart into achieving the goals.

As there were no significant differences in peredimusical and non-musical
benefits according to the respective groups, ieappthat one’s instrumental grouping does
not affect perceived benefits.

Conclusion

Data collected demonstrates that bands memberseesd value a variety of benefits from
their participation in marching band competitioHgnce, it is important for teachers,
administrators and band instructors to build orir tthesire to play music and improve on their
soft skills. Although some may disagree, competgioan be great motivators and results
from this study and other research on the valuémofl competitions help justify the
necessary support for this activity. Win or losealthy competition encourages band
members to constantly improve themselves.
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Abstract

The purpose of this investigation is to study hawsfioning strategies may influence
teaching and learning music analysis. The exploydiasis of the analytical process accounts
for research about strategies that enable the éeaalenhance the student’s analytical skills.
We used a methodology based on active and collabetaarning, on classroom discussions,
on reflective practices used both by teacher amdesits, and on taxonomic classification,
designing and planning of the questions. The actsearch consisted of a case study with an
Analysis and Composition Techniques class of setatents during five lessons, each lesson
focusing on a specific goal in the developmentu#gioning strategies. Data was collected
by video recording the lessons and through suraegsquestionnaires before and after the
intervention. The results strongly suggest thatath@ption of questioning strategies and
reflective practices in teaching brings evidentdfgs to the students’ learning, and the
importance of the questions for the instructioncpss; they also suggest potential negative
aspects related to bad questioning skills andeartioduction of the method in the rigid
school system structure. The findings point tortbed of further investigation in different
subjects concerning music education, such as teae@ing, evaluation in reflective and
questioning contexts, the relation to music contpmsiand question design.

Keywords: music analysis, teaching and learning, teachiradesiies, questioning, music
theory, reflective practices, collaborative pragsic

Theoretical background

Music analysis

To construct a working definition of music analysie build up on the works by Apel (1969),
Adorno andPaddison(1982), Cook (1987), Dunbar-Hall (1999), Bent &waple (2001), and
Agawu (2004). The starting point is to search far ¢lements that constitute a music work as
a whole, whether those elements are separate p@r@noe how they relate to the main idea,
followed by the inquiry about the reasons that ledplain how such an idea is developed or
how the individual parameters connect. It is a dyicgorocess of identifying and explaining
the musical elements in a work.

What is questioning?

Questioning consists on the value of questionkenearning process. Koechlin and Zwaan
(2006) and Arslan (2006) consider that childrenrexirally curious and frequently stop
being that due to lack of stimulation to their ogity. Gall and Rhody (1987), Cunningham
(1987), Wilen (1991), Koechlin and Zwaan (2006)] &ardiello (2012) alert that to make
good questions, to be critical and creative, atammate features and need to be properly
taught to students. Questioning is a complex amélyc communication process which
takes time and experience to be used autonomaotstynpson (1969), Gall and Rhody
(1987), and Koechlin and Zwaan (2006) addressstheei of authority in the classroom and
consider that in a questioning environment no grie command and placing questions
should be faced as a spontaneous process to beraged and applauded. Finally,
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questioning is related to different study fieldsisas collaborative learning, active learning,
critical thinking, inquiry, assessment and studsaritred learning.

What is a questioning strategy?

A questioning strategy is about the ways questisasised in a learning environment. Wilen
(1991) claims that without a strategy, a debate bepme a series of isolated questions
without any sort of common intention or cohererinearder to develop such coherence, a
guestioning strategy should be built up on a seriggocedures to be used in the classroom.
Wilen (1991), McComas and Abraham (2004), and Ar$P®H06) say teachers should be
aware ofwait-time Rowe (1987) and Cotton (1988) specify the extesf ‘wait-time 1’
(between the placing of a question and the stugspionse) and ‘wait-time 2’ (between the
end of the answer and the teacher reply). Hyma87jl&fers to prompting and probing,
Cotton (1988) to redirection and probing, and Mc@erand Abraham (2004) to probing and
phrasing as tools to keep a conversation alive.

Cunningham (1987) and Wilen (1991) recommend teadioeplan the questions to use in a
lesson, while Cotton (1988) says teachers musbae that on simply increasing the number
of questions. Tienken, Goldberg and DiRocco (2008icate it is not advisable to plan more
than 10 to 15 higher cognitive level questionsdiod average lesson duration, and by doing
that, the increase in productive thinking is raigpdo 50%. Allsup and Baxter (2004) suggest
the use of an initial open question, followed bigseguent guided questions or by closed
questions to keep the conversation going.

Classifying the questions

Anderson (cited in Krathwohl, 2002) revised Bloomaxonomy of Educational Objectives,
changing the cognitive levels order to (from lowhtgh): remember, understand, apply,
analyse, evaluate and create. Hanna (2007) calshi New Taxonomy and considers it to
be very helpful in placing music education alongsidth other subjects with a more rigorous
approach to learning objectives. The New Taxonanthus, helpful to attend the
recommendations made by Thompson (1969), Gall dadl{r(1987), Wilen (1991),
McComas and Abraham (2004), and Arslan (2006), edrsider that teachers should adapt
the questions’ cognitive level to the students’ petence level.

Aims

The aims of this paper are to improve teacher p&eind enable progress in student learning
using questioning strategies, and to search foswayelp teachers plan and develop
guestions in order to improve student’s abilitghimk and express themselves critically about
music.

Methods
This is a participative action research case sthdgause the researcher (first author of the
paper) is also the teacher.

Participants

The procedure took place during the lessons obgesticalled Analysis and Composition
Techniques (further referred as ATC) at Coimbra igl@onservatoire, between January and
April 2015. This subject is taught in all threelnigchool years of the music curriculum in
Portuguese conservatoires. ATC is a weekly 3 x #futa class, usually given in a single 135
minute slot. All participants were enrolled in tlast ATC year, were aged between 16/17
except one student, who was 21. All participantsevpeeviously informed that the study
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would not have any influence on the final term sifasation. A written consent was signed by
all students’ parents in order to get the requanetthorisation and to use the collected data for
analysis and research purposes.

Data collection

As it can be observed on Table 1, this study ulsesktinstruments to collect data, namely a
guantitative survey, a questionnaire and the auidied recordings of five ATC classes.

For the quantitative survey we selected the Calegey (Constructivist-Oriented Learning
Environment Survey) developed by Lisa Marie BellA2) and later published by Bell and
Aldridge (2014). Because this survey was origindigigned to evaluate student's perception
of their learning environment, we felt the nee@dapt it to our study field and subject. To
address that need, we performed a pilot test witin $tudents from a different class that were
not to take part in the study. The pilot led useimove three of the scales, so we ended up
with a survey translated and adapted to the Poegslanguage comprised of eight scales.

Table 1. Instruments for data collection

Quantitative | Eight scales translated and adapted from Colegguovthe Portugues
survey language: 1) Teacher Support, 2) Equity, 3) Forvealissessment, 4)
Clarity of Assessment Criteria, 5) Involvement,T@sk Orientation, 7)
Cooperation, and 8) Differentiation. Each scale siadsentences.

D

Questionnaire| Eight open answer questions:

Q1: In your opinion, has some strategy used duhiggterm influenced
your learning?

Q2: Do you usually take part during class?;

Q3: What kind of things do you say in class?;

Q4: Are there any debates during class?;

Q5: Can you tell us how those debates help yowbtaanalyse a
music work?;

Q6: Do you feel like you're able to analyse a mwsick all by
yourself?;

Q7: What do you think is necessary to know howrtalyse a music
work?;

Q8: What do you do in order to understand the naoreplex material?

Audio/Video | Five classes where video recorded. The audio/videardings where
recording transcribed using the software NVivo.

The survey provided quantitative data. All othestinments provided qualitative data.
Students answered the same survey and the quest®mefore and also after the
intervention occurred in order to compare resuits eerify for significant changes on the
main themes.

Data Analysis

A mixed method approach was used to analyse dattasdn and Onwueguzie (2004)
consider a mixed method approach as the third refs@aradigm, and its purpose is not to
replace any approach (quantitative and qualitative o extract the potential and
minimize the prejudice on both methods in a sisglely. Creswell (2009) suggests the
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results should be submitted to a concurrent trikaigun strategy, which consists on
collecting quantitative and qualitative data tacbenpared and determine convergent
subjects and different combinations of both. Dataxsas submitted to what Braun and
Clarke (2006) define as thematic analysis in otddind convergence points across all the
range of instruments used.

Procedure
The procedure consisted of five 135 minute lessoporing different aspects of questioning
strategies. Table 2 presents a summary of therigdaas for the five lessons.

Table 2. Contents and objectives of the five ATEslens

Lesson nr. 1] Designed as an introduction for sttgdaipout what type of questions
there are, organised according to the cognitivellBem lower to higher:
Low Convergent, High Convergent, Low Divergent, iHDivergent.
During class the students were questioned abouttbalassify some
sample questions.

Lesson nr. 2 Consisted on student presenting their homework fesson nr. 1, which
was “Write a number of questions you consider appate to analyse
‘Nuages Gris’, and try to answer them.”. Issuehsag classifying the
formulated questions, the method used to make thdmnch ones each
student actually answered and why they managedswex or not, and
the type of music parameters referred to in thestoes.

Lesson nr. 3 Lesson focused on learning chromatimbny through questioning. This
means the lesson started with a key question tysa&luages Gris”,
which was followed by a debate in which studentzressed their
thoughts and opinions on the subject. Thisgeadquestioning lesson
example.

Lesson nr. 4 The purpose of this lesson is to skbat type of influence a wrong or
poorly used questioning strategy has on studentileg@environment and
their question making. This isbed questioning lesson example, as the
teacher would not plan the questions and wouldaimw the
recommendations.

Lesson nr. 5 Lesson on twelve-tone music. The waalsimilar to lesson nr. 3, but in
this lesson the topic was approached with a higkegree of teacher

exposition and much less debate. Neverthelesssin@han expositive
lesson, because it was expected for students te oquastions and reflec
critically on the subject. Questions were also p&hfor this lesson.

—

Results

Audio recording of classes

From the audio recording of classes it was possibt#serve that showing students how to
classify questions and their cognitive implicatioasulted in a better level of awareness on
the importance of questions. Students expressadohieion orally about the method at the
end of each class. This provided data to addresest's self-learning awareness. Some
examples were “Yes. The teacher taught the subject in a guessing manner...and we got
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it.”, or “the teacher urged us to try to understand get to the answer, instead of placing the
question to see if we knew how to answer it and #meswer it himself on the board”. They
also stated that a logical line of thought helgs1itio assimilate a subject even before the
specific concept definition has been expressedethes, the new knowledge is constructed
out of sharing and exchanging ideas among studétitgshe teacher orientation.

In lessons 3 and 5 questions were planned, seqdi@nckstructured according to their
cognitive level. Lesson nr. 4 was designed badquestioning example, containing a high
number of high cognitive order questions. Pooriyrfolated or inadequate questions do not
unfold a prolific debate. Placing questions is just enough to create a questioning
environment.

Quantitative survey

Comparing the answers of the translated and ad&pPedES survey before and after the
procedure revealed significant increases on Tedghgport, Equity, Involvement,
Cooperation and Differentiation. It also revealedearease in the scales related with
evaluation and assessment. In fact, and accorditigetauthors reviewed, applying
questioning strategies may create discomfort irpréicipants and highly influence or distort
the results, because of the high contrast suctegtes have with traditional, more expositive,
approaches.

The risk of discomfort is so real that one of thedents showed progressive
detachment from the other participants. Six owgesen students mentioned to prefer a
method that helped them think, reflect, to be @aitand autonomous, an approach that
allowed them to express, compare and discuss epmaring class in order to build and
attain new knowledge. The remaining student shadigtbmfort with such approach,
referring some degree of acceptance but stredsaighe preferred to have more concrete,
factual information, in other words, more statiecldrative definitions. This may be
associated with being the older student among dhtcgpants, in the final year of a
bachelor’s degree, thus exposed to traditional austlior a much longer period of time than
the other participants.

Questionnaires

The questionnaires were submitted to a quantitatmel analysis with the aid of NVivo
software. Words with more than four letters wereced and grouped into categories.
Observing the resulting word cloud, it is eviddwdtt in the pre-intervention, the word
“teacher” stands out with a much higher numbeeé&énences than all other words, while in
the post-intervention the words “ideas” and “analyshare the highest number of references.
This strongly suggests applying questioning stiatelgelps students to centre on the
reflective aspects of the learning process instédlde authority of the teacher.

Conclusions and implications for music education
We believe it is reasonable to assert there arergklenefits to this approach. Better student
preparation to become inquisitive improves the Wy relate to music. Reflective and
collaborative practices, as well as the use ofifipaepiestioning techniques and
recommendations by the teacher, has positive infeién the learning outcome, measured
through the quality and cognitive level of studejugstions.

It is not advisable to use the New Taxonomy agid framework to classify
guestions. In every case, through this investigatte found four criteria to address this issue:
one, the context in which questions are place@isrchinant, whether in relation to students
cognitive level and previous knowledge, or to tlagje and education level; two, the moment
when a question is placed in the learning sequisnalesolutely determinant to the success of
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the strategy and should be adequate to estabtishreection between a student’s previous
knowledge, the new one to attain and to the cognithallenge they represent to students;
three, using expressions likghat, How, Whpr Whichis not enough to classify questions in
the New Taxonomy; and four, conceiving the questithmough the forecast of student’s
answers may be a good starting point to help marsatysis teachers plan, sequence and
classify questions.

A poorly conceived questioning strategy may be yemmful to the teaching and
learning process, which turns very ineffective angroductive, affects students’ behaviour
because they feel impatient, confuse and insewdmiée the teacher also feels lost in the
learning sequence, unprotected and put to the test.

To address the potential flaws of this investigatiee underlined different ways for
music analysis teachers to improve their practieklzenefit student achievement based on
one single case study action research. Also, w& Hawe ways to tell if these procedures can
be effective in larger or smaller classes. The sfzbe class we worked with seemed
adequate to formulate conclusions with a reasordddece of consistency. Regarding
negative impacts, this approach may be very diffiei@ a quite significant number of
students when compared to the dominant traditiexpbsitive methods, so we consider that,
along with the proper consent, the strategy shbaldradually built in, instead of just
changing everything. Finally, it is not expectedtfte music analysis teacher to use
questioning right at the first time. We suggest sonitial attempts using a subject the teacher
masters well and using debate and collaborativetipess during smaller periods of the class,
thus providing a progressive adaptation to the oetioth to the teacher and to the students.

As general conclusions, teachers should perforeea deflection about the moment,
formulation and cognitive implications of the quess they pose to students. A poorly
formulated question may seriously compromise legynit the same time, student's
questions are of major importance, because ansyvdram allows to fill the gap between
previous and new knowledge. It seems unequivoedlttie higher the teacher awareness of
guestion implications to the learning process bibtter the teaching practice may become.
Although some students consider they have becomter la¢ music analysis, that claim is not
one of our conclusions when put so straightforwarbnetheless, it is possible to assert that
students became more responsive, reflective andraw knowledge with a higher degree of
meaning and comprehension, which are fundamerpakésto the analytical practice.

We state there are significant hints that studentisic learning and analytical
competences may benefit from an approach withghtufes of this study. Further
investigation may be concerned with the way quasimpstrategies can be integrated in the
most widely used and known music learning theae$ methods, the influence of question
design in summative assessment, or the relatiomelaet questioning strategies with
composition and the creative process.
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Abstract

Singing is an important component of music educgpiamgrams with schools regularly
incorporating some form of group singing througé tompulsory years. Some may also have
extra curricula ensembles. The agenda of choralweinrs is often to select repertoire that
they believe students enjoy and will motivate tHemsing and participate.

The aim of the study was to find out whether, drsbito what extent, conductors of
school vocal or choral ensembles consulted studegesding repertoire choice for these
ensembles. In doing so, what motivates studemattiicipate in group singing ensembles
was a significant theme.

The study engaged a qualitative phenomenologic#iadelogy in five Anglican
schools in the Sydney Diocese. The method of dataation involved interviews with
twenty school students, who were members of fiffer@int school vocal ensembles, as well
as with the conductors of each of these ensembles.

The findings indicate that group singing in schasls a strong position in terms of
popularity among students, and that conductorsairsolely responsible for motivating
students to participate. The study also foundaftah students wanted to sing more
traditional repertoire, instead of the popular rmysogrammed by conductors, and would like
to be consulted regarding repertoire choices. Tpilar “student-led” approach to education
could be applied to a school choral ensembleaiiytthrough student involvement in the
selection of repertoire.

This study reports on a small sample of Anglicamosts in one Diocese; however, it
does provide implications for conductors of groumsg ensembles in other schools,
whether religious or not. Results revealed thaafaumber of reasons, it could be
advantageous for conductors to consult their stisdgarticularly on issues surrounding
repertoire choice. Further consultation to undesttudent reasons for participating could
assist conductors in supporting the ensemble asurersustained participation.

Keywords: group-singing, repertoire, conductors, participatimotivation

Introduction

An anecdotal observation, following many years ashaol music teacher and choir
conductor is that conductors have a tendency ieveethey are responsible for motivating
students to participate in group singing ensemflbere may be an assumption that including
more popular music will result in motivated studeand increased participant numbers.
However, if conductors were to consider the stuslgsisons for participation they may find
a different agenda. The students may participate f@riety of reasons other than the choice
of repertoire.

Research, such as Mizener (1993), highlighted abeumf factors that music teachers
and conductors use to be effective in influenciogifive participation numbers in choral
programs. One aspect influencing students to [aate is if students consider themselves to
possess good singing skills. It is seen that amomgment in singing skills will lead to greater
enjoyment of the activity and this will lead to esgtive attitude, therefore greater numbers
participating. Another important aspect of partatipn for conductors is to consider the sense
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of belonging. Parker (2010) found that studentsenchoral program felt a sense of
belonging and this informed their own desire tdipgrate.

A high school choir conductor is faced with manglidnges but nothing seems more
difficult at times than maintaining membership nwrdband encouraging rehearsal
attendance; the key aspect of which is motivatMativation strategies are similar to some of
the most important features of an effective rehaatsmiting the amount of time spent off-
task and increasing the teaching of music assistsaintaining student motivation to learn
more and want to return for more learning and mosg&ing opportunities (Holt, 2008).
Other teaching can assist in maintaining interasing rehearsal time such as music theory
skills, including music history in the presentatmmew material and providing listening
examples for further musical development.

Students may experience personal motivation if #egya value in the activity. The
perceived outcome of an activity can result ineatgr effort by the participant to succeed
(Sichivitsa, 2003), and a students’ goal orientatian influence their motivation through how
they respond to experiences of success (Ellioth2Patthews & Kitsantas, 2012). This is a
very individual response and conductors are chgdldrwith making all individuals in the
choir see this as important for the entire group.

From the study by Matthews and Kitsantas (2012 uteeof expressive performance
cues by the conductor can possibly assist in ingatdgarning. This in turn enhances
motivation for both individuals and the collectiersemble. Though not necessarily
advocating a need to audition members of a graugirgj ensemble, Parker (2010) suggested
that open enrolment in an ensemble can “createsesa equality” while “the elective
[auditioned] nature of the ensemble contributes s$ense of group purpose” (p. 345). This is
a goal orientation that may contribute furtherttedent motivation to participate in an
auditioned group singing ensemble.

Another study into students’ personal motivatiovesstigated self-efficacy as a
contributing factor to learning a musical instruméicPherson and McCormick (2006)
confirmed that a predictor of a student’s perforogaresult in a solo instrumental
examination was self-efficacy. Likewise, in a cH@etting, a student’s self-efficacy is an
important contributing factor to their motivatiom perform as a member of a group singing
ensemble. Extra-musical activities, such as padicdn in group singing ensembles,
demonstrated the relevance of self-efficacy inlithes of young people (Ritchie &

Williamon, 2011). In a high school choir, studewtso have parental support for their choice
of ensemble participation were more likely to exgace levels of satisfaction and remain
positive to long-term achievements of the ensertfhiehivitsa, 2003). Sichivitsa also
indicated that the value placed on music as atresplarental support and the musical
intentions of a student are indicators of studeotivation to continue performing with an
ensemble. A goal-oriented approach by a conduciittze support network of school and
community may promote motivation that in the loegat will produce high-quality ensemble
involvement (Ames, 1992). One of the most obvi@gtdrs for a conductor is to remember
“when learners find something interesting and depfgasurable, they are more likely to
return to the activity to re-experience the serisechievement and well-being” (Durrant,
2005b, p. 85).

A conductor maintaining effective rehearsals byitiimy off-task issues and creating a
well-paced rehearsal including a variety of leagnexperiences further enhances
participation. In turn, a student will see valuel @@main motivated. Both conductors and
students taking a goal-oriented approach to thextion and participation in singing
respectively will provide a positive and succestdarning environment. It is important, when
considering the goal-oriented approach of the cotmiand the students, to establish an
understanding of agenda.
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This research required a qualitative approdtbwyang the researcher to explore the
reality of the participants’ experience (Burns, @)y developing an understanding of the
participants’ involvement in group singing prograam&l what influenced students to
participate. Through structured and semi-structumesgtviews with 5 conductors and 20
student participants, questions were asked tatrithe discussion of their experience in a
group singing ensemble. The data collection andesgent data analysis used a form of
narrative research (Ollerenshaw & Creswell, 2008g opportunity provided by the semi-
structured interview allowed the student particigan engage in reflection of the experiences
of membership of a choir. The conductors are difidated by the letters A-E and the student
participants numbered 1-20.

Findings
| want to be a positive agent for singing...| see #s®amy mantle where the kids,
the kids tend to warm to me, | feel privileged areel that's a bit of a
responsibility that you know, great that | can Qu#épport with the kids but how
am | going to, what am | going to do with that ughce that is then afforded, so
| mean we don’t put up posters advertising, or kiadl of thing (Conductor C).

The initial analysis, suggested two factors; a) twhe conductors do and b) how the
students feel about how the conductors presentsblees to the ensemble. To further
develop this analysis, what the conductors dorgelst based on a personal belief about
themselves, their role and their selection of reper. The conductors used words such as
positive warm, uplifting, inclusive commitmento describe their approach to their ensemble
and suggested they felt strongly that this wasibavating force behind student participation
in the group singing ensemble.

Whilst each conductor had an idea about how thegumaged students to participate
in group singing activities, the above comment samsed the general feeling of conductors.
The conductors believed the students’ motivatios asa result of their positive approach to
conducting the group and the relationships develdpeugh other aspects of their teaching
role in the school (Hargreaves & Marshall, 2008)all cases the conductors were self-
assured and Conductor C, as quoted above, was pfdwed role in developing relationships
that lead to student motivation. Jordan (2009) tisesvord positive to describe the rehearsal
environment the conductor can create and descaesivironment in which the student can
feel nourished, similar to the ideas of feeling mtir and being uplifted as suggested by the
participants. Jordan also supports the idea otigieéness by describing the rehearsal
environment as a place in which music is madedsafa affirming manner.

There is also a sense of self-efficacy (Elliot, 20@ that as a conductor they feel
good about their skills and ability to lead a greimgying ensemble and that they, maybe, had
a positive experience as a student and wished tbe¢erthis for their students (Kelly, 2003;
Madsen & Kelly, 2002). It is the conductors’ cappacto create a positive non-threatening
environment in a ‘safe’ atmosphere that can be asetrength in interpersonal skills
(Durrant, 2005a). A conductor’s strong belief ieittown skills, along with their self-assured
approach to directing an ensemble, supports tei where the interpersonal skills shapes
both theirs and ensemble members’ identity withedgroup. The conductors may believe
their own commitment to the ensemble creates studetivation. Durrant (2005a) described
this interpersonal skill as “the expectation of kiighest standards possible” (p. 90). It could
be considered that conductors use their role akeé#uker of the group singing ensemble to
create a sense of autonomy and identity withirsteol (Ladson-Billings, 1995). This is
possibly more evident when the conductor is alslassroom Music teacher, educating only a
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small portion of students but able to create antitleamongst the greater school population
through leadership of a widely seen performancerabte.

According to the conductors, the motivation of &g is also as a result of the
tradition of the school. Those schools with loragittions may feel it wasn't really something
that concerned the conductors’ planning despiteobtiee conductors in a traditional school
feeling there was some need to encourage or majgestions to particular students. In both
the established and newer schools there was ackdgesnent that some individual
encouragement of students did occur. The condufttmrs School A and School E relied
partly on the established tradition; “the traditibiat has been created over the years means
that there is never a problem with membership”gpeal communication: Conductor E? 5
November, 2012). This reliance on tradition, essdigld by the school, suggests the conductor
also uses or relies on traditional teaching mettiodghe choir (Green, 2002).

There was, in some of the schools, an amount a@waging students to participate in
the ensembles. Although the students in School Aewequired to audition, the conductor
acknowledged there was some encouraging of thestsido audition. The conductor from
School C also encouraged individuals to participatbéeir ensemble,

If I'm hearing a child, if | have a relationshiptiia kid in my year 7 or year 8
whatever, and | hear them singing... | will say ‘hge@ thought about coming
to choir? Why don’t you come along?’ (Conductor C).

This school had previously required students tateundto participate in the group singing
ensembles. The result was a small choir with ctersisttendance. A recent change in
personnel had resulted in a change of conductoratifferent approach. Auditioning is no
longer required as the conductor described her viewinging in the comment,

| want singing to be a positive, uplifting, inclusiexperience. That's probably
my foundational premise which is why | deliberatébn’t audition (Conductor
C).

At School B the conductor also encouraged individuadents to participate;

I'll single particular individual kids out, | tehcsinging so [if] | know that they
have a good voice, I'll encourage them to join (Qactor B).

A final comment by a conductor who was not involwedther aspects of the school music
program returned to the idea that the conductott imaxge a belief in their own skills and that
this is a motivating force for the students;

Student motivation comes from a commitment to tieenble and to
performance excellence (Conductor D).

This supports the notion that the provision of pprapriate emotional environment for
creativity (Odena & Welch, 2007), the social, paaand cultural development (Hargreaves
& Marshall, 2003) of the student is taken careyfth®e commitment of the conductor. Should
this happen, performance excellence will be thelyikesult.

There was a general feeling amongst the condutttatshe reason for student
participation in the group singing ensemble initisehool was (i) as a result of the positive
approach to conducting the group and, (ii) theti@ahips the conductor developed through
other aspects of their teaching role in the schbo view that students are motivated by the
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tradition of the school, the commitment or the ipggsonal skills of the conductor was
dispelled by the student participants’ respongéeécenjoyment of singing which formed their
main motivation. They reported that their own em@ynt was the motivation for taking part
and the social aspect, coupled with the senseloéaement when performing with others,
enhanced enjoyment and in turn enhanced mood (Bawié& Bailey, 2005; Davis, Unwin, &
Kenny, 2002; Froehlich, 1992). By encouraging tluelents to reflect on their motivation to
participate in group-singing activities only onadgnt considered the initial encouragement
for his involvement came from another student'®nmemendation to join the ensemble based
on the conductor’s approach;

Pretty much the first time | knew there was a varaemble was because my
friend joined it and she was like ‘it's so funsitso pumped’, so she like pretty
much dragged me in Year 7 and | was like ‘oh ygRRarticipant 14).

The students described singing and their involveérasimg passionate phrases such as,

Well I love to sing...yeah and | really enjoy singiwgh other people as well
(Participant 3),

| just really like singing and thought it would geod to do it here (Participant
7),

| joined because | love singing, it's one of tlesgions | have, | really love it
(Participant 12),

I love music; it's just another way to get invalvim music | guess (Participant
18).

Other motivating factors also contributed to thasans the students maintained a

commitment to the ensemble. Table 1 shows a nuofbapbtivating factors highlighted by
the student participants and the supporting comsmaaide in the semi-structured interviews.
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Table 1: Motivating factors for student involvemangroup singing ensembles

Motivating Factor

Participant

Quote

Music camp

Annual Musical

Tours/
conferences

Social benefits

Music making in
a group

Exposure to a
varied repertoire

Sense of
achievement

Vocal
improvement
Musical
development

20

15

20

16

15

Music camp, we have camp at the beginning of e
year where you know all the music ensembles co
together and everyone’s just casual, you're all in
mulfti.

| wanted to be in the musical but | was kind of
worried that | don’t sing very good so that I'm not
going to get a very good part or anything so | vaby
just kind of be in the background and um so | vien
my mum and she was just like um ‘do you still wa

to do the musical’ and so | said yeah and she was

just like ‘well I signed you up for vocal ensemble’
We get to go and sing at the conference and at
various other things, you get to see lots of d&fer
places.

I think as well for the social aspect, it's justty a
kind of a sense of achievement when you’ve dong
with other people as well.

| just really like the sound of it. | really likengjing
by myself but I like more singing with other peopl¢
like singing harmonies and things like that cause
don’t know...I just like the sounds of a full choir.

| went and the songs were incredible cause we di
lot of classical songs and international songs like
Russian and Italian sort of operas and cannons a
stuff so hearing them it was new music that | was
fascinated by.

[Being in the choir] gives you something to preser
at the end of the day and there’s like a really big
sense of achievement once you all come out of a
performance of something, you just feel really gog
and everyone is really happy and it's also such a
nice experience | guess to have.

It kind of helps you with your singing.

It really helps to develop your ear and helps you
learn to sing in harmony and it’s really good for
your musical abilities I've found.

I've learnt from being in a choir, other skills vehi
you can’t get when you just stay with a teacher, s
harmonising in a group and blending and making
sure you're not too loud.

very
me

— —

D

b it

A} %4

hd
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The students were not motivated by the possitilitgreating a sense of their
autonomy and identity (Ladson-Billings, 1995); hawe the responses of 17 of the 20
participants showed a clear feeling of self-efficac self-worth (Davidson, 1999) as a result
of their involvement in the ensemble, the expemenas clearly goal-oriented and this
promoted a motivational pattern (Ames, 1992). Ttneents’ reflections demonstrated the
many different benefits of participation in a grasipging ensemble in their school and their
comments suggested that the confidence gainedrhgipation is the most important aspect
for them;

| think choir is a way of building my confidenceperform, choir’'s another
thing cause sometimes [on my own] my nerves g#tarway” (Participant 3).

The choir setting, through the provision of an eowiment that allows for creativity
(Odena & Welch, 2007), gives the students a pla@njoy their love for singing and a
chance to develop the many skills identified byshelents.

In this study the common theme for student parmitgm in group singing ensembles
was their ‘love’ for singing. Further to this, tparticipants acknowledged the social aspect
and a sense of belonging and achievement expedehgaugh group participation. Coupled
with the social aspect was the emotional experient®nding together and presenting music
that became an emotionally uplifting experience.

The current role of group singing in the five paigating schools is one of inclusive,
positive and enjoyable music-making through grangiag. Student participants were
motivated by their love of singing, nurtured inadiesenvironment. Although the conductors
felt they were personally responsible for the mation of the students, the students were
motivated by a love of singing and wanted to banrenvironment that is conducive to their
desire for creativity. Despite conductors not beimg motivation for students, ensembles
should be well attended by students keen to expihaie own love of singing and group
singing can be considered to be an important atljorechool music programs.
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Abstract

Lucy Green’s (2008) informal learning model hasrbmespiring my praxis as a music
teacher-educator due to its music-making practoekto the roles teacher and taught are
invited to play. This paper presents some findithgs emerged from an action research
project integrating Green’s model into a mixed-m&istance Education teacher preparation
programme in Brazil. This study was conducted ia parts: the first one during 2011-12,
and the second in 2015. In the first part of tesearch, an 8-week module based on Green’s
pedagogy was implemented three times and countéaeguarticipation of 73 student
teachers and 20 tutors. In the second part, thailmedas extended to 16 weeks and | had the
participation of 52 student teachers and 11 tutdsd. implemented Green’s pedagogy, |
investigated the development of my own praxis asideflections on the actions and learning
of the module participants. Analysis of my actiansl of student teachers’ lessons through
videos and reflective texts produced in the modulade me employ a Freirean framework to
discuss issues related to teacher’s role, dialbgitaractions, and conscientization (critical
awareness). This led me to conceptualize a theatetiodel to interpret music teaching. This
model involved the mobilization of three domaireadhers’ authority and theoretical
knowledge, teachers’ practical musicianship, aadters’ relationship with learners’ musical
worlds. Nested in that model, | identified nine agdgic modes. Some partially reflected
teacher’s dialogical approach advocated by Freicesaiggested in Green’s model. Those
were the modes | termed “illusory freedom”, “nonsiual dialogue”, and “naive transitivity”.
Other modes represented the absence of dialogeie asu'banking”, “laissez-faire”, and
“alienating musicianship”. The modes named “colfagfeapproaches and “tuning” in to
pupils’ needs were hybrid forms combining differemides. Whilst in the former teachers
tended to be more task-led, in the latter teadegided to change their attitudes according to
learners’ needs. Finally, the mode | called “liievg’ music education could be achieved
through the mobilization of those three domainmaskic teaching. This dialogical model was
one of the findings from the first part of thiseasch and was employed by participants of the
second part of this study. Implications for musia@ation include the development of a more
informed choice of teaching actions once we ara@whthe domains we are mobilizing,
helping us “tune” our actions according to our edional values.

Keywords: Green’s informal learning model, Freire’s libergtieducation, dialogical model,
domains of music teaching, music teacher education

Introduction

As a music teacher-educator | am constantly anagysiy actions and evaluating how they
reflect (or not) on my student teachers’ actiond, @onsequently, on school pupils’ musical
practices. Personal and educational values th@atdider important to shape the identity of
music teachers include the notions and the expmageaf collaboration, justice,

responsibility, and autonomy. However, in some (calsencounters such values are not
always lived. Thus, | wanted to research my owroastharmonizing them with those values.
The investigation was designed as a self-studpmactsearch project developed in two parts
and carried out in a mixed-mode Distance Educdganher preparation programme in
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Brazil. Throughout this research process, reflgotin my actions and values, | re-engaged
with my self and re-discovered myself as a humangoeapable of and responsible for re-
inventing myself and my praxis, which resonate tmaent teachers’ actions and school
pupils’ musical practices.

In order to investigate my praxis as a music teaeldeacator, | chose a pedagogic
model that was in tune with the values | wantedudure and develop in the Music Teacher
Education course. Lucy Green’s (2008) model basegopular musicians’ informal learning
was selected due to: 1) the freedom and potenitahamy given to learners; 2) the
‘different’ role of the music teacher, which reqsgrthem to empathize with learners’ goals;
and 3) the musical practices in groups, which alleavners to develop collaboration and
participate as peers in music making. Briefly, @& model, pupils choose the music they want
to work with, they get into friendship groups, toycopy the recording of the music by ear
and create their own versions of the music. By gdaio, they are stimulated to learn from
their peers, to decide their own learning goals@nttuct their learning process, integrating
abilities of listening, performing and composingé€én, 2008, p. 10).

The analysis of my praxis during the implementatb@Green’s model, reflecting on
how or if | was reviving the values | had electied, me to the critical pedagogy of Paulo
Freire. His view of dialogue, as “the encountewoimen and men in the world in order to
transform the world” (Freire, 1970/2005, p. 12@quires “reading the world” with critical
lenses and “posing reality as a problem” (problémasibn), challenging us to transform
reality and ourselves (p. 168). When teacher amghtaengage in dialogue, they learn from
each other, “becom([ing] jointly responsible fordithlearning and teaching] process” (p. 80).
This dialogical approach is promoted in Green’siinfal learning model. As Green and
D’Amore (2010) state, “It is also common for teacht® learn alongside their students,
especially when working on music with which teashare not necessarily familiar” (p. 134).
Moreover, “not all the teachers were accustomesbfrying music by ear, and they did not
have proficiency on every instrument that the mupilose to use” (Green, 2008, p. 35).

The adoption of a Freirean framework to analyseptaetices produced during the
implementation of Green’s informal learning pedagtagl me to conceptualize a theoretical
model to interpret music teaching, which will bedissed in this paper. Before that, | will
explain the research design and the methods entptoyeollect data.

Research design
“Action research often begins by articulating [oualues and asking whether [we] are being
true to them” (McNiff & Whitehead, 2011, p. 28). Asentioned before, some values |
consider important to shape the identity of musachers (and music teacher-educators) are
not always lived in musical encounters, makingxyseeence life as “living contradictions”
(Whitehead, 1989). Assuming an insider role asaarcher, this investigation was triggered
by my willingness to improve my own praxis and sorhonize it with the values | considered
necessary for reliving my humanization, as a cepeet of my identity as a music teacher-
educator. By trying out and adapting Green’s (200®8)ymal learning model, | investigated
my own praxis and its reflections on the course¢igipants’ actions, generating my own
living educational theories through an action rede@roject (McNiff & Whitehead, 2011).
This study was divided in two parts. The first avees carried out during 2011 and
2012, when an 8-week module based on Green’s pggagas offered three times, forming
three cycles of action-reflection that was re-destjas | developed more understanding of
my praxis, of student teachers’ needs and of Gsemiwdel. The second part of this study
consisted of a longer offer of the module, extendetb weeks, from March to June 2015,
and included the training of five tutors since Daber 2014 until the end of that offer. Their
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training focused on readings by Paulo Freire anchasical practices based on Lucy Green'’s
informal learning model.

In this study, student teachers firstly experientessical practices based on informal
learning: they chose their own music, got into g®and played the chosen music by ear.
Then they started making their own version of thesity adapting it to the school context
they would teach. This was the preparation of g@gagogical materials, which consisted of
recording audio tracks that their school pupils lddearn and play by ear, emulating the
musical practices found in the informal contextsig8les the preparation of the audio tracks,
student teachers read texts and participated iscagkion forum about the role of the teacher
in Green’s model. They were informed that during lgssons in schools, they would try to
“stand back” first and use that moment to obsengampathize with their pupils’ goals.
Then, as and when necessary, they would act asahusodels, playing and singing with
their pupils. After each lesson, student teacheodena reflective text and sent us an edited
video of their lessons.

In the first part of this study, student teachead two lessons in schools, whilst in the
second part they had four. In both parts of thislgt | used online questionnaires,
observations and documentation analysis as metbamislect data. By documentation |
mean the analysis of materials produced duringrtbéule, such as audios and videos of
musical practices, audios and notation of pedagbgiaterials, videos and reflective texts of
teaching practices, discussion forums, and postssound platform.

In the first part of this study, | worked with dgieovided by the participation of 73
student teachers and 20 tutors, during three offiettse module. In the second part of this
research, | had the participation of 52 studerdiees and 11 tutors.

Towards a dialogical model to understand music tedning

Analysis of 61 sets of videos and reports of stutiEachers’ teaching practices carried out in
the first part of this study were the main datareeuo construct a theoretical model to
understand their practices. As explained elsewfidaeita, 2004; 2015a; 2015b), this model
consists of three domains that were highlightesturdent teachers’ lessons based on informal
learning: the domain of their practical musiciapshihe domain of their authority and
theoretical knowledge, and the domain of theirtr@heship with learners’ musical worlds.
These domains emerged as | was trying to lookitdogical relations between teachers and
taught. The combination of these domains resuti€llpedagogic modes identified in student
teachers’ practices.

The classification of their teaching practices ititose modes revisited some Freirean
concepts such as: “banking (music) education” giigting (music) education”, “naive
transitivity”, and “(non-musical) dialogue”. Similg to Freire’s concept of a banking mode
of education, the practices | classified as “bagkimusic education” focused on teachers
using their authority and theoretical knowledgédeposit” information they considered
important into learners’ heads. As an alternativehts mode of education, Freire (1970/2005)
advocated for “Authentic liberation — the procehumanization — [which] is not another
deposit to be made in men” (p. 79). The practinespreted as “liberating music education”
balanced those three domains of music teachingvayeathat teachers were in authority
(without being authoritarian), played their rolssnausicians (mobilizing their practical
musicianship) and allowed their learners’ musicatlds to emerge. The “naive transitivity”
mode corresponded to the first stage of transjtimitwhich we realize we are in the world,
with the world and with each other. However, irstfiist stage, “the developing capacity for
dialogue is still fragile and capable of distortigRreire, 1974, p. 18). The teaching practices
classified as such portrayed teachers trying @béish a musical dialogue with their learners
but not mobilizing their theoretical knowledge assic teachers. On the other hand, there
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were some practices in which the “dialogue” wasmasical. Those were practices in which
teachers did not mobilize their domain of practicaisicianship.

Other modes were named influenced by correlaterhtiire as: “laissez-faire”,
“illusory freedom”, and “alienating musicianshiph the so-called “laissez-faire” mode,
teachers did not make any intervention and thattg remained only on the domain of
learners’ musical worlds. In the practices termdéldsory freedom”, teachers were in control
in a musical way, playing with and to their leasyagiving the illusion of freedom of choice.
The practices referred to as “alienating musicigisiere those in which teachers were
concerned with showing their own musicianship withconsidering their learners’. There
were also two other modes that were hybrid forrmhaaing different modes. One was
called a “collage” of approaches and the otheritighin to pupils’ needs. Whilst in the
former student teachers shifted modes to respotaskoaccomplishments, in the latter they
tried different modes as a response to learneedsier demands.

It is worth pointing that the above-mentioned digdal model to understand music
teaching was conceptualized only after the thréer®bf the module were carried out in the
first part of this research. That model was ontheffindings from the first part of this study
that was employed in its second part of this ingasibn.

In the second part of this study, Freire’s ideasevexplicitly discussed through the
reading of his seminal bodkedagogy of the Oppress€i®70/2005). Thus, the connections
between the role of the teacher in Green'’s inforeaining pedagogy and the dialogical,
problem-posing education advocated by Freire weaenéed by student teachers throughout
the module. Differently from the first part of tratudy, after their teaching practices in
schools, which lasted for a month, | introduceddladogical model with the domains of
music teaching practice and their pedagogic mddstead of analysing and classifying their
practices myself, as | had done previously, tmgetstudent teachers themselves were asked
to revisit their videos and choose excerpts thatcclustrate their analyses using the
pedagogic modes. They also discussed it in a f@mehpresented it in a seminar. That was an
activity appreciated by most of student teachersesthey had the opportunity to share with
their peers the process of their own teaching g)farmation.

Student teachers’ analyses of their own teaching pctices

In the second part of this study, when studenthe@cwere asked to analyse their own
practices, they tended to analyse each lessorathstethe whole teaching process. Thus,
although there were 52 student teachers allocatédyroups, there were 110 classifications
of their practices using the pedagogic modes, aw/shn table 1.

Table 1. Pedagogic modes according to studentéesch

Pedagogc Group A|Group B|Group C|Group D|Group E|Total (52

Mode (8 ST) (12 ST) (11 ST) |(10ST) |(112ST) [ST)

Banking 2 6 4 4 5 21

Liberating 5 3 4 2 6 20

Naive

Transitivity 2 3 2 3 1 11

Non-Musical

Dialogue 1 5 4 1 0 11

Laissez-Faire 1 4 4 3 0 12

[llusory

Freedom 1 4 1 4 3 13

Alienating

Musicianship 1 0 0 1 2 4

Collage 0 2 5 1 0 8

Tuning 1 5 1 2 1 1C
Total 110 226




Had they considered the whole process, the mod&sltdge” or “tuning” in to
pupils’ needs would have been the most frequend,ahee to the variety of their
classification.

If I could classify my teaching practice, | wouldaose the “collage” because in my
lessons | shifted from one mode to another. | edtihat my excessive care to avoid
intervention made me fit in the “laissez-faire” neod. | also [established] a “non-
musical dialogue” [during the] many times | talkedoupils instead of playing with
them. | think in the third lesson | achieved thieérating music education” because |
had to improvise. | sang and played with pupilsndestrating [my] musical
knowledge and | could also learn a little aboutitteruments they chose for their
music. In this context, | realized that we had egreed the three domains and both
teacher and taught transformed our knowledge. &itugacher 9 — group C)

If we consider each lesson as student teachersddndio, we have “banking music
education” as the mode that appeared more frequeitording to student teachers’ views,
in the second part of this study, as shown in tabkenalysis of their classification has
evidenced some misconceptions about that term.résapto Freire (1970/2005), the
oppressive banking concept of education is “Based mechanistic, static, naturalistic,
spatialized view of consciousness, [which] transf®istudents into receiving objects. It
attempts to control thinking and action, leads woraed men to adjust to the world, and
inhibits their creative power” (p. 77).

The practices | termed “banking music educationfally emphasized drilling,
“parroting” and teachers “depositing” what they swiered valuable knowledge into pupils’
heads. In fact, some student teachers assumeds.attitude:

| noticed that my teaching practice is more likariking education”, in which |
deposit the basic musical knowledge into pupildidware] totally “empty”. Our
interventions were necessary since they were beggrand did not have [the ability]
to play by ear. (Student teacher 6 — group D)

Other student teachers, however, classified thratiges as “banking” just because
they explained the task and gave instructionshdseé cases, there was a misunderstanding of
the term, as a student teacher reflected:

| wonder if | [adopted] this [‘banking educatiom) the first lesson, when | gave
information about the practice and the pupils wexg quiet. But | think it's not
banking education because the explanations werssagy to be given so that the
pupils could situate themselves in the practiceudént teacher 5 — group D)

Therefore, among the 21 practices classified asKipg” there were those that referred to the
first moment of task explanations. The other mdus was frequently mentioned was the
“liberating music education”. Although there weesdons that clearly illustrated that mode,
there were some that did not reflect what | hachéel “liberating” teaching practice. Those
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misinterpretations might indicate misunderstandifithe terms or willingness to “fit” in what
student teachers believed to be expected to do.

In order to clarify those misunderstandings, | tieglhelp of the associate tutors
responsible for each group. They interacted oniitle student teachers, guiding their actions
and giving feedback according to my orientationanyitimes they posed questions to
student teachers or corrected their classification.

When playingo the pupils [not with them], wouldn't it be [the @ of] alienating
musicianship? You mentioned that you talked toomuuring one of your lessons. In
that case, would it reflect [the mode of] non-makalialogue? (Associate tutor —
group B, original emphasis)

Just to [help] your reflections: in your first less did you classify your practice as the
mode 7 [“liberating music education”]? Couldn’bié [the mode of] illusory freedom?
(Associate tutor — group E)

Despite that help, some student teachers mentitvegdvere uncertain about their
classifications and flagged their wish to furthescdss their analyses. Thus, in future
occasions, besides analysing their own lessongemd to ask the permission of student
teachers to swap the videos of their teaching wexcso that they will have the opportunity to
analyse some of the lessons of their peers. Th@aoson of these two analyses may be
useful to clarify some concepts and may even goitite need of changes in that model.

Some considerations

The use of that dialogical model to understandriegcpractices has been helping myself to
“tune” my praxis as a music teacher-educator, lwat@gmy domains of authority and
theoretical knowledge, practical musicianship, andrelation with learners’ musical worlds.
In the second part of this research, when stu@achiers had the chance to employ that
model to analyse their own lessons, they also oeed its usefulness to interpret and
understand their actions. This has enabled themmotdify their actions according to their
teaching aims or learning contexts.

| noticed that | should have been more emphate @sisician and singer in my last
lesson ... In my viewpoint, it was a mechanic muslieatning practice that made
pupils find out the possibility to make music withanstruments ... A transforming
music education proposed by Freire has not bear\aghin those 4 lessons yet, but |
see it as a possibility. (Student teacher 3 — gBup

In addition, the model has helped student teadsa/se the planning of their lessons
and make connections with Freire’s ideas.

In the first phase of our work, [when we] chosegbag, created our own musical
version, recorded its tracks [and made] musicadtrant | highlight the need we music
educators had to [mobilize] technical and musikdlss... During our [teaching]
practices, as we interacted with learners’ musiegalds, other knowledge and skills
were explored: we should be in a positiotigtento what was being produced by our
pupils and interaanusically usually singing or playing. Those moments were
extremely important to put into practice what we ktudied, read and shared about
thePedagogy of the Oppress@eaulo Freire): to what extent are we proposing a
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liberating or a banking musical activity? (Studergcher 1 — group C, original
emphasis)

In brief, the dialogical model discussed in thipgrahas been useful not only to
identify the pedagogic modes enacted whilst teagtnt also to interpret teachers’ actions
during the preparation of their lessons and pedagbmaterials. This enables us teachers to
check if we are harmonizing our actions with thespeal and educational values we have
(s)elected.
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Abstract

It has been two decades since the first Nationai8tandards were accepted as the
blueprint for what every young citizen in the UxitStates should know and be able to do
with respect to music. Now these voluntary Stansl&ial/e been revised with the input of
over two hundred practicing music teachers and ertesicher education professors from
institutions of higher learning representing neangry state in the United States. A
backwards design model, beginning wtitle identification of assessable learning outcomes
placed in the form of Model Cornerstone Assessm@h@As) and culminating with

philosophical foundations stated in the form of @y understandings and essential questions,
was usedAfter defining and explaining key features of thé&sedel Cornerstone Assessments
(MCAs), the purpose of this paper will be to preésramples of the MCAs currently being
field-tested with students in schools across theddrStates and to suggest ways in which the
use of the MCAs might improve the musical well-lgeaf students.

Keywords: standards, music assessment, summative assessuarentjlum development

It is important for us to understand who we ara@®an beings. Music and the arts are
important vehicles for helping us realize that gddhile it is important to be able to learn
about relationships and magnitudes that can beesged with numbers and to describe
concepts and events with words, it is equally ingoarto recognize that music and the arts
also infuse our lives with meaning, excitement, treinspiration to create. If it is important
for us to understand who we are as human beindse tospired to generate original ideas; to
communicate using mediums other than words and etsnhnd to learn to collaborate with
others in enhancing our world, then it is importdatall of our children have a well-rounded
education that includes music and the arts. Thenag here isll. Music education must be
not only for the gifted few, but also for the “next-gifted” many. If the premise that music is
for all students is accepted, then it stands to reasomilnsic educators and the students
themselves would want to know: “How am | doing?” &/ko the students know about the
processes of creating, performing, and respondimgusic that will make it possible for them
to create, perform, and respond to music throughdifietime? If a goal—to have music in
one’s life for a lifetime—for example, is valuabtben it would seem important to assess how
much progress has been made toward that goal.

What is the state of children’s musical well-beirt¢gdze Model Cornerstone
Assessment (MCASs) helped them (and their teacheisge the growth in their journey to
becoming musically literate, i.e., to be able teate, to perform, and to respond to music?
After defining and explaining key features of MCAlse purpose of this paper will be to
present examples of the MCAs currently being fielsted with students in schools across the
United States and to suggest ways in which thetBCAs might improve the musical well-
being of students.

Characteristics of Model Cornerstone Assessments
The concept omodel cornerstone assessmeasames to us from the thinking of Jay McTighe
and Grant Wiggins. In their boddnderstanding by Desig{2006), McTighe and Wiggins
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purport a model for curriculum development thatastrary to the framework of traditional
curriculum development models. In many of thesditi@al models (Taba, 1962; Tyler,
1950; Walker, 1990), the process begins with idieation of goals and objectives that are
based on the needs of students, the needs ofysotgtneral, and finally on the needs of the
community in particular being established. Thentdaeher designs learning experiences in
which content identified in the objectives is pr&sel using certain instructional strategies
and learning materials. Finally, assessment odowsse if the objectives have been realized.
McTighe and Wiggins (2006) advocate a conceptaahéwork for curriculum development
that advocates that educators should begin withtilyeng the desired results and then "work
backwards" to develop curriculum. In other wordsgib the process of identifying the
enduring understandings (frodnderstanding by Designjhose key conceptual
understandings that learners should carry with tfeera lifetime, by designing assessment
measures—termed by McTighe and Wigginsnerstone assessmentahose content
anchors the curriculum. In a paper written for Haional Coalition for Core Arts Standards
writing team,cornerstone taskaere defined as follows:

Curriculum-embedded [tasks] that are intended tgaga students in applying their
knowledge and skills in an authentic and relevantext. Like a cornerstone anchors
a building, these assessments are meant to ar@houtriculum around the most
important performances that we want learners taldbe to do (on their own) with
acquired content knowledge and skills. (McTighe &gihs, 2011, p. 1)

An overview of a MCA task for the artistic proceggperforming might be written like this:

Using pieces/songs currently rehearsed by an ereestbdents will proceed to
prepare for performance by (1) selecting a work émables multiple expressive
interpretations; (2) identifying expressive perfamoe challenges through analysis;
(3) setting expressive performance goals base@weral interpretations; (4)
rehearsing/refining and documenting processesdrkeading the challenges and
accomplishment attained; (5) performing the word &) completing an evaluation
comparing observations about the performance fieonpoints in time.

Before considering how this MCA exemplifies chaeaisttics of cornerstone tasks, it
should be noted that this cornerstone overviewnsly rooted in the revised National Music
Standards (National Association for Music Educatfil4). These Standards were designed
to develop artistic [music] literacy, defined abetknowledge and understanding required to
participate authentically in the arts” (Nationalallbon for Core Arts Standards, 2013, p. 10).
In order to accomplish this goal, the Standardgesigthat students need to master four
artistic processes—creating, performing, responding connecting.

The sample cornerstone overview above is clearijeced on assessing progress in
mastering the artistiprocessof performing, not on just theroduct—the performance of the
work. This focus on process is characteristic bbihe revised Music Standards. These
Standards call for moving beyond the knowledgesiilis necessary to encounter music, to
mastering the@rocessof performing, for example. This mastery includes only the
performance of the work itself, but also becomidgp in mastering the other basic
components of performing (so labeled in the rev2@t4 Standards) that are prerequisite to
the performance itself—selecting, analyzing, intetipg, and rehearsing/evaluating/refining.
This process emphasis is new for many practiciaghers in the United States who have
focused primarily on preparing students for corscand festivals by making the musical
decisions prerequisite to the performance for thdests, i.e., the selecting, analyzing,
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interpreting, etc. So it is fitting, then, that nerstone assessment tasks be designed with the
process orientation of the revised Standards irdniins essential to assess the musical well-
being of the students, i.e., their ability to beeomusically literate for a lifetime, as they
progress through their formal schooling. The kegrahteristics of cornerstone tasks may be
divided into (1) characteristics describing outcsraad (2) characteristics describing the
context in which assessment is to occur.

Cornerstone characteristics describing outcomes

According to McTighe and Wiggins (2011, p. 1), aanstone tasks should result in the
following outcomes: (1) the establishment of autleecontexts for the demonstration of
understandings and skills; (2) the assessmentddrstanding and transfer; (3) the
engagement of students in meaningful learning eapees; and (4) the content needed to
provide tangible evidence of growth in understagdes might be found in a student’s
portfolio). In the following paragraphs of this sea, each of these characteristics will be
explained using the overview cornerstone task gegmm as an exemplar.

In the overview of the cornerstone task descriliEle, the student is to select a work
from the “pieces/songs currently rehearsed by tisemble” (Overview MCA, Task 1). This
assessment is not a “paper-and-pencil” test in lwthie student is asked to select from a
series of multiple choice items the most challeggirea that might be faced in the
performance of a previously unseen excerpt notateithe exam page. The pieces/songs to be
used in this cornerstone assessment are to beesbtioectly from the literature currently
being studied. Occasionally, a music educatoragK in a conference session: “Does this
mean that | no longer have to select the musietstbdied/performed in my middle school
orchestra (or choir)?” Of course not. Having thedshts involved in music selection does not
mean the teacher abrogates the responsibilityle€tseg music. The music educator,
however, might involve the students in demonstgatiteir mastery of the selecting music by
giving them the task of preparing a sample conmergram that has some semblance of unity
and variety by choosing the works for the concennfamong those works currently in their
folders, which the teacher has selected.

Secondly, a model cornerstone task should assesaderstanding and transfer. The
practice of assessing students’ progress towaré\aanent of specified objectives simply by
asking them to recall knowledge previously learaec multiple choice test is not sufficient
to assess students’ mastery of the process comzoi@arnerstone tasks should ask students
to demonstrate their mastery of a particular pretgstransferring their knowledge to similar
musical encounters. For example, in the overviethefexemplar MCA performing task
above, students are asked to “set expressive pafure goals based on several
interpretations” (Overview MCA, Task 3). There @t one right answer here. Students are
asked to demonstrate their understanding of tmailyaes by transferring their knowledge to
several interpretations.

Not only should a MCA assess for understandingteartsfer, but it also should
engage students in meaningful learning. It couldumxessfully argued that asking students to
select notation presented in a multiple-choice fdrthat represents a quarter note does not
represent meaningful learning. It represents thes level of recall/recognition, but just how
meaningfuls it? Asking students to set “expressive perforoeagoals based on several
interpretations” (Overview MCA, Task 3) involvesth in actively preparing for the
performance. If performing is indeed a creativeegignce, then students should have the
opportunity to envision several interpretationsafork and to decide through reflection
(Overview MCA, Task 4) which one might best expresst the performers want to convey
to the audience.
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Finally, another cornerstone characteristic deswjibutcomes is that an appropriately
constructed MCA provides content for student pdid This is a practical consideration. In
today’s educational climate, decision makers waresnce—authentic evidence—that
students have indeed mastered a particular obgeciisking the students to “complete an
evaluation comparing observations about the pedoge from two points in time”

(Overview MCA, Task 6), say the first rehearsal #melfinal performance of a work,
provides written and perhaps audio-recorded eviglefthe growth that has taken place in
the process of preparing for this performance.

Cornerstone characteristics describing context foassessment

Just as MCA tasks are characterized by certairskaiddutcomes, so they are also
characterized by a certain context for assessmAembng these characteristics, cornerstone
assessment tasks are: (1) embedded in the cumc(®) recur over the grades, and (3)
integrate 21 century learning skills.

MCA tasks are not isolated events that bear naioekhip to the learning that has
previously taken place in the classroom, as ic#se with some multiple-choice (bubble
sheet) assessments. Cornerstone tasks should leel@saldirectly in the curriculum.
Students using the Overview MCA task above areagkeéd to select music from just any
source. They are asked to select “pieces/songsrtiyibeing rehearsed by an ensemble.” To
further highlight this MCA context characteristitudents in a" grade general music class
could be asked to demonstrate their ability to keespeady beat by marching to unfamiliar
music as part of a MCA assessment. On the othet, hlaey could be asked to bounce a ball
in time to a song previously sung and used asia bha music classroom activity. This
“bouncing the ball” activity is more indicative afMCA task because the task is directly
embedded in the curriculum.

Secondly, cornerstone activities recur throughbetgrades. They are typically not
activities geared to one particularly grade level to that grade level only. Again, looking at
the Overview MCA performing task, this assessmetivitdy could be carried out at the fifth
grade level, at the eighth grade level, and thexmnaas the student is approaching high school
graduation. The music utilized for the activity idbe different and more complex as the
student progressed through the grades, but thetsedkcould be the same. This concept
(characteristic) is not new to the educational pssc The Manhattanville Music Curriculum
Project(Thomas, 1970) usedspiral curriculumthat sequentially introduced new concepts in
action-oriented cycles that were developmentallyrapriate. The "spiral curriculum®
concept was first proposed by Jerome Bruner in 1860lying this concept to assessment, a
teacher designing a MCA task should not just prebenactivity once with the idea that the
processes of selecting, analyzing, and interprétange been mastered; but rather the music
educator could use the same task at multiple deadts, each successive time presenting the
literature used in the task in ever increasingadpiof complexity.

Finally, in addition to mastering musical artighiocesses, it is important that MCA
activities address skills that need to be devel@medss the curriculum. One such expression
of skills that need to be mastered by'2&ntury learners is articulated by Partnership2fst
Century Skills, a national advocacy organizaticat #ncourages schools, districts, and states
to infuse technology into education and provide®ueces to facilitate that effort. The P21
Framework for 21 Century Learning (Partnership for’2Century Skills, 2010) outlines four
learning and innovation skills—critical thinkingommunication, collaboration and
creativity—that represent ZTentury student outcomes. Tasks such as the MG#&v@wv
activity that encourage the development of all folithese skills are characteristic of contexts
for MCA tasks that are designed to promote skilld knowledge deemed critical for learners
not just in the context of music, but in the contaxdeveloping well-rounded learners.
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Epilogue

The Model Cornerstone Assessment tasks that acegntpa revised National Music
Standards in the United States are currently bigihdytested in PreK-12 schools across the
country. It is anticipated that they will be reddy use in the fall of 2016. The benchmarking
years for these tasks are grades 2, 5, 8, and tdrrant draft of these MCAs may be
reviewed at http://www.nafme.org/my-classroom/stadd/mcas-information-on-taking-part-
in-the-field-testing/.

It is important to note that these assessment tgksot intended to be a national
standardized test for achievement in music. Indéedrevised National Music Standards
themselves do not define a national curriculurts tinlikely that the United States will have
a national curriculum iany subjectanytime soon. The idea that education in the United
States is managed at the state level (indeed, iy istates at the local level) is a firmly
entrenched concept that is highly valued. Any bird national curriculum or national testing
Is vigorously opposed by many U.S. citizens. Thesexl National Music Standards do
provide a framework for individual state standardeusic, however, which in turn can then
be used as the basis for curriculum developmelaicizd school districts.

Likewise, the MCAs, used to measure achievemetitePerformance Standards
articulated in the revised National Music Standaade not assessment tasks that form a
national achievement test. Rather, the MCAs prosataple assessment activities that can be
used verbatim or modified to assess learning iniereither formatively or summatively that
local teachers want to assess to determine thecedwgell-being of their students. These
MCAs are an important tool to help music educatothe United States determine whether
students are mastering the artistic componentseatiog, performing and responding to
music that will help them be musically literate olifetime.
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Abstract

Together with its creative side, music also hasraly technical, even mathematical, side that
includes intervals, scales, keys, chords, etc.gbit it apart from other arts. With the
objective of unifying all these technical contemt$roducing them in a logical and orderly
way, the so called Musical Abacus has been desjgnedmprehensive tool intended for
music education. It contains the information ontthelve possible keys and scales, both
major and minor, as well as on harmonics, intepasl chords. All these concepts are basic
in any musical style, such as: classical music,enodusic, Jazz, Latin music, etc.
Guidelines to logically connect those conceptsadse given. Moreover, in order to use the
Musical Abacus, users need not know how to readanlidas been presented in several
Conservatories and musical societies, and it has geeatly appreciated. In fact, it is
currently used in some music schools.

Keywords: music theory, harmonic, interval, key, scale, chord

Introduction

Together with its creative side, music also haaralyg technical, even mathematical, side that
includes intervals, scales, keys, chords, etc.gétst it apart from other arts. The study of this
technical part is quite complex and usually tal@ggl years. This results in that some
guestions are forgotten at the time as othersear@t. Furthermore, most of this part is
focused in those keys having few accidentals iir #ey signature, thus the number of
musicians fully dominating the twelve keys is searc

With the objective of unifying all those technicantents, introducing them in a
logical and orderly way, and giving all the keys #ame relevance, the so callddsical
Abacushas been designed, a comprehensive tool thatecaartsidered as a real “musical
calculator”. It consists of two rotating discs, dreing cardboard and the other plastic. Both
discs are 12-sided polygons (or dodecagons). §tdsié to the fact that there are 12 different
musical notes and, therefore, 12 major keys, 1dnkays, 12 major chords, 12 minor
chords, etc.

In each of the 12 positions that can be selectedesn:

1. A major key and its relative minor.

2. The corresponding major scale and its relatireom

3. The intervals from the tonic of the major scale.

4. The 3 main chords in both keys with the noteming them.
5. The harmonics produced by the tonic of the miagyr

6. The corresponding key signature for both keys.

All these concepts are basic in any musical sgteh as: classical music, modern
music, Jazz, Latin music, etc. Consequently, tleye&plained in any general treatise on
music theory or harmony, such as, for example, Basér (1975) or Schenker (1954). The
Musical Abacus has been presented in several Gatsees and musical societies, and it has
been greatly appreciated. In fact, it is currenged in some music schools. Moreover, in
order to use it, users need not know how to reasicnAs an example, Fig. 1 shows the
Musical Abacus in the C major / A minor position.
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Next, instructions on how to interpret all the imfation given by this tool are fully
explained. They can also be used as guidelineggtodlly connect the different musical
concepts.
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Figure 1. The Musical Abacus in the C major / A amiposition.

Harmonics

The theory of harmonics is of capital importancedigganising the musical concepts.
Unfortunately, it is usually not known in detail byost musicians. In short, it states that,
when any note is played on an instrument, othdrdrigotes are automatically produced,
which sound together with it. These notes are ddédégmonics, overtones or partiasd
make up darmonic seriesFor instance, if note C is played, the first Hdrhonics produced
are: 1-C, 2-C, 3-G, 4-C, 5-E, 6-G, 7-Bb, 8-C, 91D;E (in this study, we neglect the small
differences in pitch existing between the harmoaitg the real tuning of the instrument,
which may be, for example, the equal temperamétaimonic 1-C is the actual played note
and is calledundamentalThe Musical Abacus gives us the first 10 harm®oicany note.
For example, Fig. 1, upper left area or “Harmon@ssa, shows the first 10 harmonics of note
C (the harmonics corresponding to notes with timeesaame are grouped together).

It can be proved that odd harmonics (in this cage, 3-G, 5-E, 7-Bb, 9-D) always
correspond to different notes, while even harmofitshis case, 2-C, 4-C, 6-G, 8-C, 10-E)
correspond to notes of previous odd harmonics.rélaive intensities (strengths) of the
harmonics determine ttienbre of the instrument, and generally the higher thenaaic, the
lesser the intensity.

The habit of constantly hearing the harmonic sdrasresulted in:
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1. Notes corresponding to harmonics 1 and 2 (epe@ apart) are perceived so affine or
consonant that they are given the same name @rexample, C). This is also applicable to
any pair of harmonics showing the ratio 2:1, sued .2, 8:4, etc. It means that notes
corresponding to harmonics 4, 8, etc., are giversime name as harmonics 1 and 2 (that is,
C).
2. Notes corresponding to harmonics 1 and 3 (&peff' apart) are considered very affine or
consonant between them. This is also applicabh@tmonics 1 and 6, since harmonics 6 and
3 show the ratio 2:1, and therefore they are gthersame name (in this example, G).
3. Notes corresponding to harmonics 1 and 5 (am34j@apart) are also considered very
affine or consonant between them (although to selesxtent than harmonics 1 and 3). This is
also applicable to harmonics 1 and 10, since haicad® and 5 show the ratio 2:1, and
therefore they are given the same name (in thismplg E).
4. Notes corresponding to harmonics 3 and 5 (amé&japart) are also considered affine or
consonant between them. This is also applicabtatmonics 6 and 10, for the reasons just
given.

Consequently, apart from the unison and the octheeonsonant intervalsvill be
the perfect B, the major 3 and the major'® Theinversion of the interva)svhich is
achieved by changing one of the notes an octavesghe perfect” minor 6" and minor %
intervals, respectively, being all of them consdreewell. The rest of the intervals are
consideredlissonant Therefore, in the harmonic series considered @abibne intervals
between any two of harmonics 1-C, 3-G, 5-E are a@oast, while the intervals between 1-C
and harmonics 7-Bb and 9-D are dissonant. Thisasd¢ason why harmonics 7 and 9 are
represented in different colour in Fig. 1.

Major chords, keys and scales

A major chordis formed by the first 3 notes, different amongnth of a harmonic series.
Thus, the C major chord is formed by harmonics B-G, and 5-E of C. It is simply
represented by C. Since the 3 intervals formed gntioe notes of a major chord are
consonant, the chord is consonant, too.

A major keyconsists of the notes of 3 major chords, one feéhand the other two a
perfect 8" above and below it. We can obtain the last 2 chaith the Musical Abacus by
simply rotating the plastic disc (with respecthe tardboard disc) one step to the right or one
step to the left, respectively. For example, if teatral chord is C = {C, E, G}, the other 2
chords will be G = {G, B, D} and F ={F, A, C}, reectively. Then, the C major key consists
of the notes of these 3 chords, which are 7 (appigrehey are 9, but 2 of them, C and G, are
repeated). Fig. 1, upper area or “Major key” astmws the name of the key (C mayor), the
names of the 3 chords (F, C, G) and, just beloanthtes forming them. In the case of chord
G an extra note is added, the one corresponditigetoext harmonic in the series of G, that
is, 7-F, which also belongs to C mayor key. Thia tcommon practice and the resulting chord
is called Gdominant seventtbecause note F forms an interval of (mindtwith theroot of
the chord, G. As this interval is dissonant, therdhs dissonant, too. It is represented by G7.
If we try to do the same process with chords F@nae would obtain the extra notes Eb and
Bb, respectively, which do not belong to C mayoy.Keherefore, it is not so common to add
them to the chords and they are not included in Eighus, thenain chordsn C mayor key
are C, F and G7, as shown in Fig. 1.

If we sort the notes of a mayor key by their piah obtain the correspondimgajor
scale In our example, the C mayor scale will be forrbgdotes C, D, E, F, G, A, B. It can
be seen in Fig. 1, left area or “Major scale” arglagre theTonic of the scale, C, is repeated
at the end, as it is usually done in practice.dfagsign Roman numerals to these notes,
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starting from I, they will define thdegreef the scale. The root notes of the main chords
then correspond to degrees I, IV and V, as itdécated just before the chord names.

Intervals, tetrachords

An interval is the distance in pitch between 2 notes, and @éheyyamed by a number and a
quality. The quality of an interval is based on sticture of the major scale, so that all
intervals between the tonic and any other notlai $cale are perfect or major. Taking these
kinds of intervals as a reference, the other kofdatervals (minor, augmented and
diminished) are easily defined. The Musical Abagives the information on intervals along
with the major scale (Fig. 1, Major scale areapvahg the intervals from the tonic to the rest
of the notes in the scale.

The notes of a major scale can be grouped inédrdchordswith the same intervalic
structure, which is WWH (W stands for Whole sted &hstands for Half step), the distance
between the 2 tetrachords being W. This fact alltmxsonnect any major scale with other 2.
Thus, for example, in Fig. 1, Major scale area,Ghmajor scale is divided by a line into
tetrachords {C, D, E, F} and {G, A, B, C}. When abing the plastic disc one step to the right,
the 2 tetrachord of C major becomes thétdtrachord of G major. And, when rotating it one
step to the left, theitetrachord of C major becomes tH& @trachord of F major. This way,
the major scales (and so, the keys) are sortea:tigqt &' or, in other words, according to the
cycle of fifths

Minor chords, keys and scales

For any given note, a major chord can be obtaiyesliperimposing a mayof“®n it, and
then a minor 8 on the note thus obtained. But, if we first SupEOse a minor'3and then a
mayor 37, the result is another consonant chord:ntfieor chord For example, the A minor
chord is formed by notes A, C, E. It is represemigdm. Since the 3 intervals formed
among the notes of a minor chord are consonanthbel is consonant, too. As has been
seen, a minor chord is obtained in an artificialwtaat is, not following a harmonic series.

Similarly to the major key, minor keyconsists of the notes of 3 minor chords, one
central and the other two a perfettdbove and below it. Thus, the A minor key will sist
of the notes of chords Am = {A, C, E}, Em ={E, 8} and Dm = {D, F, A}, which are 7
notes (apparently, they are 9, but 2 of them, AlBnare repeated). These notes, sorted by
their pitch, are: A, B, C, D, E, F, G and make I torrespondingatural minor scaleNote
that these notes are the same as in the C majpséatyis said that C major and A minor are
relative keygo each other. In the Musical Abacus, every twatnee keys are shown
together. For example, Fig. 1 shows simultaneoGstyajor and A minor keys. When we are
interested in a minor key, it is preferable to ttirea whole Musical Abacus ninety degrees
counterclockwise, so that the “Minor key” arealftigrea in Fig. 1) moves to the upper area
and the “Minor scale” area (bottom area in Figmbyves to the right area.

The natural minor scale has, however, an inconneeiethe distance between its VIl
and VIII degrees (notes G and A in the last exajnpla whole step instead of a half step, as
occurs in a major scale. This results in that tHed€gree does not show “attraction to the
Tonic”, which means that when playing this scald passing from the VII to the VIl degree,
it does not produce the psychological sensatidraging reached the end of the scale. To
avoid this inconvenience, it is common to raisak $tep the VII degree (giving G#), which
results in thénarmonic minor scaleThis is the most used version of the minor saaleshich
the minor chord Em = {E, G, B} is turned into thejor chord E = {E, G#, B}. And, as in the
major key, it is common to add to this chord thent@nic 7 of its root (in this case, E), that is,
note D, which also belongs to A minor key, givihg 7 chord.
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The harmonic minor scale has, nonetheless, a furibenvenience: the interval
between its VI and VII degrees is an augmenfépvehich produces a strange and unnatural
effect, for it is a too big interval to be betwder consecutive degrees. So, sometimes the VI
degree is also raised a half step (giving F#), #ukging this problem and resulting in the
melodic minor scaleNow, as raising the VI and VII degrees is onlydegkin the ascending
scale, but not in the descending, we find two déife versions for this scale: Irckassical
context, it is usually understood that the meladinor scale is that having its VI and VII
degrees raised a half step in the ascending dealeng the descending unmodified (that is,
equal to the natural minor scale). On the othedhamamoderncontext, it is usually
understood that the melodic minor scale is thatrtpis VI and VIl degrees raised a half
step both in the ascending and descending scales.

Fig. 1, Minor key area, shows the name of the Kegn(nor), the names of the 3 main
chords in the corresponding harmonic minor scala,(Bm, E7) and, just below, the notes
forming them. Additionally, the Minor scale areawls the natural minor scale, with the
tonic, A, repeated at the end, as it is usuallyedarpractice. Next to it, directions for
obtaining both the harmonic and the melodic mimales are given (in the last case,
including both the classical and the modern vesiofs in the major scale, if we assign
Roman numerals to these notes, starting from Y, Wik define the degrees of the scale. The
root notes of the main chords then correspond goedss |, IV and V, as it is indicated just
before the chord names.

Similarly to the major scale, the A natural minoale is divided by a line into 2
tetrachords. In this case, however, their intecvstifuctures are different, so minor scales
cannot be connected in the same way as major scales

The rest of the keys, key signatures, order of shps and flats
The rest of mayor and minor keys and scales a@grdut by rotating the 2 discs of the
Musical Abacus between them. As explained abowg; #ine sorted according to the cycle of
fifths. For example, Fig. 2 shows the Musical Almguthe D major / B minor position. On
the upper right area or “Key signature” area, thber and kind of accidentals for these
keys are shown (2#). And, in the central areagtiean arrow showing the notes affected by
these accidentals, which are F (the first notéénseries) and C (in general, the rest of notes
up to the arrow). This means that these notes ehemg# and C#.

Logically, in Fig. 1 the Key signature area is lidabecause C major and A minor
keys have no accidental. In this case, the arrowvisd central area indicate tbeder of
sharps and flats
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Figure 2. The Musical Abacus in the D major / B aniposition.

Conclusions
