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SPOKEN PAPERS



MUSIC IN SCHOOLS AND TEACHER EDUCATION COMMISSION [Mistec]

Music Making at the Center of the Academic Curriculum
Frank Heuser

Pedagogical Background

Although considerable rhetoric exists regarding the centrality of music to a comprehensive education, few
secondary schools require serious music making of all learners. RAA is an independent public school at which all
students participate in embodied artistic learning activities. Music instruction differs from traditional secondary
schools in that 1) all students sing, 2) required instrumental instruction focuses only on strings, 3) performances are
student lead, 4) competition is avoided, and 5) students at different levels of accomplishment perform together.
Additionally, academic instruction takes place in a common open space.

Aim

Academically, RAA provides a school-wide classical curriculum delivered in mixed-age groups. Artistically,
professionally-guided performing arts training contributes to a cohesive school culture. This paper examines how
the juxtaposition of intensive music making with challenging academic studies provides learning experiences that
stimulates intellectual curiosity and artistic discernment.

Method

This descriptive study uses interviews of administrators, faculty, students and parents to investigate the following
questions:

1. How do artistic expectations of this program relate to and impact academic learning?

2. How does the open classroom facilitate academic success?

3. How does the philosophy of the school nurture curricular and artistic change?

4. How does the integration of artistic practice into the academic life of the students differ from and inform
emerging concepts of arts integration?

Results

Learning to perform together requires careful individual and collective attention to rhythm and time. By learning
togetherin time, individuals become responsible for nurturing the abilities and capacities of their peers and students
become increasingly aware that their emerging capabilities as autonomous artists and scholars must responsibly
benefit the entire learning community. This supports McNeill’s (1995) suggestion that coordinated rhythmic
movement has functioned as a powerful socializing force in human history.

Conclusions

Although the artistic and academic aspects of the educational environment at RAA complement each other, the
curriculum is not conceived as an arts integration approach to learning. Instruction in each art remains autonomous
but the open educational environment allows lessons acquired in all disciplines to complement and enhance every
aspect of learning. The acquisition of very specific musical outcomes central to most music education settings are
not a driving force. Instead, the embodied music making required of all students engenders a capacity for
cooperation and stimulates intellectual curiosity. This investigation suggests that incorporating music making as a
central part of a school’s curriculum contributes to the creation of an inspiring learning community.

Hearing and Making Music with Understanding
Pamella Rodrigues

This research in the area of music education was written under the theme “The development of music perception”.
This is a diagnosis of the development of musical perception of undergraduate students in music and a indication of
software for overcoming difficulties. The guiding question of this investigation is “How is the development of music
perception presented in teachers under graduation?”” The objective was to diagnose the development of music
perception in students of music. This research is justified through the contribution to the development of music
comprehension in the future of music teachers’ graduation. Furthermore, in terms of teaching resources, the
computer has been configured as a tool for the future professional, in the technologies which he/she will deal in the
world of work. As the principal theoretical base, It was used the “Principle of Audition” proposed by Edwin Gordon
(2000) in his “Music Learning Theory”. The research was developed through the case study of the subject
“Perception and Analysis I” (“Percepcdo e Andlise I””) in the first semester of 2012 at the Faculty of Music in the
University of Pard (UEPA), involving the students and the teacher. This study was based on three sources of
evidence: documentation, participant observation, and interviews with students of the discipline. The data was
collected from the observation registered in records of classes and interviews. The results showed interest, learning,
necessities and difficulties which ended up the indication of a software for the development of the music
perception. The research dealt with the development of musical perception from the theoretical foundation of the
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development of perception in music learning and in this context, the use of the computer; of Degree in Music:
contextualization of the discipline "Perception and Analysis 1"; the teaching and learning in the discipline
"Perception and Analysis I". It presented the reality of the students with this discipline answering the questions:
Who are the students? What were their courses in music life? How was the continuation of studies? What are the
difficulties and facilities in the disciplines of the course? What are the difficulties and facilities in "Perception and
Analysis I"? Finally, the software was identified for the development of musical perception of music teachers in
higher education. The research also intended to point out emerging issues which identify directions for further
investigation in a future study.

Musical Composition, Interpretation and Listening: A Semioethic Approach to Teaching Music in Primary School
Liana Serodio

Based on Bakhtin's philosophy of language and music as one of the languages of single individuals in socio-cultural
relationship, supported by triple function of narrative writing - as (self) training, as an everyday teaching recording
and as a genre - the search enters the field of semiotics or listening semioethics ponzio-petrillian, interconnected
with global semiotics and cognitive-aesthetic-ethical principles, in order to reveal the respondent comprehension
interpretant, the unique single individuals relationship, composers of his own formation.

The music musical-educator role is privileged due the attrition/sliding between languages and different species signs
(verbal, symbolic; musical, iconic) both drenched in ideology and culture. It is in this way that the specie specifica
human modelling primary system and its fundamentally cognitive iconicity musical sign become the basis for the
respondent interpretation of the student learning, contained in the musical compositions resonance by morrisian
semiosis analytical tools: syntactic, the relationship between signs; semantics, the relationship between the music
and its objects; pragmatic, the relationship between musical signs and its purpose.

Musical compositions are the didactic activity on the elementary school (8/9 years) music education. The proposal
was that each child make a theme for the character chosen in a literary work. Secondly, in pairs, the characters
"were placed to dialogue" musically. The kids had all the instruments at the disposal to choose.

One of the research lessons is otherness listening, listening on listening to the other makes on itself, expanding
engagement with the lived reality and allowing the aesthetic enhancement of didactic activity product ethical
experience, as implied relationship between art and life are mutually responsible for each other (for both students
and teacher). Another finding generated on the same principles, are the “impossibility” of indifference toward the
concrete other, as “unindifference” toward the other, borne on relational realities, like listening, conflict and
dialogue, concluding that if we constitute ourselves with the languages and signs, then, the other, as well as myself,
constitute each other with their own languages and signs, too. So, the listening may be a responsive one,
dialogically. Yet another way, it becomes possible to trust the student like a learning individual, beyond what a
teacher can teach, whom, from this experience will never be the same, nor their classes. Your listening may not
respond to the music that makes the student, but respond to the student that makes its music.

Building on an Arts-anchored Connected Curriculum: The Expanded Learning Space
Alfredo Bautista

Artistic practice in the 21st century has blurred boundaries between artistic forms as well as between academic
domains. It is common for contemporary artists to utilize materials, tools, working techniques, and ideas from
multiple disciplines, as well as to engage the audience in conversation, critique, and knowledge creation. A similar
approach to artistic education has been recently adopted in some schools around the word, where teachers from
different art forms draw from a wide range of fields and practices to expand students’ learning space, working
collaboratively to educate the young-artist-to-be.

The present study was conducted in an independent pre-tertiary specialized arts school in Singapore. The school
offers an innovative 6-year education program in and through the arts to 13 to 18 year old students. A diverse pool
of students is selected for the potential of an art form through the direct school admission scheme, rather than
using the high stakes examination score as a single admission criterion. The school adopted Perkin’s idea of a
“connected curriculum” as the framework for its curricular initiatives. Faculty consists of academic and practicing
artist teachers. They work together in designing interdisciplinary activities that make explicit the links between
content areas traditionally taught in isolation, using the arts as transversal axis.

The goal of this presentation is to illustrate how the vision of a connected curriculum can be enacted in an arts
school setting. We analyze how a music teacher collaborated with teachers of other art forms in crafting and
implementing a connected curriculum, and how they designed an interdisciplinary activity that linked concepts from
a variety of art forms such as music, theater, dance, and the visual arts. In our presentation, we will share analyses
based on curriculum networks, teacher interviews, and student-teacher classroom interaction. Our evidence
indicates that the school’s educational approach fosters high levels of student motivation for learning as well as

5



increased quality of thinking and creativity. Moreover, the vision of a connected curriculum seems to have fostered
teachers’ motivation and also given them the freedom and time to experiment and refine their curriculum units, as
well as to re-examine their classroom practices. Finally, designing a connected curriculum seems to have helped
teachers build a strong sense of fraternity and professional community. Based on our findings, we conclude that
contexts for curriculum innovation have potential to promote multiple forms of art teachers’ professional learning
and growth.

High School Choral Practice: Challenges to Music Education
Agnes Schmeling, Lucia Teixeira

In this communication we show an experience of choral practice with teenagers, students from technique high
school, as complementary activity to regular high school, in Federal Institute of Education Science and Technology
of Rio Grande do Sul (IFRS), campus Osdrio, in Brazil, as a way to adequate the new law 11.769/08, which introduces
the music as a required subject in schools. Based on the Sociology of Music Education, pedagogic actions are
reported, which recognize the students’ musical socialisation circumstances, considering sociocultural shapes and
aesthetics around them, and the ways they relate themselves with music (Souza, 2000). In these activities, songs
familiar to the students’ everyday life are taken and proposed as vocal music re-creations in groups, in the sense of
valuing their own music-cultural practices and understanding of sense relations they establish with these practices
(Kraemer, 2000, p. 66). The IFRS choir, campus Osdrio, is an extent activity offered to students from integrated high
school of Informatics and Administration. Nowadays the choir is integrated by thirty adolescents from 13 to 17, and
by a band also formed by students from the courses already mentioned. They play acoustic and electric guitar, bass,
percussion and keyboard. The work is developed twice a week, during lunch time. The students are not selected,;
they participate only if they are interested in vocal music activities. The rehearsals started in May 2013 with a chat
to introduce themselves (their names, the place where they live, which course they are attending, etc.), about music
they like, their music experiences, their knowledge about choral singing, their expectations related to the activities
and songs they would like to work on. The majority likes listening to pop and rock, but MPB (Brazilian Popular Music)
was also mentioned. Everybody came because like music, some play guitar or percussion; most of them like to sing
along with their favourite singers and songs, and others came to “learn how to sing”. Referring to choral singing
they do not have any experience. The comprehension of students involvement with music in their everyday, could
serve as categorical pedagogic orientation to music/conductors teachers trying to approach music classes and choir
rehearsal to the students interest and demands by raising awareness about a variety of contents and putting in
perspective “aesthetics ideals and values” (Souza, 2000).

Coroscenico: Active Learning Music
Maria Grazia Bellia

The choral education in schools must promote the participation of all in rewarding musical experiences : an
opportunity for personal growth and relationships. The choral practice for all must adhere to these purposes. In the
absence of teaching choral work that promotes an active and cooperative choral learning , you run the risk that the
school choirs dot on a small number of pupils more "gifted" to represent the image of the school. As part of the
choral teaching is not sufficiently clear whether and what role can the cooperative learning of choral singing and
what the benefits may arise from the work among peers (Vygotsky, 1934)

Aims

In an effort to innovate traditional teaching methods in favour of one that promotes the active and cooperative
participation of the singers in the process of song learning. Coroscenico proposes a rethinking of the traditional
choral practice. The score becomes an open problem to be solved (problem solving). The director becomes a
facilitator of the learning process. The choir becomes a research community. The lesson is a learning environment.
Coroscenico promotes the use of natural movement that through gesture and voice activated spontaneous actions
of dramatisation in a scenic area

Method

Subjects: Children aged between 7 and 9 years attending school hours in an elementary school in Rome.
Procedure: the children were invited to create a choral performance after a choral piece of medium difficulty. The
children worked in small, heterogeneous groups (peer education) and together with the choir director [researcher.
The children were asked to use their voice and movement and to work within the scenic space.

Materials: voice, masquerade costumes, masks, mp3, camcorders, digital audio recorder .

SYNTHESIS

Each meeting was verbalised and videotaped. Questionnaires were given to families, children and teachers. The
collected data were analysed according to a grid prepared by the researcher. The choir director | researcher
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observed: organisational arrangements, the relations vocal gesture  movement, the terms and amount of children's
interactions with each other; cooperative learning effectiveness of singing; expressiveness of choral singing.
CONCLUSIONS

The results corroborate the effectiveness of the use of space and movement in the learning process of choral
singing. The scenic space helps to activate dramatised versions of the song encouraging the participation of all.

Darwin, Grainger, Blacking: Implications for The Curriculum
Nicholas Bannan

Theoretical background

Contact between European explorers and non-Western music (e.g. Drake 1580; Cook 1772 -75; Darwin 1831-6)
informed the emergent view that music is a human universal. Both this position and the musical practices of non-
Western cultures were savagely attacked on grounds that we would now consider racist. A robust theoretical
approach to music as a component of evolved human behaviour nevertheless developed in the wake of Darwin’s
theories, which included the view, embraced by the philologist von Humboldt and the acoustician Hemholtz, that
music predated language in human development.

Focus of the paper

The paper explores the historical development of this theme from Darwin to the present day. The developing
evolutionary model for thinking about the role of music in culture underpinned the development of systematic
ethnomusicology (Sachs; von Hornbostel), and was highly influential on the ‘commonsense view of all music’
expounded by the Australian composer Percy Grainger.

Method employed in the paper

The specific nature of Grainger’s approach to the universality of music, revealed through the commentaries of John
Blacking, will be examined.

In a series of radio lectures broadcast in his native country in 1934, Grainger set out a theoretical framework for
thinking about music as a universal, seeking out and illuminating parallels and archetypes that permitted links to be
heard and explored between the musical works of cultures widely separated in geographical location and historical
chronology.

The British social anthropologist and composer John Blacking returned to Grainger’s 1934 radio scripts in his book
of the same title in 1987. Blacking’s extensive commentary on Grainger’s ideas, embracing also his own convictions
about the universality of human musicality arising from his work with the Venda people of South Africa, has
implications for the advocacy and practices of music education that have yet to be fully realised.

Conclusions and Implications

Interpreting this position in the 21st Century classroom requires us to establish in music the

same focus on creativity, on the capacity of each student to express themselves as individuals in sound, as is
traditionally the mean by which art and drama are taught. Only through developments in pedagogy informed by
opportunities to interact within the medium of music to the unfamiliar, and to respond to its potential to enrich
what is already known, can students and teachers of the future put into practice the conference theme: Listening
to the musical diversity of the world.

Listening to the Voices of Change and Tradition: Forging New Pathways in General Music
Brent Gault, Carlos Abril

Many distinct approaches to teaching general music have shaped teachers’ understandings of music teaching and
learning, and informed their practice. These approaches resonate with music teachers, many of whom enrol in
graduate study or specialized courses, attend annual conferences, and participate in professional development
workshops to further their understanding. Curricular materials such as books, recordings, and music have been
developed to support the distinctive aims of each approach. For many, these approaches become a part of their
professional group and individual identity. A benefit of teaching from a specific approach could be that it provides
purpose, direction, and a distinct framework from which to design instruction.

A problem arises, however, when teachers choose to utilize a given approach blindly, without thoughtfully
considering its role in the curriculum and its potential to meaningfully engage children in music learning. This is
something Regelski (2004) has labelled “methodolotry,” that is the unquestioning devotion to a given way of
practising music education. Long before him, John Dewey warned educationists that “any theory and set of
practices is dogmatic which is not based upon critical examination of its own underlying principle” (1938, p. 22).
These are reminders that while we should know about and learn from the pedagogical ideas of the past, we must
do so with thought, intent, and a reflective frame of mind. Important approaches to teaching general music, both
new and old, must be understood, critically examined, and re-imagined for their potential in school and community
music education programs. This is especially true in the current educational landscape, where educators in all
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disciplines have been asked to examine curricula in order to determine the most effective and meaningful ways to
educate children.

The focus of this paper will be the tensions that exist between traditional approaches to general music and current
educational and societal realities. The authors will describe some of these tensions and examine possible resolutions
that allow for the inclusion of traditional approaches in new and unique ways.

The Contribution of PONTES Approach for the Development of a Positive, Social and Customized Music
Educational Practice
Alda de Jesus Oliveira, Vilma Fogacga, Zuraida Abud Bastido

A qualitative post facto analysis of fifteen research studies results related to the articulatory pedagogic
competencies (by music teachers pointed by the PONTES Approach - PA) are important to be developed for the
effectiveness of the learning and teaching processes in music, since teachers may enhance positive, customized,
creative and socio-cultural musical experiences with students at elementary level schools. Although some more
discussion and systematic testing is needed in relation to the PA, the qualitative studies developed indicate a teacher
education tendency to confirm the value of this approach and its related studies’ data to a continuous teacher
education. Authors recommend the application and development of the pointed competencies and related skills of
positivity, observation, naturalness (teacher’s professional roles in a specific sociocultural context and psychological
preparation to deal and connect to students and the school contexts), techniques (special didactics to build bridges
between the matter to be taught and the previous experiences of the students), expressivity (to be able to express
himself in music, in speech, in actions, in other arts) and sensibility (to be open to the music that come from outside,
from the students, from the different music cultures). Authors defend a reflexive and articulated pedagogic music
teaching may contribute to and promote a continuous development of music teachers aiming a socio-cultural,
musical, effective, problem-solving and customized music educational praxis.

Pedagogical Assumptions of Paulo Freire: An Investigation into the Repercussions of the Proposals in Music
Education
Mariliane Dessotti

This research dealt with the repercussions of the thoughts of Paulo Freire (2011, 1996, 1992, 1987, 1983, 1980) for
pedagogies in music education. The research questions: Are there musical pedagogical proposals that guide the
pedagogy of Paulo Freire? Are there relationships between the proposed Freire and music education? Are there
possible dialogues between the proposed Freire and methodologies in music education? Methodologically, for its
realisation, the research assumed a qualitative approach (Denzin & Lincoln, 2006) and the method of literature (Gil,
2010). For data analysis we used content analysis (Bardin, 1977). Researching proposal Freire and popular education
horizontalizing it with music education sought to establish connections between their method of literacy and
teaching music. Thus, it is understood to be possible to investigate the pedagogical assumptions of Paulo Freire and
the proposals in music education. The music, meanwhile, integrates culture and human being can create and
recreate the world through different cultural manifestations. So music is a cultural language in which social groups,
more diversified, express themselves and communicate through them. It is understood, therefore, that music
education can move forward with this research, considering the legacy of Paulo Freire for education in Brazil and
the world, and especially for this investigation, with a view to music education.

The Practice of Choir Singing in two Educational Institutions in the Promotion of Cultural Diversity: Brazil - Russia
Ekaterina Konopleva, Brasilena Gottschall Pinto Trindade

This work presents a case study on the promotion of cultural diversity in the practice of choral singing in two
institutions for training of music educators: Evangelical College of Salvador (Brazil) and the College of Arts of Syzran
(Russia). Its objectives were: to select two choral works of two contemporary composers of Brazil and Russia, to
study the selected compositions in two Choral Groups, and to reflect on the ways of promoting cultural diversity.

The Universal Declaration of Cultural Diversity reaffirms: “that culture should be regarded as the set of distinctive
spiritual, material, intellectual and emotional features of society or a social group, and that it encompasses, in
addition to art and literature, lifestyles, ways of living together, value systems, traditions and beliefs” (UNESCO,
2002, p. 2). Continuing, UNESCO aims to promote actions leading “to greater solidarity on the basis of recognition
of cultural diversity, of awareness of the unity of humankind, and of the development of inter-cultural exchanges”
(UNESCO, 2002, p. 2). The Tenth Mission Statement of the International Society for Music Education states “the
richness and diversity of world music constitute a cause for celebration and an opportunity for inter-cultural learning
and for increasing the understanding, cooperation and peace internationally” (McCarthy, 1994, p.178). The music
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education in Brazil also encourages the promotion of cultural diversity through the teaching of Art and Transversal
Themes in basic education (Brazil, 1997, 1999, 2002).

In this case study, we selected the following choral works: “The Sea” by Brazilian composer Dorival Caymmi and
arrangement by Lindembergue Cardoso, and “Carousel” by Russian composer Victor Konoplev and text by Federico
Garcia Lorca. After agreements, the two Choral Groups received the copies of the musical compositions,
accompanied by the basic information. During two months of work, these groups have conducted theoretical and
practical musical studies, considering different artistic, cultural, educational, historical and social contexts of the
two countries in focus.

As aresult, we have accomplished musical performances, contextual studies, and exchanges of knowledge among
the teachers, conductors and students from both of the countries. We made a conclusion that the realisation of this
case study was very significant, by enabling the practice of choral singing contemplating varied knowledge of music,
of the composers and of the two countries. We suggest that in the formation of future music educators the need
of structuring the purposes of teaching music, its materials and approaches is imperative. We understand the
importance of music also in terms of cultural diversity as one of the ways to promote a citizenship.

Music Through Choir Practice: the Art of Singing and its Contribution to the Youth and Adults Education
Acenisia de Azevedo

Music teaching contributes to the learning process and human development of Basic Education students. This way,
it is testified that, in educational institutions, this artistic activity plays a supporting role in the student’s integral
formation. Music modalities can contribute to students’ human development in several aspects and choir practice
is one of these modalities. Youth and Adults Education is a segment of Basic Education which cooperates to the
learning process of the subjects whose rights have been historically denied. Due to cultural plurality and diversity,
this segment becomes one of the culminating points of this research. Its main goal is to present the contributions
of music teaching through Choir Practice to the learning process of Youth and Adult Education students. In order to
achieve such goal, information was collected through experience reports and interviews of choir members/students
and music teacher who works as choir conductor/educator in a public school belonging to Official Educational
Network of Salvador City, Brazil. According to the reports, choir practice contributed to the learning process in
social, musical, cognitive, behavioural and therapeutic ways. It is important to highlight that musical and social
aspects were the most reported by the subjects of this research. This study also proved that choir practice has also
contributed to the contents of other subjects such as Mathematics, History, Geography and Portuguese Language
in a transversal way. Furthermore, it helped developing students’ creative desires, aesthetic perception, autonomy,
criticism, motivation and self-esteem through the musical experiences the conductor/educator motivated, allowed
and stimulated. This research also revealed that music is able to sensitise, reveal, express intentions of the subjects
of this research as well as their ideas and thoughts according to their daily reality. Therefore, this research leads us
to the conclusion that choir practice is important as a musical agent which allows positive alterations in several
aspects, considering Youth and Adults Education students’ context and reality. It is necessary to propagate broadly
the importance of choir practice to Basic Education through proposals, projects and pedagogical plans which will
favour music teaching for all with choir practice as one of its modalities.

The Teacher and Singing Teaching in Elementary Schools
Marisleusa de Souza Egg

Researchers in music education have pointed singing as an activity present both in school practices and music
classes. However, singing has been underused in teaching and learning situations, for example, to explore aspects
of music or other various forms of vocal production. This can be explained by the kind of training offered to teachers.
On the one hand, generalist teachers have little access to musical training and, on the other hand, in music teacher
education programs in Brazil the focus on singing is almost always aimed towards choir practice. The object of this
research was music lessons in accordance with the public school curriculum. We intended to investigate how the
processes of teaching and learning of singing was developed. The observations, videotaped, were held at 2012 with
two classes of 6th grade, with students of average age between 11 and 13 years. Furthermore, we performed a semi-
structured interview with their music teacher. All the recorded material was later transcribed. The analysis was made
according to subjects of common content, such as: repertoire, musical content, flute playing, singing, musical and
technical aspects, teacher and students. The lessons were based on a textbook that offers learning music by singing
and flute playing. So, singing was a pedagogical tool used at all lessons observed. On the one hand, teachers used
the singing voice to demonstrate examples of musical concepts. On the other, students learned by singing the songs
they were playing on flute. More specific questions were also analysed, as the vocal performance of children, the
relationship between their use of the voice when singing spontaneously and when following the teacher as a model,
vocal comfort regarding tonalities, tessitura, vocal range and repertoire. The teacher’s vocal presentation showed
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the necessity of having special training to work with voices of children, which should start with development of
his/her voice as a paragon. This leads us back to the discussion about teacher education programs that do not
prioritize the study of the voice of the child, neither the development of student teacher’s own voice. Specific skills
are necessary so that the performance of singing activities in classrooms may end up as a positive experience with
significant results on improving voice quality. This study confirms the need to expand research in everyday
classroom activities and that it’s requisite to invest in initial and continued training of teachers who are working with
music in elementary schools.

Revisiting Pedagogical Practices in Kodaly-Based Teacher Education Programs
Donna Gallo

Zoltédn Kodaly’s goal for inspiring students to pursue music as a life-long endeavor continues to be a prominent aim
for music educators. The pedagogical pathways to reach this aim, in theory, align with contemporary visions for
student learning. Using vernacular music as a foundation for building understandings and extending that
knowledge to learning unfamiliar repertoire, likely satisfies students’ musical curiosities. However, as Kodaly-
inspired educators focus on the intricacies of developing curricula and lessons - namely, sequencing musical
concepts from simple to complex using various folk and traditional songs as foundational material—researchers
have found that these practices tend to broaden the gap between formal music education and children’s musical
engagements outside of school. How then, can Kodaly’s pedagogical approach play a role in sustaining, enhancing,
and progressing school music programs?

In this paper, | examine the Kodaly approach through a critical lens, offering a contemporary vision for the
application of Koddly-inspired techniques in school music through teacher education programs. The following major
principles serve as a springboard for rethinking Kodaly-inspired pedagogy: 1) the use of students’ “musical mother-
tongue” as repertoire to engage their hearts and minds; 2) cultivating aural and notational music literacy through
highly sequential processes; and 3) developing children’s singing voices as the predominant means to attain musical
skills and understandings. These three principles are reconceptualized within the context of a two-week Koddly-
based summer course. Participants are encouraged to situate their classrooms as musical communities, offering
children opportunities to share music from their socio-cultural worlds while also experiencing unfamiliar music and
musical practices.

Teachers are challenged to extend the traditional conceptions of vernacular music in Kodaly-based literature to
understanding the cultural richness of their students’ musical interests and involvement outside of the classroom.
Authentic music making practices such as using technological tools to recreate the timbres and production effects
found in popular music are introduced in the course as alternative ways to facilitate music learning. Music literacy is
redefined as a holistic concept that encompasses a range of musical behaviors and processes extending beyond the
traditional emphases of building melodic, rhythmic, and harmonic skills. Although this paper highlights the work of
teachers in a two-week summer course, implications for preservice music teacher education and professional
development experiences for inservice teachers are discussed.

The Survey of The Influence of Kodaly Teaching Approach For Music Teaching In Beijing Primary And Secondary
Schools
Honglai Liang, Yan Yan

The Kodaly Teaching Approach has a broad impact in Chinese mainland since it was introduced into China in 1980s.
Whether this teaching method can play a positive role in Chinese basic music education practice or not? Whether it
can match the actual demand of Chinese music education? For this purpose , the author visited Kodaly Music
Education Committee of Beijing Musicians Association and conducted an investigation into twenty schools,
including aspects as current situation of music classroom teaching, teacher source, use of teaching materials,
teacher training, the change of teachers' teaching ability, the change of teachers' teaching practice and their
understanding of music teaching . What’s more, The author had an in-depth analysis of promotion of Kodaly
Teaching Approach in the music teaching of the primary and secondary schools in Beijing and the role that Kodaly
Music Education Committee of Beijing Musicians Association plays in the promotion process. The research suggests
that Kodaly Teaching Approach combined with traditional music education of China plays a very active role in
Chinese basic music education.

Sound Creation Through Speech Exploration: A Brazilian Experience in an Undergraduate Music Course
Maura Penna

This paper presents the process of collective sound creation developed in classes of Oficina de Musica (Music
Workshop) in a Licenciatura em Mdsica (Bachelor of Music Education equivalent) at a Brazilian university. The
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creative practice developed is connected to the streams that renewed classical music in the 20th and 21st centuries,
expanding the musical material and proposing new ways of organising sounds, even including the creative
participation of the performer. In this context, the pedagogical practice developed in the classes is based on
exploratory and creative work, so that music is built by the student's action over the sound material. As part of the
proposal for sound creation, we work with rhythmic speech exercises, consciously exploring previous experience
of metrical rhythm and also the fact that verbal language is used in daily life significantly. Speech allows rhythmic
work and superposition of voices using recited or intoned texts, without worrying about harmonic combinations,
so that musical and expressive results can be easily achieved, even in polyphonic constructions of some complexity.
These creations can involve variations of intensity and timbre, also exploring compositional elements and principles,
such as theme, variation, repetition, contrast, etc. Therefore, through exercises of rhythmic speech, significant
musical creations with an esthetic and expressive character can be produced even in the first improvisations. In this
process, the recording and immediate hearing of sound experiences carried out in class allows evaluating the
results, thus contributing to their improvement. Further, the scope of sound and musical materials that are explored
is expanded to encompass non-metric moments, textures and the research of sound possibilities of the body, the
voice and different objects. As the creative process reaches compositional characteristics through greater
intentionality and planning, a graphic registration of the musical idea becomes necessary through the drafting of a
score with alternative notation. The first collective compositions are conducted by the teacher and the solutions
that are proposed are performed and recorded, so they can be progressively adjusted by the group until reaching a
collectively accepted version. As an example of this process, we describe how a creative activity was developed, in
small groups, based on the poem Trem de Ferro (Iron Train), by Manuel Bandeira (a Brazilian modernist poet), and
then, based on these creations, the class prepared a collective composition using elements explored by different
groups. We conclude by stating the potential of speech as a tool for music education.

Stomping in a Singapore Secondary School Music Classroom - A Case Study
Hoon-Hong Ng, Lum Chee Hoo

The Images of Practice in Arts Education in Singapore - a case-study research project under UNESCO-NIE Centre for
Arts Research in Education — web-documents good pedagogical processes employed by arts educators working in
Singapore schools to inform and promote exemplary arts teaching practices in Singapore through the collated
resources and pedagogical insights. One of the case studies focuses on how composition, improvisation and
performance were taught and facilitated in a secondary school through a 10-week Stomp module, inspired by the
musical of the same name. The proliferation of Stomp-like teaching ideas, especially in the use of everyday items to
create rhythmic performance in Singapore’s General Music Programme (GMP), results in a rather loose and
ubiquitous use of the word “Stomp” to describe music lessons involving anything from clapping a few fixed rhythms
to an open-ended project in which students create their performances with minimal teacher instruction and
facilitation. This results in mixed levels of success in attaining musical learning outcomes, as well as varied levels of
intensity and depth of student learning, where the final Stomp compositions and performances, if any, are often of
very uneven quality, which reflects the quality of students’ learning. This is often due to the diverse musical
knowledge and skill levels, preferences and social backgrounds of the GMP students, and the teacher’s difficulty in
responding to these diversities within curriculum time. In this case study, the Stomp module involves an extensive
and integrated approach to music learning involving a combination of Non-formal teaching and Informal Learning
(Green, 2008), where listening, composing, improvising and performance come togetherin the Immersed Approach
to curriculum planning (Campbell, 2009, p.322), to achieve a high success rate of quality Stomp performances across
the whole class. This is accomplished through motivating and engaging the students, drawing upon and working
with their diversities, as well as using effective scaffolding within a teaching framework that helps to guide, facilitate
and encourage, rather than restrict musical creativity and expression.

Contrasting High-Achieving Concert Band and Rock Band Students During and After Secondary School: A
Longitudinal Study
Scott Burstein

While there are many studies showing the benefits of popular music instruction in the classroom, most of these are
focused on initial merits of isolated programs during the school year (Seifried, 2002; Snead, 2010; Green, 2006). Due
to the more recent rise of popular music classes, it is crucial to determine how the instruction has affected students
after graduation, and how they fare in contrast to their peers in more traditional music classes (Rodriguez, 2012).
This purpose of this study is to identify how students in both Concert Band and Rock Band classes feel upon
reflection of their time spent in music classes several years after secondary school. The aims are not only to see how
both sets of students have viewed the impact of their instruction but also to note commonalities and differences
between the students in the separate classes.
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The two groups of students were chosen from two classes during the spring of 2007 at an urban public high school
in a large school district. Students were taken from the Concert Band and Rock Band classes, and then identified as
high-achieving students by attendance, grades, and performance opportunities. The research was gathered through
interviews, documents such as transcripts and roll-books, and performance materials such as concert footage. Each
student answered questions about their experiences in class, and how they believe it impacted their current lives,
six years later. Data was examined in terms of how school performance and post-school careers may have been
impacted by their experiences, with interesting differences noted between the two groups.

Implications from this study bring into question the philosophical underpinnings of music education itself, as well
as the differences in social equity between groups of classical and popular musicians and future career
opportunities. Data points to a growing importance for teaching popular music education to educators at the pre-
service level in order to reach students of all backgrounds through their own musical tastes, thereby validating their
choices and helping to guide them to success.

Conductor-Talk in the Secondary School Band Context: It's More Than "One, Two Ready, Play"
Patricia Hopper

A secondary school music teacher is responsible for a number of tasks associated with the band rehearsal. Music
educators are required to deal with errors and focus on the development of students’ musical skills and knowledge.
Focus of the Study

The focus of this study is an examination of the secondary school band rehearsal and how teachers use spoken
language during rehearsal. The research questions are as follows:

1) How do music educators, in the role of conductor, use spoken language (conductor talk) when they are directing
a secondary school band rehearsal?

2) How do music educators use spoken language to teach specific musical concepts and develop performance skills?
Research Methodology and Data Collection

This is a qualitative case study with four teacher participants. Each teacher participant was interviewed and
observed as they directed two rehearsals. The recorded interviews and rehearsal observations were transcribed
and the teachers’ use of spoken language was analysed. The emerging themes were investigated and possible
patterns were examined in greater detail.

Results

All four participants, Peter, Buford, Jackie, and Mary, discussed tone, pitch, rhythm, tempo, articulations, dynamics,
balance and style using various verbal communication strategies. Peter used detailed instructions, modeling, and
feedback to help students develop excellent performance skills. Buford made requests and provided explanations
to help students be a part of the music-making activities. Jackie provided feedback to help students interpret the
music. Mary, on the other hand, used short, concise instructions and repetition to develop her students’ musical
understandings.

Implications for Music Education

Participants seemed to consider their teaching philosophy when using spoken language in rehearsal. If there was a
focus on performance, specific instructions, analogy, feedback, and drill were often used. When teachers chose to
focus on the students’ development of musical and non-musical skills, teachers often used specific instructions,
succinct explanations, and humour to help students independently develop musical skills and knowledge.
Conductor-talk truly is more than “one, two, ready, play”.

Instrument Posture, Bow Technique, and Tone Production to Beginning String Students Through Use of Non-
Locomotor Movement
Sergio Acerb Junior

Pedagogical Background of the Paper

The purpose of this paper is to review and synthesize literature on the use of non-locomotor movement in teaching
instrument posture, bow technique, and tone production to beginning string students. Locomotor movements
involve shifts in spatial position of the entire body (e.g., running, jumping, sliding). In contrast, non-locomotor
movements are those for which the lower body remains stationary while the upper body moves (e.g., swinging
arms, bending, twisting). Preliminary investigation of this topic in generating an annotated bibliography indicated
that non-locomotor movement exercises can promote better instrument posture, bow technique, and tone
production in beginning string classes.

Focus of the Work Reported

This work addresses four research questions: (a) How does the string pedagogy literature address the use of non-
locomotor movement? (b) What are the benefits to student achievement when using non-locomotor movement
exercises for teaching strings? (c) How can non-locomotor movement exercises be used to develop engaging
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teaching approaches for beginning string students? (d) How can the gap between research and practice regarding
the use of non-locomotor movement in string pedagogy be negotiated?

Approach of the Work

By means of an extensive review of the string pedagogy literature, applications and benefits of non-locomotor
movements when teaching instrument posture, bow technique, and tone production to beginning string students
are identified and synthesized. Terminology specific to this body of research, including “non-locomotor
movement,” “poise,” “grounding,” and “opposition,” is further clarified and discussed.

Results and Summary of the Main Ideas

Eminent string pedagogues Rolland and Havas and several of their “pedagogical descendants” (e.g., Fischbach,
Gillespie, Hamann, Lyne, Magers, McCullough, Perkins, Rowell, Sharp, & Young) thoroughly discuss and
demonstrate applications and advantages of non-locomotor movement exercises in their string pedagogy
materials. Analysis of these discussions and demonstrations suggests that non-locomotor movements in string
pedagogy foster increased student motivation and achievement.

Conclusions and Implications for Music Education

This research paper contributes to the field of music education with a comprehensive review and synthesis of books,
book chapters, dissertations, journal articles, video recordings, and websites related to “best practice” teaching
strategies for string classes. Through analysis of these works, the benefits of non-locomotor movement exercises
are revealed. Recommendations for more effective integration of pedagogical research and practice in string
teacher education are also provided.

Transforming Instrumental Music Education in the Twenty-First Century: A Review of Perennial Issues since the
Mid-Twentieth Century
John Seybert

Instrumental music educators in the mid-twentieth century dealt with many of the perennial issues facing music
education in the twenty-first century. Similar to the effects of the Sputnik launch on public education with increased
emphasis on mathematics, science, and foreign language in the 1960s; instrumental music educators in the twenty-
first century must quantify the existence of their programs amid a national accountability movement of state-
mandated examinations under the auspices of the No Child Left Behind Act of 2001 and the Race to the Top Act of
2011. After years of unprecedented popularity as the functional foundation to the school music program, when
criticized about the academic credibility of the band, a sizeable faction of young and experienced directors through
actions, which demonstrated assumptions of infallibility, actually approached the future with the only successful
pedagogy they had ever experienced, the traditional methods of the past.

The implementation of widespread reforms was challenging because of the firm resolve within the profession to
maintain a utilitarian performance-based curriculum. The operational definition of success and primary means to
recognition within band profession in the 1950s and in the early years of the twenty-first century is measured
according to the number of outstanding performance ratings, ensemble championships, and functional roles within
the community. Since traditional performance oriented methodology has dominated the secondary, post-
secondary, and the training of future music educators, a cyclical process has resulted in many directors refusal to
concede valuable rehearsal time and performance opportunities in favor of a comprehensive music curriculum that
is student-centered, not program centered. Results of this philosophy are evident in the declining retention rate in
school bands and number of students who discontinue their musical studies upon graduation because of the lack
of competition or burnout from the excessive time commitment of their previous experience. The repercussions of
the competitive performance based programs are further evidenced in the scarcity of community bands in the
United States since the inception of the national band contest movement.

This purpose of this research was to examine the perennial issues facing instrumental music educators since the
mid-twentieth century including education reform movements, standards-based education, new technologies,
various pedagogical methods and contemporary styles. Data include documents from music education publications,
and professional instrumental organizations including letters, and member bulletins. The results of this study
contribute to an enhanced understanding of instrumental music education history with implications for music
educators in the twenty-first century.

Music School of the Future: An Integral Vision
Ed Sarath

What might the music school of the future look like? How might it resemble and/or differ from the current model?
What criteria might be important to this kind of visioning process, and what insights into conventional practice

might it yield?
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This talk responds to these questions through the lens of an emergent world-view called “Integral Theory.” Integral
Theory (IT) maps the interior and exterior dimensions of human creative and spiritual potential, delineates a diverse
range of epistemologies that promote inner-outer integration, and identifies the evolutionary trajectories by which
this integration occurs over time. In the words of philosopher Ken Wilber, largely regarded as among the primary
contemporary exponents of integral thought, Integral Theory draws from the “wisdom of all the world’s cultures -
from the knowledge of the ancient shamans to cutting-edge developments in neuroscience - to offer entirely new
approaches to the challenges of our times.” Although application of IT to music is a relatively recent development,
the framework spawns profound ramifications for musical study. Among the most prominent include:

The prevailing specialization in interpretive performance of European repertory and its offshoots will open up to a
broader profile that encompasses improvisation, composition and performance and a wider stylistic range; this is
key to bridging the ever-increasing gulf between musical academe and the diverse horizons of today’s musical
world. What George Lewis has termed an “Afrological” stream will share prominence with “Eurological” and other
global musical lineages. Meditation and related contemplative/consciousness practices and studies, central to
integral approaches in all fields, will be essential to music curricula. New and expanded approaches to most every
area of musical study — from private lessons, ensembles, core musicianship studies and teacher training, to faculty
profiles, research, hiring and promotional criteria, arts advocacy, and organizational structure, etc. - will characterize
the integral school of music. Although there is no denying the radical nature of this kind of reform, the integral
framework offers important insights into the change process and ways the emergent model does not jettison but
in fact subsumes key aspects of the conventional approach. Indeed, the vitality, if not sustainability, of the European
tradition may be dependent upon its integration within the broader fabric delineated by the integral paradigm in
schools of music.

Teaching Recorder: Creating excitement in the Instrumental Music Classes
Alan Caldas Simébes

The field of instrumental music education has a tradition of teaching practices that are based on the master-disciple
relationship, where the teacher is an example to be followed faithfully by the student. Thus are stimulated practices
like repetition, memorization and maintenance a classical and romantic repertoire, emphasizing on music reading
notation. These approaches may inhibit or discourage beginner’s music students. The teaching repertoire chosen
by the teacher, sometimes, does not take into account the student's everyday lives. These students seek to make
music as soon as possible without the need for lengthy theoretical explanations and techniques on the nature of
music and how to play an instrument. In this research, we seek to answer the following question: How to develop
teaching strategies that allow students to make music since the first lesson in a pleasant, and appropriate to their
musical environment, age and technical level? We developed a recorder method for students 6-10 years of age,
based on the principles of learning folk musicians, seeking technical and theoretical work in context and meaningful
to the student. This method was applied during the year 2013 in four classes of elementary school of Espirito Santo,
Brazil. In our article, we describe the process of creating songs for beginners and the results of its application in the
classroom. We present the scores for these songs and analyze their implications for teaching and learning music.
The results indicate that: (a) the style, arrangement and technical level of execution of songs worked on in the
classroom can be determinant stimulus for beginner students continue with their musical studies; (b) approaches
that value the music active listening allow the student to develop increased autonomy in the classroom; and (c) An
exciting musical practice should take into account age, musical knowledge and student's reality. Therefore we
believe it is possible musical practice that exercises gradually instrumental technique without the rigor of traditional
musical education.

Keyboard Lessons in Groups for Students of a Municipal School in Rio de Janeiro
Eliete Gongalves

The study proposes the exposure of the experience of teaching in the keyboard lesson for a group inside the Chile
Municipal School (Experimental Samba Gym), situated in the Olaria neighborhood, in Rio de Janeiro’s suburb, which
has music as its pivot. The work involves all 280 students of the school that has a new methodological teaching
proposal, which began in February 2013. The students have six hours of music lessons a week, one of them
specifically dedicated to keyboard practice.15 to 20 students, distributed on 10 keyboards, are welcomed in classes
of 50 minutes each week. It was needed to develop a methodological proposal that corresponded to the reality of
it not being possible to attend students individually or in small groups, because the initial proposal was to work in a
school where it was possible to unify all its students in a keyboard practice. The research was developed through
the experience of the author’s teaching practice with the found reality, through seeking solutions for issues that
appeared in class, such as: teaching instrumental techniques, songs, correct posture, fingering, different score
reading development that attend different musical interpretations, permitting complete student participation,
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individualised and personal treatment, practising songs by imitation, individual and general improvisation and
providing pleasurable moments for students who play the instrument. This research’s objective is to show what was
achieved in opposition to school and students’ reality, contribute to research previously made in the area and reflect
upon the methods of approach in class in comparison to the author’s previous experiences, observing attentively
what literature has to say about them. The work is backed up by authors like Dalcroze, Gainza, Paz, Swanwick,
Corréa to guide theoretical fundamentals in the research. It brings up how the teaching experience, allied to the
seeking of general learning and development, and the pleasure provided to students by these practical classes is
able to develop efficient possibilities for individual and general instrumental experiences in opposition to the
difficulties of public school realities; in the lack of instruments and structure to attend a large number of students.
It notices how possible it is to use the keyboard for group practices, offering collective classes as a stimulating and
evaluative instrument, and familiar learning in an efficient and satisfactory reality, able to solve problems
characteristic of group lessons.

Opportunity by Design: Arts Specialist Communities of Practice
Catherine Larsen

This longitudinal study examines the impact of a Professional Development School (PDS) network on arts specialist
communities of practice in public and private PK-16 schools. The urban school-university partnership facilitated long-
term arts professionals’ collaboration. Partnership participants engaged in site-specific content-based arts
instruction, classroom arts integration, professional development, and project design/implementation, all
facilitating a strong community of practice. Findings included increased inquiry-based arts instruction by arts
specialists; increased collaborative planning, implementation and assessment of sequential arts curricula across arts
disciplines; and increased collaboration among classroom teachers and arts specialists.

Recent research documents the amount of time students spend studying the arts; who is providing instruction and
under what conditions; how much money is spent; and available funding sources. Researchers have identified
strategies for creation of collaborative organizations that integrate arts into public education. These data
underscore the potential of efforts to generate arts integration in collaborative settings.

Researchers have emphasized the importance of collaborative efforts among educators in implementation of arts
curricula. However, arts specialists and classroom teachers often lack collaborative training or experience. Proactive
inclusion of specialists and classroom teachers in a community of arts integration professionals supports changes
in classroom practice, effective use of resources, and expanded potential for meaningful arts instruction.

This qualitative study utilized multiple data sources, including interviews, participant self-reports and reflections,
work samples, classroom observations, professional development and curricular materials, site visit field notes, PDS
staff and school leadership reports, participant surveys. Primary participants were 42 specialists in music, visual art,
dance, drama, and graphic arts; data were also obtained from teaching and administrative personnel. Recursive
data analysis and triangulation over seven years identified emergent themes through open and closed coding.
Partnership participation over multiple years resulted in many positive effects for arts specialists. Individuals
developed rewarding connections to the larger partnership community of arts teachers, and to the many layers of
teacher communities in their schools. Personal efficacy and teaching practices were transformed, as arts specialists
developed innovative teaching units; planned special events integrating classroom curricula; collaborated with
external arts providers through classroom artist residencies; and facilitated on-site performances and field trips
involving cultural organizations. Arts specialists conducted professional development, assuming leadership roles
and facilitating curriculum development. Improved communication was a key factor. Parent participation in school
events increased dramatically. Administrator support for flexible scheduling and external arts providers increased.
Network-wide events involved university-based resources, connecting at-risk student populations with college
settings and experiences.

Assessment as Incitement for Emergent Learning in Music Education
Benjamin Bolden, Christopher DelLuca

In this paper we explore the structure and utility of assessment practices to not only recognize emergent learning
but also encourage it. Emergent learning involves unpredicted, creative student outcomes that result from
interpretable and complex learning expectations. We assert that if the purpose of classroom assessment is to collect
evidence on student learning as a means to support and represent student growth, then it is crucial that
assessments collect evidence on all significant learning, both planned and unplanned. This means that assessment
structures must make room for the unknown and encourage the kinds of engagement with curriculum - prescribed
and lived - that lead to emergent learning. Expanding educators’ conceptions and practices of assessment to include
emergent learning will more fully represent the exceptional experiences of growth that learners encounter through
music.

15



Focus

Our interest in this paper is to explore ways in which assessment practices not only recognize emergent learning
but also encourage it. Specifically, we aim to interrogate the role and structure of assessment as a provocation for
emergent learning by examining both reactive and proactive assessment responses.

Approach

We base our argument on literature related to creativity and emergent learning in music education. We interpret
this literature through a curricular framework rooted in complexity theory in order to identify characteristics of
emergent learning. Next, we examine current assessment structures and find room within the existing standards-
based framework of education for curricular ties to emergent forms of learning. We then articulate multiple
assessment responses——reactive and proactive——-that address and provoke emergent learning in music education
contexts.

Results

Three reactive and three proactive responses to emergent learning are described. Reactive assessment responses
include: (a) informal celebration, (b) student-identified learning, and (c) teacher-identified learning. Proactive
assessment responses include: (a) emergent criteria rubrics, (b) self-reflection assessments, and (c¢) co-constructed
assessment criteria. These responses provide powerful potential for assessment to both recognize and provoke
emergent learning in music education.

Implications for Music Education

The paper concludes with direct considerations for how reactive and proactive responses can be integrated into
music learning contexts to promote assessment practices that effectively support and reflect emergent student
learning.

Following the Map or the Surroundings? Music Teachers on an Assessment Journey
Johan Nyberg

In a research project in music pedagogy, the subject of assessment of musical knowledge is in focus. The research
interest stems from two areas and the possible connections between these: Music students’ experience and
conceptualization of knowledge and learning; The necessity of change described in research concerning the
educational system in general, and professionalism and assessment in particular. The latter is due to a shift within
educational policy from professional responsibility to accountability — thus creating an apparatus of control of
”school outcomes”. The aim of the study is to examine the confluence between teacher and student experience
regarding assessment of musical knowledge. In what ways can knowledge, learning and assessment be
conceptualized within Upper secondary music education? In what ways do teachers and students meet regarding
assessment of musical knowledge? In what ways and to what extent is assessment organized with the students’
conceptualizations of musical knowledge and learning as a starting point? This includes the examination of issues
concerning assessment and (e)quality thereof, teacher professionalism and sharing of experience, using pragmatist
philosophy as the theoretical framework. The methods used for the gathering of qualitative data include
questionnaires and focus group interviews as well as participatory action based research. The former was used in
relation to students’ experience and conceptualizations and the data was analysed using narrative method and
methodology. The latter was a way to conduct research with a group of teachers over a longer period of time. The
results show that students’ conceptualizations regarding musical knowledge and learning are multi-facetted.
Musical knowledge is seen as a combination of theory, practice and expression/emotion. These centre around two
aspects: knowing and feeling music. Learning music is regarded as dependent upon action (related to body and
mind as well as dwelling) and made possible through the will to practice and thereby develop innate abilities. In
collegial discussion on assessment, teachers touch upon subjects as professionalism, accountability, equality
regarding instrument categories — e.g. what does a specific term translate to when it comes to different instruments
- as well as diverging opinions on which way to choose in their professional development: internally collaborative
or externally collaborative. Presenting the students and teachers own voices could be of interest not only for the
field of praxis, but also for teacher education as well as educational policy makers.

Assessment in Music Education: Practices and Challenges in Public Schools
Mara Pinheiro Menezes

The present study investigated the assessment practices of music teachers in Salvador, Brazil, who work in public-
founded schools. The main goal of this research was to understand, analyze and discuss the teachers background
on assessment in general music education and their practices. Data was collected using surveys and semi-structured
interviews. The survey covered the following topics: training and professional performance, the role that music
plays in school, the relationship between music and the other classes in the curriculum, planning the music class,
assessment background and assessment practice - tools, criteria, literature, and personal thinking on the subject.
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The interview questions where more subjective such as: How do you feel when speaking about assessment? When
or in which situation do you assess the students? The criteria used are given by the institution or are they yours?
How you build the criteria? What type of assessment do you prefer and why? (Tourinho, 2001). During the interviews
others questions were raised to clarify some points. The data was discussed and analyzed using both Pontes
(Oliveira, 2006) and Swanwick’s (2003) approaches. In 2008 music became mandatory in Brazilian's primary an
secondary schools but until nowadays days the majority of the public schools do not offer music classes. In schools
that have music classes, we've learned that music teachers face challenges such as violence, vulnerable learners and
inappropriate music classrooms, among others. This paper will discuss the role that music plays in this context and
how this scenario affect the teacher's assessment practices. Finally, we recommend the Pontes approach (Oliveira,
2009) and for assessment, specifically, we suggest that teachers apply the Assessment Pontes principles (the
author, 2010) in their daily practice, to achieve real and efficient assessment.

Re-contextualising Indigenous Dances for the Purposes of Integration into Primary and Secondary School
Teaching in Zambia
Kapambwe Lumbwe

Indigenous dances have a function that could foster mental, emotional, physical and social development in a child.
Within the indigenous and contemporary societies in Zambia, dance is part of musical arts: music, dance and
dramatisation, which play an integral role in customary education, ritual, ceremonies and festivities. Within the
lifecycle of a person, musical arts consolidate the transition from one developmental stage to the other thereby
equipping an individual with such life skills as: socialisation, leadership, creativity, trust, responsibility, respect, a
sense of sharing and togetherness.

In Zambian indigenous communities children were encouraged to play games, sing and dance while their parents
went on with their daily chores. In the evenings children also spent time under moonlight, performing songs and
dances which included mixed gender. In the advent of urbanisation, which entailed change in socio-economic
setting, streetlight dancing and school play-time replaced what was prevalent in the rural communities.
Nonetheless, music teachers in Zambian schools have not tapped into this resource for their lessons. That is why
this study aims to investigate possibilities of:

a) Identifying indigenous and contemporary dances and that could be effective for teaching in schools.

b) Effective utilisation of these dances in the teaching of music, arts and culture, history and other subjects in the
school system.

Realising the complexities, challenges and constraints in incorporating dances in the daily teaching in the Zambian
school knowledge systems, this study tries to explore theoretical frameworks such as: multi-literacies,
multiculturalism, multi-modalities and social change. This is in the light of trying to create child-centred teaching and
learning methods. At the same time underlying cultural practices should serve as possible resources for pedagogical
approaches in school.

Qualitative research methods involving extensive fieldwork in rural and urban centres of Zambia were employed.
Participant observation was used to collect data while analysis included review of audio-visual recordings.
Furthermore, interviews and secondary sources (literature on children education) were consulted from a variety of
archival sources.

The findings reveal that indigenous dances continue to circulate from rural to urban areas, school play grounds and
classrooms. In the process changes occur in their form and performance styles, and also contemporary versions
emerge. Studies like this one will promote further research and effective utilisation of dances in school.

Revitalizing The Gamelan In The Malaysian School Music Curriculum
Shahanum Md Shah

With the introduction of music as an elective subject in the Malaysian secondary school curriculum in 1996, emphasis
was placed on promoting national culture through the learning of Malaysian traditional music. The Malay gamelan
was selected as one type of traditional music to be learned as it represents one of the major types of Malaysian
traditional music. While formal and non-formal education has stimulated interest and revitalized the gamelan
tradition among the younger generation (Tan, 2008), more needs to be done to sustain interest in the gamelan.
Composers, gamelan musicians and teachers are creating new compositions that reflect different styles of music
and different playing techniques including that used in Indonesian gamelan music. In addition, attempts by
musicians at expressing individual identities also serve well as a method of promoting and understanding of the
different races in the country. As such, these new innovations need to be taken into the classroom as a method of
revitalizing and preserving tradition and also to promote national unity through the education system.

This paper discusses strategies that can be used to revitalize the gamelan tradition in the classroom, not only
through the teaching of traditional repertoire but also the teaching of current performance practices of the gamelan
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that includes new techniques for playing and composing for the gamelan. This can then be used as guidelines for
teachers who may want to make gamelan music more relevant and accessible in schools. The field research upon
which this study is based was conducted in Kuala Lumpur and Selangor, Malaysia, and in Yogyakarta and Bali,
Indonesia. The method of research work included interviews with practitioners and composers, observation of
performances, personal experience as a gamelan player and teacher, recordings and photography.

Development of Teaching Method for Enhancing Sensitivity to Timbre: Especially Aiming at Appreciation of
Japanese Traditional Music
Megumi Saka

Japanese traditional music is generally perceived as unfamiliar and hard for students to understand. | assume that
one of the effective clues to discover the charms of Japanese traditional music is to pay attention to timbre, because
Japanese traditional music uses extremely wide variety of timbre, including ones that are deemed as noise from the
viewpoint of western music, and emphasizes the subtle change and difference of them. Instruction methods to
enhance the student’s sensitivity to timbre for enabling them to appreciate Japanese traditional music have not
been studied.

Objective of the study is to develop teaching methods aiming at following 2 goals.

(1) To enhance students’ general sensitivity to a wide variety of timbre.

(2) To make students discover the charms of Japanese traditional music especially through paying attention to
timbre. An action research is conducted targeting
108 3rd grade students for 10 months. Activities were set up every other week, 20 minutes each time, 16 times in
total. Outline of the activities are as follows.

- Listen to timbre of various materials and convert the impressions into onomatopoeic words, body motions, or
phrases.

- Enjoy making hand-made sounding instruments to develop affection for sound.

- Visually recognize a wide variety of timbre using acoustic analysis software.

- Finally attend a concert of traditional music of shakuhachi (bamboo flute).

The students were able to concentrate on listening to traditional music of shakuhachi. Written impressions indicate
that they enjoyed a wide variety of timbre. In comparison with students of other schools, more sensitive
descriptions of timbre were observed. The visualization of sound by acoustic analysis software helped the students
understand what kinds of elements are related to timbre. 15% of students reported that “Some kinds of timbre in
shakuhachi music were wonderful; however, they would be bad timbre if it is in recorder music.”

Following implications for music education are obtained.

(1) Repeated listening to various kinds of timbre and verbalization of the impressions seem effective to enhance
students’ interest in and sensitivity to timbre.

(2) Visualization of sound can be useful to enhance the understanding of timbre.

(3) Sensitivity to timbre works effectively as a clue to enjoy shakuhachi performance. This fact can be applicable to
other Japanese traditional music.

The New World - Music Education Hubs in the UK
Peter Moser

Finally after many years of conversation the UK government has created a document to guide the development of
music education — The National Plan for Music Education. It is driving a new range of partnerships and practice and
combining the energy of those working with a pedagogy of social inclusion with those working for the development
of musical skills. Everyone is focussed on progression and helping create the new order that is potentially
revolutionary for young people and music education in the formal and informal sectors.

Where is the hottest practice?

What are the deep issues that are being addressed?

How is the funding being distributed?

What are the most extraordinary partnerships?

Who is leading the strategy?

Pete Moser of More Music will examine these questions in order to share the learning and see how it can translate
to the music education world of the conference. As the Artistic Director and Chief Executive of the one of the leading
community music organisations in the UK he has 20 years experience treading this fascinating road, delivering
workshops, composing, producing and educating both the young and the old. The More Music programme is, in
effect, an action research project in the North West working across the range of musicmaking with young people,
working from an inspiring base in a depressed seaside town where over 200 young people come each week to make
music. The projects develop and respond to identified need and the methodology uses an outcomes/indicators
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approach which is in current favour in the UK. With case studies of best practice and analysis of a variety of different
partnerships this presentation will argue that this new world of musicmaking that is focussed on the National Plan
will, over time drive forward a more inclusive and inspiring musical environment.

The Louder the Better: Making Noise in School
Susan Davis

John Cage envisioned a world where the use of noise in music would proliferate and, through the assistance of
technology (i.e., “electrical instruments”), make possible a broad musical and sound experience. His vision is
perhaps most vividly embodied in the noise genre today. Noise takes many forms (e.g., harsh noise, industrial,
ambient, and electroacoustic) and has figured prominently in varied settings from art installations, to multi-media
performance works, in clubs, international concert halls and basement apartments. This paper will first provide an
overview of the historical, political, musical and socio-cultural contexts of the noise genre, from Russolo’s
intonarumori to japanoise, industrial music, experimental and post-digital noise. This contextual underpinning will
include an introduction to the varied manifestations of noise, the instruments and technology involved, and the
skills and techniques that are required to create noise experiences. Ultimately, | will explore the possibilities and
problems that emerge when we create noise in the school music classroom. The following questions will be posed:
Does noise have a value and a place in music education? If the “instruments” involved are electronic and noise
utilises technologies that require a minimum of traditional musical training does that negate the musical authenticity
or musical meaning within the learning experience? Should students be considered musicians if they are merely
manipulating digital technologies and electronics rather than performing on violins and trumpets? How do we
dialogue with our students about noise in a meaningful way if the musical values differ from the western classical
tradition? And finally, if noise is a genre that attempts to resist, oppose and deconstruct traditional musical values,
are we taking away the power of noise as protest when we formalise and institutionalise it as a part of curriculum?
This paper will attempt to answer these questions and provide insight into the implications and potential for noise
in music education. | suggest that noise affords an opportunity to democratise the musical experience and broaden
student perspectives on sound, music, composition and culture.

Music in Basic Education: Mapping and Analysis of Knowledge and Practices in Schools of Municipal Education
Network of Londrina - Brazil
Tatiane Jardim

This research aims to investigate the practices , knowledge and teaching music in urban schools of Municipal
Education Network Londrina - Brazil. Specifically , we intend to locate and identify the practices of music education
related to the school environment, reflect on the skills , competencies and knowledge necessary to teach music ;
understand the current public policies regarding music in school and the challenges from the Law 11,769 [ 2008 to
see the difficulties and potentialities found to teach music in school. To attend the proposed objectives, this study
has a qualitative approach as a method of data collection a sample of teachers conducted through questionnaires,
semi-structured interviews and non participant observation with the intent to verify the training and familiarity of
teachers with music in personal trajectory and academic, as well as free courses or continued education. The
theoretical framework is based on teacher knowledge, skills and abilities and scholar culture. The sanction of the
law 11.769/2008 establishing music content across the basic education intensified the reflection of teachers and
administrators about music in school as well as the methodologies, theoretical references and professionals that
will work with this content. Through this research, it is expected that teachers understand that the work of music
education is based on specific principles and methods, overcoming the idea of music only as a socialisation tool or
support in the learning of new contents. As a result, this research hopes to contribute to the reflection on the
effective presence of music in the school, highlighting their difficulties and advances, and highlights the need for
formation for professionals who will work in basic education, fostering the creation of new directions front Brazilian
Law and stimulating the development of music education in schools.

The Harmony Learning Using Rock Songs
Arnow Lopes

The theory approach of music has been a distant subject of the musical practices, particularly by the teenager public
who it’s connected closely and strongly with music, but often prefers activities more practical than reflections and
studies related to the theoretical approach (Herculano-Houzel apud Cuervo, 2008). Therefore, the discussions about
the construction of practices of learning are important to promote the acquisition of the theoretical subjects that
are significant for the development of the musical language expression. In this theoretical context there is the
harmony and it hasn't been approached in the pedagogical practices studies in musical education (Reis, 2011). Being
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the harmony a pillar of the western music (Camara, 2008), in which there is popular music. This, in turn, have as its
foundation the informal learning aspects (Green, 2002), based in significant relationships with the songs since
objective aspects (sounds, scales, chords etc.) and subjective aspects like a ideologies, feelings and memories
(Green, 1997). These processes make popular music (in special, rock music) a accessible tool for the development
of pedagogic practices to the acquisition of harmony knowledge, becoming the music in didactic material for
educational action jointly between in student and teacher. The pedagogical practices are based in repertory
construction. This repertory based on the student’s musical preferences, so using prior knowledge and world-view
of the student the knowledge construction become more significant (Freire, 1996), considering the two levels of
meaning, the intersonic (objective aspects) and delineated (subjective aspects) (Green, 2008). Thus, through the
harmony concepts contextualization in student’s world, make perceptions, acquisitions and use the formal
elements of music in musical practice, expanding the possibilities of expression in musical discourse of student.

Acquisition of Key and Harmonic Knowledge by 6 to 9 years old Brazilian Children
Elizabeth Carrascosa Martinez

Knowledge of key membership and harmonic perception are two of the most sophisticated musical skills and seems
to be the last to develop due to their difficulty. Most research to date suggests that the knowledge of key
membership develops around 4 or 5 years old while the harmonic perception arises about 6 years old. The purpose
of the study was to investigate Brazilian children’s perception of key membership and harmony. This study partially
replicated studies of Corrigall and Trainor (2009) and Costa- Giomi (1994).

The method used for the realization of this work is quantitative with a quasi-experimental design. This is a cross-
sectional study with no control group with two experimental groups of different ages. The sample consisted of 74
children between 6 and 9 years old from lower-middle class families of a city in the interior of Sdo Paulo who
participate in musical lessons at the Guri Project. The data collection instruments were questionnaires for parents,
educators and participants, observing classrooms and a harmonic perception test consisting of two tasks. In the
first task, participants had to detect different types of changes in the last chord of a familiar song. In the second
task, participants were asked to identify chord changes on an unfamiliar song. In both tasks the songs where
presented in two type of stimulus, as accompanied melody and harmony only.

Nine year old participants obtained better results than six year old participants. In addition, girls performed better
on the task than boys. Relationships are also observed between maturity, motivation, educational activities of
teachers and family support in the proper performance of harmonic perception tasks .The results suggest that
children as are sensitive to key membership and harmony in familiar songs before they can generalize this
knowledge to unfamiliar songs.

Several researchers confirm that music education can facilitate or accelerate the development of harmonic
perception. In our research we have found that educational action seems to have some effect on harmony
perception only when combined with family support, although this relationship has not been shown to significantly
and should be studied deeper in future research.

Dyslexia and Music Reading: A Case Study
Ora Geiger

Dyslexia is a learning disorder that makes it difficult to acquire reading skills due to difficulties expressed in the
identification of letters, spelling, and different language deciphering skills. In order to read, one should be able to
connect a symbol with a sound and to join the sounds into words. A person who has dyslexia finds it difficult to
translate a graphic symbol into the sound that it represents. Music is a language, and music reading requires
identification of musical notes. This paper discusses whether a person diagnosed with dyslexia will necessarily have
difficulty reading musical notes.

This inquiry is a case study, which follows the music reading learning process of an eight year old girl, who was
diagnosed as dyslectic. Additionally, this work points up teaching procedures and dilemmas, seeking unique music
reading teaching methods based on dyslectic students’ needs.

The method of this study was to follow and record the music reading learning process of Noam, who studied
soprano recorder in private lessons, and to compare her learning process to the music reading learning process of
an equivalent student peer group. Since Noam had been diagnosed as dyslectic, it was recommended by her
language therapists that she should not be ‘burdened’ with learning to read music, but should learn to play music
relying solely on listening. Teaching strategies included techniques such as: recording music using a recording
device, and later, drawing samples of a recorder, and in accordance with the song’s tones, filling in the appropriate
holes of the recorders' sketches with pencil. It transpired that Noam had no difficulties in "reading" these sketches.
Gradually transition to standard music reading took place. The process was documented and analysed.
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Results revealed that Noam showed no difficulty reading music and the pace of her music reading learning process
resembled that of her peer group. These results led the researcher to try to identify which skills are necessary for
alphabet reading in comparison to music reading, and to develop a theoretical explanation for the above-mentioned
processes.

It is concluded that there should be no contra-indication for the acquisition of standard music reading abilities for
children with dyslexia if an appropriate learning process is offered. This case study provides guidelines on this issue
for music education practices.

From Pentatonic To Ostinati: A Profitable Trail of Multi-part Chinese Folksong Arranging
Dafu Lai

Like the common oriental music, most traditional Chinese folk songs are featuring with pentatonic scale, but the
majority only emphasises the quality, the lingering, the rise and fall of single melody. The current school music
textbooks are commonly lack of multi-part material, especially for the Chinese style content. As a matter of fact, the
harmony structures and multi-part concept are very necessary to be reinforced when teaching Chinese folk songs.
In order to help building student’s “stereo ear” instead of the “single track,” the author had done a very interesting
experiment by teaching Chinese folk songs with his own arrangement in an international school from K1 to K4 in the
last few years and got much profitable experience. Though the teacher did not give much difficult arrangement,
just used very simple ostinati in different ways, the students showed much positive feedback after two years’
experiment. A simple trail paves the students’ choral and multi-part concept very well. This paper shares the
teacher’s experience to the readers, gives examples and emphasises the necessity of offering new ideas to the
student when teaching traditional music.

A Study of Nursery Rhymes and Folk Songs on Chinese Learning for Children of Elementary School in Korea
You-Ling Wang, Hsiao-Shien Chen

This research aims to investigate the improvement of non-native Chinese speakers in Chinese learning through
music education. Research participants are 68 Korean students from Gwangju Overseas Chinese Elementary School.
Chinese nursery rhymes and folk songs are used as teaching materials, while pretest and posttest are tools to assess
participants’ achievement in Chinese learning.

The research is implemented during regular music courses for each grade. Each grade received a 40-minute music
course twice a week. Music courses are divided into three levels in order to accommodate students of first grade as
well as second, third as well as fourth, and fivth as well as sixth. Kodaly method as well as moveable-do system are
applied to teaching these musical materials. For example, “The Joyous Age” (R 4& 4 ) is chosen for Level One due
to simple rhythmic patterns structured with quarter note, half note, dotted half note, and quarter rests. “Catching
loach” ($2iEf#t), a song designed for Level Two, contains sixteenth notes and diminished dotted rhythms. Both
“Catching loach” and “The Joyous Age” are composed in major scale, and they are suitable materials for learners
from first to fourth grade. “Lupin Blossom” (& k7E), including complex rhythms, repeat marker, and accidentals,
is a challenge for students of fifth and sixth grade. Through these arrangements, students not only absorb the
essential music elements from singing, but also acquire proper Chinese usages during their music learning.

The Researcher uses a pretest to assess students’ Chinese abilities in listening, speaking, reading, and writing, while
post test is employed to examine theirimprovements. Furthermore, the researcher implements different contents
of tests to review if students of each level have cultivated distinct capabilities of using Chinese. To identify their
speaking skills, the researcher utilises a video camera to document students’ responses during the tests. In addition,
reading and writing skills are evaluated through paper-pencil tests. For listening skills, students have to listen to the
pre-recorded questions and mark correct answers in the answer sheet. After a two-month
research, the statistical results of pretest and post test indicate that students’ Chinese abilities of writing, reading,
and listening are significantly improved, while the achievement of speaking is higher but not prominent. For the
future study, the researcher recommends extending the time for research to see how the effects of singing and
chanting are reflected in Chinese learning.

Archaic Folklore in Lithuanian Primary School Music Programs
Eirimas Velicka

Lithuanian musical folklore is characterised by an abundance of archaic melodies. Melodies, distinguished by their

narrow range, limited scale steps, are characteristic of various Lithuanian musical folklore genres: children’s,

shepherd, and work songs, laments, song interludes in fairy tales. The aim of the paper - to reveal the features of

children’s songs musical language, define the archaic scales characteristic to children’s songs, show the options for

application of archaic music in primary school music pedagogy. The research uses 366 melodies from a collection of
21



Lithuanian children’s folksongs. The author’s research revealed that about half of the melodies are archaic: narrow
range (not exceeding the fourth or fifth), based on a limited number of scale steps (2—4 different tones). In their
structure they are fundamentally different from the major and minor melodies typical of classical and popular music.
The “cuckoo intonation” is characteristic of many children’s songs, which is sometimes filled or expanded on by
seconds from the bottom and/or top (sol-mi, sol-fa-mi, re-mi-sol, la-sol-mi). Narrow, several tone melodies are
simple, catchy; they meet 7-9 y.o. children’s musical perception and expression capabilities. It is interesting to note
that such archaic scales are the basis for the spontaneous vocal improvisations of children today.

In 1995-1998 a primary school music program was prepared, textbooks and activity books were written (in 2007-
2012 renewed), which systematically rely on archaic Lithuanian music features. An original music teaching system
was created on the basis of archaic folk melodies, which in a consistent and cohesive music education process
combine different musical activities: singing by ear, rhythm, solfége by hand signs, note reading, playing the flute,
composing music. Based on this system almost all children, regardless of their musical aptitude, learn to read notes
and play the flute, write musical dictations, compose elementary melodies to a given rhythm. A properly selected
repertoire helps form a child’s musical vocabulary, consistently enriches it. In this way archaic folklore forms the
basis for understanding more complex scales. This is an important step towards moving on to classical and modern
music. In singing archaic songs, children are introduced to their roots. However, the primary school repertoire is not
limited to only Lithuanian traditional music; the program includes also the music of our neighbours and distant
cultures.

School Anthems in Kenya:A Site for Negotiating Musical Adaptations, Musical Identities, Performance Styles and
Education Ethos
Jacqueline Bullindah, Wilson Shitandi

School anthems, also known as school songs in Kenya are undoubtedly a school music genre that is widely
performed in secondary schools across the country. The anthems do not only serve as an important emblem for
unity and identity but they have become a contemporary site for negotiating musical adaptations and identities
besides 're-defining musical styles and offering alternative avenues for transmitting important educational value
systems. This study is premised on Liora Bresler's discussions in which meso, micro and macro contexts are
understood as factors that shape this school music genre. In her discussions, Bresler argues that meaning in any
kind of music is inseparable with the conditions under which it is generated and experienced. To this end, the
understanding of school anthems as a genre requires understanding of the contexts that shape and define them,
thus the meso - institutional contexts, micro - the teachers, students and other stake holders' commitment and
expertise and macro - the larger cultural and societal values. In order to adequately address pertinent issues accruing
from our discussions, this study introduces the fourth context, the emo - emotional and psychological contexts.
Based on one year's qualitative studies conducted in 47 schools (one from each of the country's 47 counties), the
ensuing discussions sought to address the following questions: what is a school anthem in the Kenyan context? Who
composes and how are the anthems created? What is the significance of anthems in the functioning of the school?
What informs the textual themes embodied in the anthems and how do they impact and interact with meso, macro,
micro and emo contexts? In addition the discussions seek to establish the reasons why the school anthem as a genre
is rarely discussed yet it is a palpable.musical space in which musical adaptations, musical identities, performance
styles and educational value systems are negotiated and 're-defined. It is hoped that the find of this study will bring
to the fore an important component of the school program and system whose place is indeterminate and largely
unexplored.

Musicogenic Epilepsy, Music Therapy and Musical Education
Simone Tiburcio, Sylvia Gomes

According to the current International League Against Epilepsy classification, the term reflex epilepsy refers to
seizures precipitated by specific stimuli, such as call Musicogenic Epilepsy. This stimulus can be a certain type of
music, the timbre of an instrument, voice or a regard to these intervals in a melody. This study is based on a literature
review on the topic of musicogenic epilepsy and correlates the information obtained on the role of music therapist
and music educator. The goal is to provide better clinical management and teaching, ensuring safer use of sound
features together this population

Music is being used within the rehabilitation processes and has reached more and more space in multidisciplinary
neurological intervention teams. Studies have shown that its systematized use can provide neuropsychiatric and
motor gains for several diseases carriers of the central nervous system. Even when they are not conducted to a
music therapeutic treatment, these patients are often encouraged by the team that attends to seek an activity that
involves music, like studying an instrument or participating a choir, making what emphasizes the importance of this
study for professionals in music education.
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Expanding the Musical Knowledge and Skills of Non-music students through Narrative
Daniela Heunis

Music and literature connect within stories. Examples of this connection are evident in operas, operettas and
musicals. It can be found in the imaginary text used in tone poems, programmatic works and symphonic poems and
also in the imagined descriptive titles found in a vast number of musical compositions. Using stories, and especially
the narrative of stories, can help students to enhance their understanding of music. This research paperinvestigated
teaching approaches that linked music with literature to ascertain the effect that the elements of music have had
when applying it to various aspects of speech and narrative. Fifty-seven non-Music major students were then
provided with the text of a South African story and asked to apply their choice of any two of the seven musical
elements and to musically elaborate the text of the story. The project specifically analyzed the effectiveness of the
selected musical elements and combinations of elements chosen by the students to analyze the story and then
established similarities and differences in the individual interpretations. Applying musical elements to a story greatly
enhanced the musical understanding and creativity of the students. Their illustration of the narrative using the
musical elements further provided the students with reference points when they had to listen to the complete
composition. At the end of the semester the opinions of the students were tested in an objective course evaluation
questionnaire on the quality of teaching and learning experienced during the first the course and specifically on the
use of this approach as one of the assignments.

From Do-Re-Mi to ABC: The Pedagogical Impact of Song in the Second Language Classroom
Eurika Jansen van Vuuren

Song can be an important tool in the acquisition of an additional language. Besides being of assistance in the
acquiring of vocabulary and other language structures, it has the added bonus of preparing children emotionally
and socially for the learning process. Using song in the classroom does not necessarily have to be a specialized task
that can only be performed by a music specialist but should be part of everyday tuition by the generalist primary
educator. The main purpose of this mixed method study using a pragmatic paradigm as a frame of reference was to
investigate the pedagogical value of song as an integrated part of the learning process in a language classroom led
by a generalist educator. When analysing the outcomes of the annual national assessment (ANA) of 2012 in the First
Additional Language, it is noticed that the majority of South African children in grade 6 and 9 obtained marks below
29%. The great majority of South African learners are taught in their First Additional Language which is English. In a
country where the majority of learners are African, the role of song to augment second language acquisition is
totally underestimated. Music underpins the African culture to a great extent and cannot be separated from the
African being. It is a perfect tool to enhance language skills whilst improving social and emotional well-being. A class
of grade 4 learners from a farm school serving an informal settlement was given baseline assessment tests to assess
their proficiency in English. These learners then received weekly sessions that consisted predominantly of song for
one hour for 10 consecutive weeks where after they were re-assessed using the same test. The results confirmed
earlier experiences the author had using song during English Second Language teaching in Secondary schools -
English language knowledge showed a marked improvement. It is imperative that South African universities take
cognizance of the value of the arts in general and music in particular in curricula in educator training faculties and
ensure that the arts are given the emphasis it deserves in generalist education courses.

What do Students Say about the Music Lesson in Cypriot schools? Focus Group Analysis of 8 Case Studies
Chryso Hadjikou

The aim of my PhD thesis is to investigate pedagogical factors that support the motivation of students in Cypriot
secondary school music lessons and specifically in Year 7. In this presentation | will report the results of students’
focus groups. Eight student focus groups, from eight different music classrooms were conducted. Each focus group
consisted of 4-6 students and took about 1 hour. A thematic analysis was carried out. The findings show students’
attitudes towards the music lesson. They expressed their negative feelings about theoretical music lessons and their
excitement for practical lessons. Examples of practical lessons which dominated their discussion were singing,
playing with instruments, working in groups and presenting their work. Students enjoyed their music lessons when
learning through experience in a fun and differentiated environment. A topic that seemed important for students’
enjoyment was working in groups. They stressed out the benefits of group works which were: being able to play
music with their friends as well as making new friends, cooperate with each other in order to create something as a
team and enjoy their performance together, have the opportunity to be creative. As they noted, in groups
everybody can express their feelings in safe environment. In contrast, students felt exposed and shy when they had
to perform or sing on their own. This was criticised by students as causing anxiety to them and making them dislike
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the lesson. This research will help music teachers to understand student perceptions of classroom music lessons.
Overall the key finding was that students are motivated when given some freedom to choose the music and learn
in a differentiated environment which is characterised by variety, creativity and practice. Studying students’
behaviours towards the music lesson is crucial for us teachers who want to improve teaching and learning.

Elementary School Students’ Opinion about Music Classes: A Case Study in a Public School in Guarulhos / SP [ BR
Wiasti Ciszevski Henriques

This study sought to know the role of music classes in school, through the public school in Guarulhos / SP [ Brazil
students’ opinion. In order to "learn to learn from the student what to teach" (Koellreutter, 2001) and promote
critical reflection and self -criticism, it was proposed in 2013 a collective “Notebook Records”, where students could
report their learning and opinion about the classes, emphasising even their criticism and suggestions.

This work was based on Paulo Freire, Schén and Perrenoud studies, that discuss the role of reflection and dialogue
in learning process. It was studied also the work of music educators, who discuss the role of music in the school,
such as Bastian, Koellreuter and Sekeff.

This is a qualitative study, a case study with ten years old students in a public Elementary School, and data collection
was realised by the discourse analysis technique. We believe that it was created a democratic music education
through the reflective writing, because students that normally haven't expressed themselves orally to the group,
had made important contributions through their narratives.

By the analysis of the records, it was observed that students emphasised relevant and significant aspects of their
musical learning and presented criticism about the classes place and materials. Students also had expressed about
the difficulties of social relationship.

Some students also reported the change of their conception of music and found in music classes opportunity to
show their skills; they also had emphasised the “music’s joy" and had written that music classes were moments of
shares and partnership. Therefore, we believe that by the interaction of children's voices singularities, it was
constructed new relationships with the musical knowledge, with their colleagues and themselves, consolidating a
culture of community. The dialogue, pervaded by sensibility and unity that music provides, allowed visibility to the
beauty of student's individual differences.

Finally, we believe that this work could contribute for discussion of music education in elementary schools. When
we consider the students’ perspective, the main protagonist of discussion about music in school, it’s possible to
reflect about new ways of thinking music education and acting at school.

About Musical Learning: A Study of Children's Narratives
Juliana Rigon Pedrini

This research focuses on learning in musical experience narrated by children. It aims to understand the meanings
assigned by children about their musical learnings. The participants of this study are three children aged between
10 and 11 years old who have music classes at school as one of the compulsory subjects that make up the curriculum.
This research believes that narratives are a source of knowledge, that by telling a story a person organizes their
experiences, giving new senses and meanings to what they experience and that the organization of thought in
speech is an educational process. Based on studies from Childhood Sociology, this research considers children as
social agents capable of producing knowledge that can help understand the world in which they live in. The
theoretical-methodological ways were drawn up from the perspective of Narrative Inquiry. Three Narrative
Interviews were conducted with each participant, from which the final reports that depict how they attribute
meaning to their musical learnings were produced. The results answer the questions: With who, where and how
children relate to music? What is know music? Why have music class in school? Apart from school or systematized
music teaching spaces and the role of the teacher, children recognize their own strategies for learning, such as
listening to music, paying attention in class, studying at home, finding out what is not taught, and not rely uncritically
on everything teachers say. The narratives show that children are accompanied by family and media in their musical
experiences. Music can be observed in the children’s narratives in the three commonplaces: Place, Temporality and
Sociality. By knowing the children’s experiences, we can assess how music is part of their daily lives. Musical
knowledge is especially recognized by children in activities where they play a musical instrument, read music and
master repertoire. The children from this research, who have music classes at school, made it clear how pleasurable
school experiences are and serve as an inspiration for studies, challenges, questionings and future plans. In Music
Education, this research contributes towards showing a possible way for the study of musical experience from the
point of view of the children's narratives.

Informal Learning, Grade One Music and the 'New' Sociology of Childhood
Leslie Linton
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The purpose of this study was to investigate informal learning practices in music education and as a pedagogical
approach within the primary classroom setting. This presentation reports on a qualitative study investigating the
implementation of informal learning music pedagogy with two classes (n=18 and n=18) of grade one students (ages
6-7) in a Roman Catholic elementary school in Southwestern Ontario, Canada. The study involved the delivery of
three units of work designed by the researcher and co-taught with pupils’ regular class music-specialist teacher,
based on the principles of informal learning music pedagogy (Green, 2008) and the application of such pedagogy
to primary school students (Harwood & Marsh, 2012). This 6 month study began in January 2013 and was completed
in June 2013. The two classes of students received the same informal music lessons for 40 minutes three times per
week over a six-month time frame. The demographic of the students provided a well-balanced sample in that there
was an equal representation of males and females as well as a mixture of European ethnicities. A case study
methodology was adopted. Audio/visual data was collected and analyzed during lessons along with researcher-
participant observation, teacher observation, field notes, parent questionnaire and semi-structured interviews with
teachers and students.

The impact of this research study may be significant in the creation of new knowledge, as it is the first of its kind to
investigate informal learning approaches in the primary music education classroom. Although the scholarly field of
informal music pedagogy is beginning to mature (Karlsen & Vakeva, 2012; Wright 2010), there still exists a lack of
research studies focusing on students in the primary-level age group. This study aims at exploring and expanding
knowledge in the new field of informal music pedagogy through an investigation of its application with grade one
students (ages 6-7). Building on the childhood culture which takes place in playground and out-of-school practices
may result in an innovative pedagogical approach that has the potential to reshape music teaching and learning in
the primary music classroom.

“Embodying Slavery: An Experiential Approach Towards Black Music Performance in the Classroom”
Ama Oforiwaa Aduonum

Music educators and performance scholars have long established the importance of incorporating a hands-on
approach into the teaching process. Experiential method can help students to gain in-depth understanding of
concepts. Additionally, it helps to instill passion for learning, confidence, improve self-esteem, and promotes life-
long learning. Therefore, in all my music classes, students sing, dance, play games, role-play, and complete
assignments that are challenging and transforming. So, how do you introduce Black music to students to 1)
experience the music as a mouthpiece for its creators and performers, 2) grasp the connections between society
and music, and 3) instill pride and confidence? | designed a project for my Black Music class in Fall 2009. The
assignment requires students to research and study the life of an enslaved African in the United States of America,
Brazil, or Haiti, then bring that character to life through a 2-minute monologue with song. | will share the results -
excerpts from student performances and feedback - and insights gained from those Character Portrayals.
Participants will sing, clap, and dance.

Attention to Cultural Inheritance and Identity of Music Education
Shunai Jin

The New-century basic education reform started in whole China in 2001. With great achievements, the ten-year
research and development promotes the educators’ change in education thoughts and beliefs. It also conforming
to China’s realities, reflecting features of the new era and modern educational ideas.“Revised Draft” emphasises
students’ feeling, experience, inspiration and communication on the music artistic aesthetic as well as cognition on
context and content among different cultural music. Meanwhile,from the perspective of inheriting national musical
culture, it indicates that “carry forward the national music, understand adversities of music culture’, reflecting the
security and humanistic concern for whole culture compound of multinational music culture coexist in the multi-
ethnic country, China.l. Human and Music Culture. “Revised draft” in the curriculum standard of version 2011,
indicate educational meaning of musical culture,Explained culture reflected the concept of value and the basic
substance of society, which is the place human born and thrive. Hence culture moulds human, meaning mutual
affecting. Il. Culture Identity and Musical Education. Only trust our national music culture, we will have the identity
to our national music culture. The Chinese nation is diversity and unity, which is a multi-nation country , composed
of 56 ethnics groups. Different national culture , by virtue of their cultural memory of the nation, just have the
comparison and recognition with other culture..The revised draft is based on music ontology characteristic and
function, clearing and defining the mission of musical education develop culture. IIl. Function of the music education
goals. Goal refers to the conditions and standards one’s thinking would reach, and also embodies the basic spirit of
curriculum ideas. Teaching goals adhere to the ideas of "Arts - Humanities", the former reflects the knowledge and
skills goal of music teaching; the latter reflects the target of emotion attitudes and values level in music
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teaching.“Revised draft" marks the introduction of school music education has entered a new historical stage,
embarked on international standards and the integration of new start. Emphasis on multiculturalism and integration
of local culture, based on the concern of cultural heritage in music education and identity, be the eternal values of
the school music education.

Indigenous Children's Songs: Education of Abilities, Sensibilities and Sensitivities
Emily Achieng Akuno

The songs that form the musical experience of children are a body of knowledge that serves communities in their
endeavour to socialise their young. Indigenous Kenyan children's songs have been identified as useful appropriate
cultural tools for the teaching of musical skills, societal norms and mores and for intellectual development. Through
this artistic, aesthetic medium, Kenyan communities have, since time immemorial, brought up new generations of
people who are versed in its traditions, able and willing to take up their part in society and capable of generating
solutions to the challenges that face society on a day to day basis. Akuno (1997) discussed Kenyan children’s songs
collected from children and young adults. The study analysed the song repertoire of Kenyan children of 6 — 8 years.
This age group forms the lower primary school cluster, the first three years of primary education in Kenya. At this
level, singing occurs as:

e Learner initiated - at play, during leisure hours;

e Teacher initiated - in class, formally organised, during assembly, for presentation at school and community
functions, for competitions including the Kenya Music Festival.

The study established that indigenous Kenyan children’s songs:

* Addressed topical issues;

* Used simple language, with little symbolism;

e Relied on explicit and implicit messages, with direct and coded communication;

* Adhered to communal song forms, thereby being similar to adult songs;

* Were an education package — with learning material and methods contained in the content and processes of each
song.

Similarly, Andang’o (2009), dealing with music in early childhood learning, found an abundance of songs that served
a variety of learning needs. This reflects Weinberg’s (1982) observation that despite many years of westernisation
and formal education, indigenous songs are still known, and a lot are performed by children. For a cultural element
to survive the onslaught of a systematically initiated and operated socialisation process, such as happened with
formal (Western) education, the element must be significant to the people who utilise it. The element must also be
versatile, adaptable and resilient. This paper takes an analytical view of children's song repertoire from the Luo
community of Kenya. Through the interrogation of the music processes within one of these songs, the paper
articulates the songs' role in developing music making skills, perceptual skills and values. This reiterates their role in
developing children’s abilities, sensibilities and sensitivities.

Preservice Teachers’ Observation of General Music Teaching in a Different Cultural Setting
Cecilia Wang, David Sogin

The purpose of this research is to examine the effect of instruction about teacher effectiveness on the evaluation
of a general music lesson from a different culture. It is to examine whether generalist teachers are able to discern
good music teaching techniques in a different cultural context.

Undergraduate elementary education majors (N=120) served as participants in this study. The participants were in-
service teachers enrolled in different sections of a music methods class at a major Southern University in the United
States. Data were collected during their regular class time. All students were asked to view a ten-minute video of an
excerpt from a general-music lesson in a country from the East and to complete two rating forms. The experimental
group was given instruction to identify factors of teacher effectiveness by the course instructor prior to viewing the
stimulus tape whereas the control group did not receive such instruction. The video stimulus was extracted from
one of several original 40-minute lessons that the authors have analyzed in detail. The video was considered a typical
lesson demonstrating listening activities related to a piece of western instrumental music in a dance form.
Participants were asked to “ignore” the language from the video but observe both teacher and student behaviors
and interactions. After viewing the video, participants were asked to provide ratings on two separate forms--Form
AB and Form GM. Form AB was related to the theme of Classroom Climate, and Form GM has been designed
specifically for rating teaching effectiveness in a general music classroom. In addition, participants were asked to
provide demographic information as well as comments regarding similarities and differences of the lesson observed
in comparison to their own experiences. The quantitative data from both forms as well as the comments by the
participants provide the data for analysis. The results will be presented comparing the ratings of the experimental
group to those of the control group. Discussion will focus on the assessment of teacher effectiveness by these
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students, the effect of instruction of identifying teaching techniques, lesson objectives, teacher and student
behaviors, learning climate, and cultural factors to be considered. Strategies to improve teacher training in general
music for the generalists and cultural diversity will be presented.

An Experience of Exchange in the United States by Two Brazilian Young Music Educators
Andre Felipe, Murilo Arruda

This paper is about the experience of an exchange by two Music Education students from Brazil in the United States
of America. They received scholarships by the Science Without Borders Program, which is a program that provides
two semesters to study in a foreign university and three months to intern in an institution of your specific area. The
objective of this paper is to state the importance of discovering how music is taught in countries that already have
this discipline at the school for a long time and to improve practices from that knowledge. The Music Education area
in Brazil is relatively young and it is in an interesting process of discovering new ways, situations and methodologies.
In that context, we can say that parameters of how Music Education works are welcome in our community. We will
discuss what characteristics we can bring from that country to our own and what we could adapt in thinking about
our own culture, economic and social situation. The paper’s sources are journals written by the authors, including
pictures and the memories of a whole year of learning as material for this research. As main ideas we compared
music education at the normal schools and at the university. How music is taught in those places, what is the
importance of having music and what can we do to develop our area. We believe that with this research we can
point some foreign ideas to improve music teaching in public schools. What is public school’s Music Education in
Brazil? Are there musical groups that are more aligned within our culture and time? We could see what a structured
music education at the American schools is and make a parallel with our reality in Brazil. We can conclude that the
experience of studying abroad was essential to the education and training of both educators and we hope to
contribute with Music Education by drawing some parameters to base our conduct in creating music programs and
inspiring people.

The Extent of U.S. Music Student Teachers’ Self-Reported Cross-Cultural Competence: A Replication Study
Constance McKoy

The purpose of this study was to replicate and extend a previous study on the self-reported cross-cultural
competence of U. S. music education majors enrolled in student teaching. The investigation was guided by the
following research questions: (1) To what extent do student teachers in music education hold knowledge, skills, and
awareness about cultural differences that foster readiness to teach in multicultural educational settings? (2) To what
extent do the personal attitudes and level of cultural awareness of student teachers in music education constrain
readiness to teach in multicultural educational settings? (3) To what extent have student teachers in music
education had experiences during teacher preparation relative to multicultural education and multicultural music
education that promote readiness to teach in multicultural educational settings? Participants in the previous study
(N =86) were from 19 colleges and universities in the Southeastern United States. In the current study, participants
(N = 337) from 37 colleges and universities across the United States completed a survey designed to assess their
cross-cultural competence as related to: factors (a)fostering and (b) constraining readiness for teaching in culturally
diverse educational environments, and (c) educational experiences during teacher preparation relative to
multicultural education and multicultural music education. Study results, which closely paralleled those of the
original study, indicated that the majority of respondents were aware off how cultural differences may impact their
teaching and students' learning, had encountered music of a variety of cultures in their own music education, had
received specific instruction on creating and executing multicultural music experience for students, and had
opportunities to be involved with projects related to multicultural music education. Study results neither confirmed
nor negated that respondents held attitudes and beliefs hindering their readiness to teach in culturally diverse
educational environments. The similarity in results of this replication study and the original study support the notion
that changes in instructional focuses that have occurred in U.S. music teacher education programs over the past
decade are having a positive effect on pre-service teachers’ development of knowledge and skills regarding cross-
cultural competence.

Positive Attitude Leads to Positive Education: A Study of Secondary Music Teachers’ Teaching Attitude in Chinese
Folk Music Education
Han Ruochen, Bo Wah Leung

Positive attitude is generally recognised as a powerful factor influencing all aspects of our life. It plays an important
role in achieving success and avoiding burnout. In education, teachers’ positive attitude towards their teaching
contents and students’ learning motivation is a key factor that can lead teachers to teach successfully. In mainland
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China, all school-based curricula are affected by the official curriculum guidance entitled “Full-time Compulsory
Music Curriculum Standard” published in 2011. Yet, since music is not an accountable subject for senior secondary
school entrance examination, junior secondary music teachers have more freedom to develop their own school-
based music curriculum according to the teaching objectives of official music curriculum guidance. Namely,
teachers’ teaching attitude can, to a great extent, influence their teaching decisions. The education system of
mainland China, including music education in primary and secondary schools as well as pre-service music teacher
education, is influenced by Western education system and the concepts of Western music theory-centred due to
Chinese historical reasons. Although it is universally acknowledged that Chinese folk music embraces high cultural
value and artistic value, the preservation and transmission of Chinese folk music are overlooked by researchers and
schools at different levels.

This study investigates the possible relationship between teachers’ attitude towards teaching Chinese folk music
and their music teaching practice via a survey of secondary school teachers in Weifang, Shandong Province. A total
of 72 secondary school teachers’ responded to a questionnaire survey on their attitude towards teaching Chinese
folk music and how they perceived their students’ attitude on learning Chinese folk music. Additionally, six semi-
structured interviews with voluntary teachers were undertaken to explore their constraints of teaching Chinese folk
music. Findings indicate that there is a contradiction between teachers’ attitude and actual teaching: most of the
respondents possess a positive attitude towards teaching Chinese folk music while they spend limit time in teaching
the genre. Owing to their lack of sufficient understanding of Chinese folk music, music teachers excessively rely on
using existing music textbooks. Besides, findings also suggest that secondary music teachers somewhat do not
value the study of music. Obviously, promoting Chinese music education requires music teachers to further develop
their expertise and ideology.

The Need of Ngoma in Schools: Attitudes of Tanzanian Music Educators
Kedmon Mapana

This paper (which is descriptive by nature) examines the attitudes of current Tanzanian music educators toward the
musical traditions of Tanzania being the focus of Tanzanian school music curricular practice. A questionnaire was
administered to 115 music educators from all zones of Tanzania. The response rate was 91% (N=105).

Results indicate that the current music educators surveyed in this study strongly support having the musical
tradition of ngoma (the traditional Tanzanian multi-arts performance complex of music, dance and drama) as the
focus of Tanzanian school music curricular practice. They also support other music cultures of the world, including
Western music notation and instruments. However, the support for ngoma is even stronger than the support for
Western music notation and instruments.

These findings suggest that Tanzanian music educators from all demographic groups would be supportive of
curricular changes giving ngoma a greater priority in the curriculum; that Western musical instruments and notation
should be included but not dominate the Tanzanian music curriculum

To Care, To Know, To Respect and To Honor: Culturally Responsive Pedagogy in Elementary General Music in
Communities of Color
Kathy Robinson

Most music teachers enter into their public school classrooms and rehearsal halls prepared to teach children who
look like, talk like, think like, and have the same values as them. In reality, the children in US schools increasingly
live in linguistically, culturally, ethnically, religiously and economically different worlds than most of their teachers
who are overwhelmingly of a Western European background, middle class, female and monolingual (English). This
wide gap between the experiences of teachers and their students can be narrowed with an approach to teaching
that uses the cultural knowledge, prior experiences, and performance styles of diverse students to make learning
more appropriate and effective for them; it teaches to and through the strengths of these students. How do
exemplary elementary general music teachers of a primarily White Western European heritage and education
successfully negotiate the disjuncture between their linguistic, cultural and musical worlds and those of their
students of color? How do these exemplary teachers make learning more relevant for students whose cultural,
ethnic, linguistic, religious and social class backgrounds differ from their own?

This study addressed these questions through a descriptive means involving face-to- face interviews with more than
ten US elementary general music educators highly regarded and widely recognized for their work with children in
schools situated in Latino, Asian and Native American communities of color across the country. Interviews were
audio taped, transcribed and scanned to find common themes to get at the essence of the relationship between
classroom practice and culturally responsive pedagogy. This paper will synthesize the teachers’ work with students
in these diverse communities and will focus on one teacher, Emilia, and her journey to recognize, respect and
protect the cultural riches, knowledge and skills that her students in the western US bring to her music classroom.
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Issues of teacher as “warm demander,” empowering language minority students and bringing the community into
the classroom will be addressed and discussed in the context of music teacher education.

An Investigation into Selected Specialist Music Teachers’ Attitudes Towards The Implementation Of The Creative
Arts Subject In Mthatha Schools
Nolwazi Ndamase

Ever since the dawn of democracy in South Africa the system of education has undergone many reforms. The most
recent one in 2009 was the review of the Revised National Curriculum Statement (2002) and the National Curriculum
Statement Grades 10-12 to produce one document. From 2012 we have had the National Curriculum Statement from
grades R-12 which stipulates policy on curriculum and assessment in the schooling sector. A single comprehensive
Curriculum and Assessment Policy document was developed for each subject to replace Subject Statements,
Learning Programme Guidelines and Subject Assessment Guidelines in Grades R-12. The focus of this paper is the
Curriculum and Assessment Policy Statement Grades 7-9: Creative Arts.

This paper examined the attitudes and perceptions of specialist music teachers towards the implementation of the
Creative Arts subject in schools. The focus was on the Senior Phase of the General Education and Training Band. The
sample for the paper was selected from the Mthatha district of the Eastern Cape. An interview schedule was used
to collect data from the music specialist teachers. Data analysis revealed contrasting views from teachers with
regard to the implementation of the learning area.

The implementation of the Creative Arts subject is seen as an essential improvement compared to the congested
Arts and Culture learning area. The content offered in grade 9 prepares learners adequately for specialisation in one
of the art forms in the FET band. On the other hand it transpired that professional development is vital if learners
are to be provided with quality education and effective teaching and learning. Intensive training of teachers will
address the main purpose of the Creative Arts subject which is to develop learners as creative, imaginative
individuals who appreciate the arts. The teachers also felt that this would assist in achieving the specific aims of the
subject with one of them being to equip learners with adequate basic skills to pursue further studies in the art forms
of their choice.

Costa Rican Music Educators’ Perspectives on Current Policies and Practices
Daniel Johnson

Theoretical Background

Because music is central to understanding Costa Rican culture (Salazar, 1978), studying that national system of music
teacher education and practices in music pedagogy is inherently valuable. This rationale extends to professional
music educators in the region and scholars internationally. Unlike most Central American countries, Costa Rica
includes music in its national curriculum. The actual state of music education in Costa Rica, however, is not well
known (Cajas, 2007). My study addresses this gap in the research.

Research Focus

The focus of this paper is current policies and practices of music education in Costa Rica. For that purpose, | used
Cajas’s 2007 dissertation as a foundation to present a more current assessment of the status of music education in
Costa Rica. As Mendez noted in 2005, this needed to reveal the actual situation of this discipline in our countries and
to enact any fundamental changes.

Methodology

| delivered a written survey consisting of twenty-nine multi-part questions to thirty-one practicing music educators
throughout Costa Rica. The survey instrument described their teaching positions, professional preparation, and
level of support. | selected participants as rich sources of information (Orcher, 2005) and used intensity sampling to
select respondents purposefully (Patton, 2002). To strengthen research credibility, | employed systematic data
analysis, triangulation, as well as peer and member checks (Merriam, 2002).

Results

For qualitative data, | used open coding to identify and understand emergent themes (Grove, 1988; Jansen, 2010).
For quantitative data, | calculated and compared descriptive statistics on teachers’ professional preparation,
resources, and teaching focus. The resulting profile of Costa Rican music educators shows well-qualified, resourceful
professionals with a variety of teaching assignments but a lack of resources. Additional descriptors address their
teaching methodologies, working conditions, and music teacher preparation. Although these results cannot be used
to make broad generalizations, they do give an overarching view of music teachers’ perspectives on music education
in Costa Rica.

Conclusions and Implications for Music Education

Looking forward, Costa Rica presents a unique opportunity to use results from this line of research, including
applications in the curriculum revisions for Costa Rican secondary schools (Rosabal-Coto, 2010) and the Sistema
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Nacional de Educacion (Pefia-Mora, 2012). Goals of this research are to foster an informed understanding of the
actual position Costa Rican music teachers have. Implications of that knowledge for the profession will likely
encourage an interest in innovative pedagogies and enhanced support for Costa Rican music educators.

Brazilian Educational Policies Related to the Teaching of Arts and Music at Schools
Christopher Eleto

The implementation of arts education at schools has always been one of the biggest fights of professionals. The
Brazilian law throughout history is this topic as much irrelevance, comparing their real importance in shaping human
cultural identity. With the promulgation of the Law of Guidelines and Bases of Brazilian Education (LDB), is to have
a specific legislation regulating education. The first of these, the Federal Law No. 4,024 of 20 December 1961, the
art is cited as a complementary activity, i.e. as optional content, which led to the teaching of art in practice will
extinction. To be published the Federal Law No. 5,692, of August 11, 1971, makes it compulsory at schools the
teaching of "art education", what appeared to be a breakthrough, in practice caused the depreciation of arts
education, which by the malformation of teachers due to versatility of the discipline, this time acquired character
recreational and low relevance. With the enactment of Law No. 9.394, of December 20, 1996, which in Article 26,
the art is contemplated as "curriculum component” required, the setting for the teaching of art begins to
restructure. As a result of this process, we also have the law 11.769/08, amending Article 26, adding 6, the law in
9394, of December 20, 1996, Law of Guidelines and Bases of Education to provide for compulsory education music
as "mandatory content" in basic education. From this overview, we intend to draw a parallel between the literature
review and the history of Brazilian law relating to arts education with a focus on music education. Thus, we propose
reflections on the importance of arts education based on the main resolutions about education in Brazil throughout
history. We note a breakthrough for teaching art in Brazil, mainly from the twentieth century and we believe that
having a social-historical perspective is essential for music educators and for recognition of the area, not just in legal
guidelines, but as in Basic Education a whole.

Keywords: Educational Policies, Music Education in the Basic School.

The Inclusion of Music as a School Subject in Brazil
Silvia Sobreira

In this study | investigate the process by which music came to be included as a subject in Brazilian elementary
education. Although music was mandatory between 1930 and 1960, due to a project designed by Villa-Lobos, the
government’s educational policy was diluted during the period 1970 - 1996. In 1996, a Federal Law established that
the arts would be part of the curriculum with music as an option. In 2006 a non-governmental group — GAP (Grupo
de Articulagdo Parlamentar) - formed by musicians and music teachers of the Brazilian Association of Music
Education (ABEM), began a movement to make the study of music compulsory, rather than an elective. This resulted
in Law 11.769/2008, which proclaims that music be mandatory in the schools. | examine this process using a
qualitative approach, taking as a guide, the policy cycle proposed by Richard Bowe and Stephen Ball as well as the
curriculum studies of Ivor Goodson. Their work provides the theoretical background to understand the
establishment and promotion of music as a school subject.

During the first phase of my research | read articles on music education, published in 26 volumes of ABEM journals
(from its foundation in 1992 through 2011), and other texts related to the 2008 law. I interviewed 37 members of
ABEM to confirm what | had found in my preliminary research. It became clear that ABEM played an important role
in the creation of the policy that resulted in the law. There is no doubt that ABEM influence in setting trends of how
music should be taught. One example of this is the use of creativity in the classroom as the ideal pedagogical
approach. This has strong implications for the training of music teachers.

| conclude that this refining of ideas about music education remains an ongoing process. Among controversial issues
are such questions as whether music should be taught by practising musicians or music teachers, what the role of
music should be in the schools, which teaching methodology should be used, and how the law should implemented.

How much is enough?
Kay Hartwig

Australia has commenced the implementation of a national curriculum in all schools in the country. Phase one which
includes the learning areas of English, mathematics, science and history is complete and in the process of
implementation in schools. Phase two includes geography, languages and The Arts. These documents have been
written and will soon begin implementation. Phase Three of health and physical education, information and
communication technology, design and technology, economics, business, civics and citizenship is currently at the
consultation stage. The Arts comprise: Dance, Drama, Media Arts, Music and Visual Arts.
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The introduction of the Australian Curriculum: The Arts is a positive step in ensuring all Australian children have
access to Arts education for the first 10 years of their schooling. However, the important question is how will The
Arts be delivered especially in the primary school setting where generalist teachers are required to deliver most of
the learning areas to the children in their classroom.

Will existing teachers in schools have access to professional development to ensure they are fully prepared and
resources to teach the five subjects of The Arts curriculum? Will universities allocate time and resources to ensure
that future primary teachers are adequately trained to deliver quality arts programs in primary schools in the future?
This presentation investigates the place of the Arts in the training of preservice teachers across universities in
Australian and New Zealand. How many courses are allocated to Arts Education? How much time allocation is given
to these courses? What is the delivery mode and assessment?

Is this enough?

The Chequered History of Music Education in Nigeria
Samuel Kayode

Musical arts education has remained a veritable and enculturative medium in African society. Its inclusion in Nigeria’s
school curriculum by the policy makers is a testimony of the recognition of its potential for optimal realisation and
utilisation of human resources not only in terms of norms, customs and folklore of the people in general, but also
as an important tool for national development. This paper attempts a chequered history of music education in
Nigeria from the pre-colonial era to date. It also appraises government’s recent negative policy in further
annihilating music as a subject from the nation’s curriculum and suggests strategies by which pro-active musical arts
educators could effectively implement the present cultural and creative arts programme and bring about the
desired results.

Building Histories of Life to comprehend School Music Education in the Federal District of Brazil
Delmary Vasconcelos de Abreu

This work presents a brief overview of a research that has been held in a group of research and studies of School
Music Education and Autobiography — EMAB, which aims the development of autobiographical researches related
to school musical education in the Federal District of Brazil — FD. The empirical field of this research is about the
History of Life of the maestro and educator Levino Alcantara, forerunner of the musical and educational movement
in the primary education in FD. In this work, we summarize the theoretic and methodological elements that are the
basis of autobiographic research, giving special attention for the dimensions of Histories of Life of musical
educators. This allows us to understand narratives as a process in which the narrator is the subject and object of
research, since he becomes more self-awareness in a continuum movement of construction/de-construction of
historical, social and educational context. Thus, | believe that to describe constructed paths narrated by the subject
of the research in school music education could bring particularities that can explain the dimensions that musical
education was built in FD.

Teacher Mobility and Identity: The Lived Experiences of Four Veteran General Music Teachers
Lori Gray

Why do certain teachers remain in teaching while others experience burn out and change professions? Why do some
teachers remain in an unsupportive school setting while others make a school change? How does changing teaching
jobs impact the identity formation of teachers throughout their time in the profession? In contemporary education,
it is common for teachers to change jobs one or even multiple times over the course of their careers (Ingersoll,
2001). Teacher mobility research has focused on student achievement and teachers’ reasons for changing jobs or
leaving the profession. For studies on identity formation, researchers have focused on pre-service and new teachers
(e.g., Bouij, 2004; Collier, 2001; Dolloff, 1999a, 1999b; L’Roy, 1983). Few studies have considered music teachers’
identities throughout their careers (Bernard, 2004, 2005; Frierson-Campbell, 2004). There is a need for additional
research focused on the impact mobility has on the teachers themselves with regard to teacher identity. Utilizing a
multiple case design, | sought to fill this gap in the literature and understand the impact of mobility on the teacher
identities of four veteran general music teachers, and how they constructed and negotiated their identities within
multiple social contexts over the course of their careers. The criteria for purposeful selection of the participants
were elementary general music teachers who were viewed as effective music educators by fine arts coordinators,
had taught for at least ten years, and had changed teaching contracts and taught in at least two different schools.
Data were collected over a period of eight months through semi-structured interviews, email correspondence,
observations, review of videotapes, and collection of artifacts. Mobility is often spoken of in a negative light,
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however, the participants in this study insisted that mobility at the start of their careers had a positive impact
because they each were challenged to solidify their own teacher identities in varied school contexts. They each
spoke of turning points or changes in teacher identity related to personal and professional experiences in their lives
including marriage, professional development, mobility, and graduate school. Mentoring and professional
development geared toward teacher identity formation and role maturation may assist teachers in matching their
desired school context with their teacher identities. Additional in-depth studies are needed to better understand
teacher identity formation at every point during teachers’ careers, and how changing jobs impacts teachers’
identities.

The Role of Nostalgia in the Development of Teacher Identity
Ronald Kos

Studies of teacher identity and musical identity, including the development of and the tensions between those
identities are of increasing interest in music education. Students in teacher preparation programs are commonly
asked to reflect on their teacher identity, addressing such issues as influences on their decision to become teachers
and the role of teaching in their lives. These students also address similar questions related to music itself. Few
studies have concentrated on the role of the reflective process in helping students to understand their developing
identities. Anecdotal evidence suggests students respond well when musical cues are used both to trigger
memories of important influences as well as to reflect on personal experiences; however, there is little in the
literature to indicate the efficacy of these types of activities. A study is needed that will help determine the
effectiveness of using musical cues as a tool for influencing pre-services teachers’ self-reflections related to musical
and teacher identity.

Students enrolled in a junior-level music education course completed an assignment in which they first created a
musical self-portrait comprising four pieces of music and then wrote a 750-word reflection addressing how the
music represented theiridentities, with specific attention to the development of their musical and teacher identities.
After the students granted permission for their assignments to be used in this research study, the essays were
stripped of identifying information and analyzed using a constant comparative approach.

Analysis was based on a conceptual framework focused on nostalgia, which has been defined as a longing for the
past, usually for times or places “with happy personal associations.” Nostalgia was an appropriate framework for
this study because it is often triggered by recollections of product styles (such as music) that were popular during
one’s youth. Furthermore, musical and educational experiences tend to be social, and nostalgic reactions often
involve interactions with others.

The students’ essays suggested that many of the musical works selected for the self-portraits triggered nostalgic
responses. As in previous research, many of those responses were “bittersweet”: They often included an element
of mourning for the past. In most cases, the narratives eventually progressed to a positive state. Therefore, it can
be concluded that the writing of reflective essays that trigger nostalgic responses can increase positive affect in
preservice music teachers.

Aiming at Improving Music Teachers’ Classroom Action by Reflecting on Professional Identity and Instructional
Models
M. Cecilia Jorquera, Javier Duque Gutiérrez

Research on change and improvement in education related to teachers’ activity highlights that the efforts in
improving initial or permanent education are not directly linked to the transformation and improvement of teachers’
classroom action. Here, a crucial factor is the teacher’s professional identity: its type, phase and construction
process, leads to show more or less willingness towards internalizing their education and professional experiences,
in order to transform and develop their professional educational practice.

The central aim of this research is to enlarge the comprehension of the relation between types and construction
processes of the musician-teacher’s professional identity, and her conceptions on how a professional music
educator’s action in the classroom should be.

Literature shows types, phases and key-moments in constructing the musician-teacher’s professional identity, as
well as the crucial value of contexts where the identity is configured and developed. Similarly, teachers’ conceptions
on their classroom action have been crystallized in instructional models.

Research methodology is based on the epistemological viewpoint of complexity. A heterogeneous population of
teachers from different contexts was searched, covering the disciplinary field of music in Primary and Secondary
Education, music for professional performing, and music for education in the community. The sample includes
selected teachers who show a clear difference in their professional identity, centred on two types: performing-
musician-teacher and educator-musician-teacher. Later on, their conceptions on classroom action were identified,
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and by means of comparison, we tried to comprehend the underlying instructional models and their relation to the
professional identity supporting them.

Tools for data collection were diverse: semi-structured interviews, qualitative questionnaires, quantitative
questionnaires, and work diaries. They were functional regarding the contexts, the viability, and the researchers’
eventuality in accessing the teachers. Data analysis covers quantitative and qualitative approaches, deductively
from the theoretical framework, and inductively from the information units provided by every single context.

From interpretation and conclusions emerges that there is a tight link between the way how the teacher’s
professional identity is configured, and some central and instrumental conceptions related to her professional
practice. Specifically, it appears to be clear that the professional identities oriented towards the musician-educator
are those which achieve the construction of more complex, rich and versatile instructional models and professional
conceptions. So, these teachers are more capable of facing changes and improvements, as well as developing their
profession, and researching on their own educational professional practice.

Exploring New Music Teacher Profiles in Finnish Music Education
Minna Muukkonen, Anna-Mari Lindeberg

In the Finnish school education there has been a clear distinction between classroom and subject teachers.
Classroom teachers, who teach all the school subjects, have been responsible for the education in the lower grades
(1-6) and the subject teachers, specialized in one or two subjects, in the upper grades (7-9) of the basic education.
However, the aim of the education policy has recently been to strengthen the comprehensive nature of the basic
education. This tendency has led to mixing the traditional dichotomy in the teacher profession. It has become
possible for the classroom teachers to qualify as subject teachers and vice versa. The transition has challenged the
teacher education and led to changes in teachers’ professional profiles.

In the field of music teaching this gap between classroom and subject teachers has traditionally been significant.
Previous studies suggest, on the one hand, that music subject teachers, who have very broad musical skills and
knowledge of music, lean on their own musical expertise while building their teaching practice and emphasize
musicking in their curriculum. On the other hand, as previous studies also implicate, the classroom teachers, who
may have studied music in the teacher education only one 3-6 ECT course, also think that the main target of the
music lessons is to make music. This does not, however, succeed if the teachers consider themselves as incompetent
music educators. Except musicking, insufficient musical skills make planning, differentiating, grading and motivating
difficult.

Since the last decade it has been possible in the classroom teacher education to complete intermediate studies in
music education (60 ECT) and thus qualify both as classroom and music subject teacher. These new kind of music
teacher professionals are now entering upper grades of the basic education, which has traditionally been exclusively
for music experts.

In this research we will examine the professional identities of recently graduated teachers with intermediate studies
in music. As teacher educators we are interested in how do these teachers see the bridge between teacher
education and working life as well as in their views of their professional competences as music educators.

The data consists of a survey and interviews of 38 beginning music teachers. The research employs a qualitative
framework and the interview data is examined using narrative-discursive analysis. In this presentation we will
present preliminary results of the survey and interviews and discuss about this new professionalism and its
implications for Finnish teacher education.

Writing and Telling Musical Memories: An Exercise of Autobiographical Writing with a Group of Basic Education
Teachers
Maria Cecilia Torres

Within the limits of this communication, | present the report of an experience developed throughout 3 semesters,
with different groups of teachers from Basic Education schools in the state of Sdo Paulo who worked in High School
and Adult Education, in an extended formation music teaching program in the city of S3o Paulo. | point out that
different groups participated on the courses, each one with the duration of 1 semester, with 3 eight-hour encounters
and another thirty hours of online participation in the platform Moodle, which aimed at working with musical
questions and broadening the repertoire with their students at school. These groups have attended the courses
between the first semester of 2012 and the first semester of 2013 and each class had approximately 50 to 65
teachers. The background formation of the group was eclectic, there were teachers who had graduated in History,
Biology, Visual Arts, Portuguese, Mathematics, Geography, Philosophy, among others, but it was not a group of
Music teachers. The activity named "Musical Scenes and Memories" was meant to have them write and narrate one
scene of their musical memories during High School, sharing it with their classmates. This autobiographical exercise,
that made them remember their musical memories, taste and repertoire, is anchored in the autobiographical studies
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and articulated with this research field, in which | have been acting since the conclusion of my Doctoral research, in
2003. Through these written and narrated memories, | intend to allow the teachers to reflect upon their musical
histories, what they liked and selected to listen to and sing in certain periods of their lives and, thus, approach their
teenage students' diverse musical styles and repertoire. | realised, through these writings, that there is a diversity
of musical genres that are influenced by the choices of friends, family, religious groups and different media. At the
end of each semester, | organise this material and analyse the themes that emerge from the (auto)biographical
writings of these teachers, in the sense of reflecting if their pedagogical practices and beliefs are intertwined with
these musical histories, in the perspective of a referential in the field of the (auto)biographical research. In this
conclusion, | highlight that this exercise is just the beginning of a process of remembering, writing and telling their
musical histories and, by doing so, to approach the musical histories of our students and of the field of Music
Education.

Keywords: (auto)biographical research - extended formation in Music - musical memories

Did You Hear the One About ..? Stories of Behaviour Management Issues Faced by Post Graduate Pre-service
Teachers
Janet Wyvill

This research project investigated the experiences that pre-service teachers had while on their Supervised
Professional Experience (SPE) commonly known as Teaching Practical within schools. The pre-service teachers
blogged about behaviour management strategies they observed, experienced and attempted during their teaching
practical

The research question asked "What are the common behaviour management issues that pre-services teachers
observe, experience and manage while on Teaching Practical?"

The objective of the project was to collect and analyse the common experiences that the pre-service teachers face
and utilise this data to inform the learning and teaching at the tertiary level. The design of the project allowed for
pre-service teachers to blog at their convenience and have the freedom of unidentifiable descriptions of scenarios
that were both positive and negative. The design gave a rich and varied range of data as the pre-service teachers
are able to comment on other blogs and compare and contrast to their own experiences thus giving a strong level
of data collection to achieve the objective of understanding the common experiences the pre-service teachers
faced.

The participants of this project were 160 Graduate Diploma of Education students from an Australian university who
attended teaching practical in first semester of 2013. Student participation was voluntary and all experiences they
shared through blogging was de-identified.

This paper will present the common themes of experiences the pre-service teacher’s experienced and share some
of the more extreme cases they had to face. The paper will assist all teachers in their supervision of pre-services
student teachers as well as any tertiary lecturers who have an interest in the preparation of pre-service teacher
training.

Classroom Management in School Music Education: Teacher Knowledge in Three Teachers from Porto Alegre
(Brazil)
Rafael Rodrigues da Silva

This presentation reports research that aims to investigate classroom management practices in three music
teachers working in public schools in Porto Alegre, located in Brazilian south. The question | want to answer,
through classroom observations and interviews, is: how teachers influence student's behaviour in order to promote
an environment conducive to learning? The classroom management among music teachers working in regular
schools has not a significant number of publications in the field of Brazilian music education, therefore, the
theoretical framework is mainly based on the topic of teachers knowledge, particularly Clermont Gauthier, Maurice
Tardif and Walter Doyle . Here, | present three axes of data analysis in the present research: time management,
space management and management of behaviours Through research it was possible to analyse the different
practices related to the organisation of space to get different jobs and shifts within school, different forms of
intervention and prevention of disruptive behaviours and use of time devoted to music activities. The research
systematises and analyses a series of teacher's knowledge related to the management of classroom teachers
surveyed intended to contribute to the training of teachers, promoting important knowledge to the music teacher
that have been under-researched, and enhances subsequent research.

The Importance of Teacher Decision-Making in the Music Education
Daniel Johnson, Wendy Matthews, Brett Nolker
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Theoretical Background

Within the Social Cognitive perspective, the pedagogical background of this paper focuses on the importance of
teacher decision-making in music education classrooms. These decisions teachers make rely on professional
knowledge and the information gleaned from classroom observations. Specifically, decisions are influenced by the
emerging classroom environment, as well as a teacher’s experiences, values, and knowledge of content, pedagogy,
and individual students.

Focus

The focus of this paper is music teachers’ decision-making processes and the motivations guiding these decisions.
Previous researchers have primarily limited their investigations of motivation in music education as it relates to
student outcomes. In this paper, the co-authors explore music teacher decision-making in terms of teachers’ own
motivation. This paper also investigates differences in music teachers’ decision-making by setting: general,
instrumental, and choral. The two corresponding focus questions are: (1) what types of decision-making processes
do music teachers use as they plan, execute, and reflect on their classroom instruction? and (2) what motivates
them to make these decisions?

Method

The co-authors will present findings from studies using written survey and semi-structured interview data. Based on
the tenants of constructivist grounded theory, their analysis began as open coding. It enabled the co-authors to
examine for specific decisions in response to the scenarios and then to develop themes around the responses in
order to gather more detail about participants’ decision-making processes.

Results

In the three classroom settings (general, instrumental, and choral), themes emerged to describe teachers’ decision-
making processes during planning, instruction, and reflection. General music teachers focused on developing
students’ music content knowledge and citizenship skills; choosing music pedagogical tools, and classroom
management. In instrumental music, these same themes emerged with more of a focus on student discipline,
balancing the individual and group ideals, and teamwork. In choral music, decisions making focused on classroom
management, group outcomes, teachers’ responsibility to group learning. Differences appeared in teachers’
management styles by social context, through differing expectations of student independence and self-regulation.
Conclusions

Because music educators are responsible for guiding student learning as they make instructional decisions,
understanding and using motivation in musical contexts is essential to effective teaching, program development,
and music teacher education. Outcomes of this paper can assist teacher-educators in understanding how teachers
make decisions. Implications for future strategic planning and action include improving in-service teachers’ self-
awareness, advancing professional development for experienced teachers, and enhancing the effectiveness of
music teacher education programs.

Dilemma and Thinking of Music Teachers’ Teaching Research for Rural Primary School
Lishan Zhang

“Teacher as researcher” as a synonym for teacher professional development, has become a thriving area of research
and a new focus. In our country, music curriculum reform of basic education has put forward new requirement for
the professional roles of primary music teachers. New curriculum requires that primary music teachers need to be
developed from the traditional “experience” Jiaoshu Jiang to “research” teacher. The teaching research ability of
rural primary music teacher would directly influence the teaching quality of the rural primary music courses. This
study did a comprehensive investigation about the teaching research status of 296 full-time and part-time music
teachers in 275 rural primary schools in 39 counties of Chongqging with questionnaires and interviewing. Results
show that there exist many problems. For example, the current rural primary music teachers lack the teaching
research motivation and research knowledge; their research ability is low and they received little training about
teaching research; they lack the teaching research resource and so on. Based on the analysis of the reasons for
those problems, this paper put forward some strategies for the teaching research ability of rural primary music
teachers. It is hoped that this paper can offer some references for the professional development of rural primary
music teachers and the improvement of the overall quality of those teachers.

The Role of Thinking and Learning Styles in the Reflective Positionality of Adolescents and Teachers. Towards a
Multidimensional RP model

Gerhard Lock

The main idea of this paper is to develop further the model of Reflective Positionality (RP) of adolescents and
teachers inside and outside music lesson/school (to be issued in the EAS series “The Reflective Music Teacher”,
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2014), which is based on Plessner's (1975/2003) philosophical anthropology of the senses and takes into account
Abrahams' (2005) teaching practice principles of Critical Pedagogy of Music Education (CPME).

According to Zhang and Sternberg (2002) the majority of studies on cognitive styles studies since the 1960ies have
indicated that teachers’ cognitive styles as well as the match and mismatch of teachers’ and students’ cognitive
styles do make a difference in teaching and learning in schools. The theory of mental self-government by Sternberg
(1988, etc.) includes 13 thinking styles within five dimensions of self-government: (a) functions, (b) forms, (c) levels,
(d) scopes, and (e) leanings of government as applied to individuals. Zhang (2004) found out that thinking styles
predisposed students to particular teaching styles as well as students were open to more than just teaching styles
that precisely matched their own thinking styles; students’ thinking styles made a difference in their conceptions of
effective teachers. Sternberg, Grigorenko & Zhang (2008) further found out that ability based and personality based
learning and thinking styles of both teachers and students styles matter and in teaching, we need to take into
account students’ styles of thinking if we hope to reach them. This means differentiating instruction and assessment
which helps students to use their stylistic preferences.

Outcome of this paper is an extended multidimensional model of Reflective Positionality (RP) describing verbally
and graphically how the four types of pupils/students (“eccentric”, “ego-centric”, “quasi-centric’” and “quasi
eccentric””) and the “centric”/“eccentric” teacher type defined in the RP model may be related to/ depend on
thinking and learning styles of both the teachers and pupils/students taking into account three functions in
individuals' mental self-government (legislative, executive, and judicial) as well as internal and external scopes, and
global and local levels in the particular styles. The model will be extended also to be applicable in studying higher
education students. It will be the basis for further empirical research starting 2014.

The Diverse Worlds of Secondary School Music Teachers in Aotearoa New Zealand
Judith Donaldson

This paper is drawn from a wider qualitative doctoral study (Donaldson, 2012) that examined the tensions of practice
encountered by secondary school music teachers in Aotearoa New Zealand. Data were collected through semi-
structured ‘interview- conversations’ (Goodson & Sikes, 2001) with nineteen participants, including current and
former practitioners and music advisers. The participants represented a range of musical traditions, teaching
experiences, and demographics. Data were analysed thematically in terms of four research questions: (1) the
expectations attached to the role of secondary school music teacher; (ii) the tensions of practice encountered; (jii)
the manner in which teachers experienced their working lives; and (iv) their efforts to resolve the tensions they
encountered.

The paper discusses the development of a two worlds metaphor; examines the role it played in elucidating the
fundamental tension of practice encountered by the teachers; and explores key findings. Developed from Clandinin
and Connelly’s (1995) metaphor of teachers’ professional knowledge landscapes, the two worlds metaphor makes
visible the necessity for music teachers to translate and trans-locate the ‘inner world’ of music, to which they are
connected by a sacred story, (Crites, 1971) into the policies, structures and life of the ‘outer world’ of the school. The
teachers’ expectations were grounded in their connection to the world of music, and their desire to draw their
students into the ‘great thing’ (Palmer, 2007) of music in meaningful ways. New Zealand schools, however, structure
music in terms of three ‘categories’ (Bernstein, 1996): the classroom, the extra-curricular program, and itinerant
(peripatetic) instrumental lessons - all of which form part of the schools’ expectations of music teachers.

Major tensions of practice were found to arise from the ‘boundary positions’ (Kahn, Wolfe, Quinn & Snoek, 1964)
that music teachers occupy at the interface of their two worlds. These included conflicting and ambiguous
expectations of their role that can be represented as a tug-of-war between forces of connection and disconnection.
The paper offers insights into the working lives of secondary school music teachers, an area in which little research
has been undertaken internationally. It has significant practical and theoretical implications for policy makers,
school leaders, teachers and researchers.

Nurturing Analytical Thought Processes in Emerging Teachers
Frank Heuser, Roseanne Rosenthal

Pedagogical Background

The complex skills necessary to teach music effectively are developed and refined by working in authentic classroom
settings. Helping beginning teachers acquire the analytical and reflective abilities need to assess emerging practices
is difficult for both the novice and the mentor. Although viewing one’s own teaching videos is usually
uncomfortable, guiding novices through analysis can contribute to the success of the process.

Aim

This study examined a specific application of using video during initial student teaching and focused on the following
questions:
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1. How do young teachers focus attention when observing themselves teach?

2. Does the focus change over time and why this does occur?

3. Does analysis of this nature impact the performance of a novice teacher?

4. Can a hypothesis be developed explaining emerging reflective processes in young music teachers?

Method

Beginning teachers delivered fourteen violin lessons to students in fourth grade classrooms. Rather than formal
instrument training, the lessons were designed as a music making experience through the violin. Lessons were
videotaped and following the third, seventh and twelfth sessions, novices provided commentary while watching
their tape with the university mentor. These sessions were videotaped, the commentary transcribed and those data
were examined and coded by two researchers, one who mentored the novices and one who was unfamiliar with
the young teachers

Results

Detailed analysis of commentary offers insights into the thinking patterns of emerging teachers. Additionally, the
mentor discovered the idiosyncrasies of each individual student teacher and was able to provide improved feedback
about their teaching and understanding of classroom dynamics. The study also found that the interactions between
the mentor and the novice during the videotaped commentary sessions evolved over time as the mentor gently
nurtured the novice into increasingly sophisticated levels of understanding.

Conclusions

Such analysis enables novices to understand how they focus attention during class - on themselves, the students,
the music and/or managerial (behavioral) aspects of their teaching. This process also allows novices to analyze their
pedagogical knowledge and skills to discover strengths as well as areas for improvement. The evidence suggests
that this type of descriptive analysis of their own emerging teaching offers a structure enabling novices to refine
their reflective and analytical skills as well as to develop a sense of objective criticality regarding their teaching
practice.

Music student Perceptions of the Characteristics of Effective Teaching
Roy Legette

Music Student Perceptions of the Characteristics of Effective Teaching

Characteristics of effective teaching tend to be a topic of debate. Some research in music education has identified
effective teaching by criteria such as contest ratings, student attitudes and class enrolment. Other research
suggests that attributes such as classroom control, subject knowledge and communications skills are central to
determining effective teaching. The purpose of this study was to examine the perceptions of university music
students regarding the characteristics of an effective teacher. The following research questions were investigated:
1. What characteristics do university music students most attribute to highly effective teachers?

2. Do perceived effective teacher characteristics differ between music majors and non-music majors?

3. Do perceived effective teacher characteristics differ between music education majors and other music majors?
4. Do perceived teacher characteristics differ by gender?

Participants were 187 students enrolled in music classes in a large university in the southeastern United States. The
sample was comprised of music majors (n = 159, 85%) and non-music majors (n = 28, 15%). Forty - seven percent of
the participants were male while 52.9 % were female.

A survey instrument designed to elicit responses pertaining to preparedness and characteristics of effective
teaching, was administered to students by the researcher during one of their regularly scheduled music classes.
Participants were asked to think about a highly effective current or former music teacher and select an answer
choice that indicated which attribute they perceived as most important of a highly effective teacher.

Students placed the most importance on a teacher that challenged them to learn, helped them to become self-
motivated, had high expectations, understood differences in how students learn, and challenged them to think
critically. Music majors in general placed more importance on teacher understanding of different learning styles
than non-majors. Music education majors placed more importance on resolving classroom interpersonal conflicts.
A significant difference in perceptions was found between females and males in favor of females. Females
perceived effective teachers as having an understanding of how different students learn, student interest and
ability, and diversity in teaching strategies.

.A central implication that might be derived from this study is that those involved in music teaching in higher
education need to have a good understanding of the perceptions that students hold towards effective teaching. A
careful examination of these perceptions may prove insightful with respect to providing teaching/learning
experiences for students that are informative, meaningful, and engaging.

Memorable Messages - What Messages are Pre-service Teachers Receiving?
Janet Wyvill
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This paper presents the preliminary results of the pilot study conducted at the University of the Sunshine Coast,
Australia, which investigated the memorable messages that first year pre-service teachers reported that they
receive. The investigation looked at the questions “What are the memorable messages received by first year tertiary
students?” and “Where are these messages coming from?”

Memorable messages are defined as “verbal messages which may be remembered for extremely long periods of
time and which people perceive as a major influence on the course of their lives” (Knapp, Stohl & Reardon 1981, p.
27). Memorable messages involve brief prescriptive oral commands (Knapp et al., 1981) that often come from an
authority figure (Ellis & Smith, 2004). “Some interpersonal messages are reported to be remembered for a long
time and to have a profound influence on a person’s life” (Knapp et al.,1981 p.27).

Communication and non-communication will intentionally and unintentionally create memorable messages. These
memorable messages being received by pre-service teachers impact on their decision about teaching in both
primary and secondary education institutions.

The role of universities is changing from simply educating students, to preparing them for work and professional
roles (Cranmer, 2006; Dochy et al., 1999; Barr & Tagg, 1995). Higgen, Hartley & Skelton (2002) discuss the idea that
students should now be seen as consumers of University services rather than just students gaining information.
This combined with the high level of consumer communication indicates the question ‘are the memorable messages
the staff wish to provide actually being received by the students?’ is an essential area in need of investigation.
USC’s approach to student retention is based on Tinto & Pusser’s (2006) five overarching conditions
(pillars/principles) that Universities can provide that contribute to student success. The five pillars are:

1. Commitment

2. Expectations

3. Support

4. Feedback

5. Involvement

A mixed method approach was adopted to gather both quantitative and qualitative data. This paper discusses the
memorable messages received by pre-service teachers and where they believe they come from. The messages were
discovered through the mixed method of survey and focus groups. Initial data collection was carried out with a
Survey of first year Education students at USC.

The preliminary results show the patterns and categories that the memorable messages fall into. The results also
discuss the memorable messages that impact significantly on learning and teaching.

Collaborative Research on Music Teacher Working Conditions
Valerie Peters, Zara Pierre-Vaillancourt

This collaborative study seeks to document the challenges of music teaching in one Canadian province as well as
working collaboratively with participants to propose organizational and collective solutions. While publications do
exist that describe the necessary conditions in order to implement a quality music program (MENC, 1994), reality
demonstrates that many music teachers leave the profession for reasons connected to a lack of necessary working
conditions (including salaries) as well as the fact that music education in schools is not valued by the general
population (Scheib, 2004).

Research objectives:

1. Describe music teacher working conditions in one Canadian province.

2. Following the analysis of the data, propose collective and organizational solutions to challenges experienced by
music teachers in schools.

A collaborative design will allow the researchers to dialogue with the participants, facilitating the co-construction
of a knowledge base about music teacher working conditions. This research study must meet the criteria of
relevancy, both for the music teacher culture and the researcher culture. We employ a focus group research method
to collect data in order to create a “collective voice” that reflects the daily lives and contexts of the participants.

A focus group approach will allow the researchers to validate the results of the 2011 survey and to be able explore
in depth the reasons behind the survey responses. Ten groups of 8 — 12 participants are being formed. Each group
will be made up of music teachers and pedagogical consultants in music from the different school boards in the
province. Two meetings of three hours each will be conducted. The first discussion will focus on challenges
experienced by music teachers in their work places and the second discussion will seek to propose collective and
organizational solutions. An interview guide comprised of open-ended questions will allow the participants to
exchange freely during the discussion. A co-animator will take notes throughout the discussion, noting reactions of
and interactions between participants, problems in schools as well as themes discussed related to the objectives of
the research. A data analysis based on grounded theory procedures will be conducted (Charmaz, 2006; Strauss,
2004). A second data analysis will be conducted by categorization and by contextualization in order to take into

38



account both the non-verbal aspects and the external elements (context) of the discussion. The presentation will
present preliminary data from the first focus group research discussions.

The Pedagogical Concert in School Context
Rosa Tossini Barros, Marcelo Brazil

The pedagogical concert within the school music education has a role in the integration of music in schools. Starting
from the constructivist conceptions of learning skills and understanding it as a process mediated and modulated by
culture in its many manifestations, the proposition that the knowledge is generated by social interaction provided
us with a theoretical support for the lived experience over three seasons classes in schools shows the state of Sdo
Paulo, including the capital.

Backed by a wide experience in teaching instrumental and intense artistic activity in the area of performance, the
authors have noted in the course of the seasons the impact of a musical performance combined with interactive
activities with school-age students. The aim of this study is to report what the effects of this kind of artistic
pedagogical activity in participants.

The artistic pedagogical activity in question had the format of a concert of instrumental music with clarinet and
guitar coupled with information about the genres covered, composers and interactive activities.

In some places even the students were able to identify the clarinet and this has showed us that, despite the ease of
access to information in today 's music concert is still far from the universe of these students. The fact of being
instrumental repertoire also caused an estrangement from initial expectations of listeners, accustomed to songs
with lyrics. When we run the melody of a song known, the first reaction of the audience was singing, in fact already
points to a way to choose a repertoire that dialogue better with this duality between instrumental music and song.
Situation in recent concerts, some rhythms aggregate pre recorded and performed real-time interactions with
students. We noticed how the recording features and manipulating sound arouse the interest of young people and
how it can contribute to incrementing repertoire of such interventions. All statements received after this concert
showed us and motivated us to explore new paths.

Although still little explored in small formations, which allows greater proximity of the audience and a production
simple and low cost, it seems that the class show has a great educational potential and to stimulate knowledge of
music and all its possibilities. Other research and experiments are being developed which certainly will add new
parameters for this mode of artistic and pedagogical activity.

Performances in Classrooms: Musical and Pedagogical Education
Teresa Mateiro

Searching for pedagogical alternatives in music teacher education has lately been an incessant challenge. The
developing information and communication technology has also compelled us to "reconstruct the world". This
quest is justified by several reasons that underlie the need for new modes of production and transmission of
knowledge. If it is on the one hand necessary to reorganize the academic knowledge, it might on the other be that
school lessons also need new aims and conceptual options for pedagogical practices more attractive to new
generations. Accordingly, the main objective of this study is to reflect on didactic concerts as pedagogical tool in
music teacher education, and for music training of children in elementary schools. During the years 2011 and 2012
several concerts at Brazilian public schools were performed. This activity was part of the practice for students in
music teacher education. The challenge was to prepare interactive performances, exceeding the idea of traditional
concerts where musicians play and the audience is quietly listening. Students watched videos of different school
concerts, exchanged ideas with professionals through lectures, rehearsed, planned lessons related to the repertoire
and produced supporting materials such as PowerPoint presentations and program folders. They also prepared
diagnostic and evaluative questionnaires that were answered by four hundred pupils, between eight and sixteen
years old, who were attending these didactic concerts. During introductory music lessons in schools content related
to these concerts was dealt with, such as: repertoire, musical forms, instruments, styles, music history and specific
musical elements. Lessons and concerts then became complementary activities, combining musical and pedagogical
knowledge, and where students acted as both teachers and musicians. The results revealed that the majority of
school-age pupils rarely attend live concerts, and a combination of lessons and concerts can be a viable and
attractive approach to music classes in elementary school, as well as a pedagogical tool for music teacher training.
The didactic concerts are a way of bringing live music to schools and give pupils an aesthetic experience with a
probable social and pedagogical impact. From a music teacher education point of view it is an activity that requires
students to be teachers and also provides them performances as musicians, thus easing the tension between the
two professional identities. Finally, it is noteworthy that this pedagogical alternative offers students a
comprehensive and complex challenge when they are asked to think of knowledge in an integrated format and not
fragmented.
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The Main Objectives of the FSMCV: Teacher Education and Presence of Music Education into the Official
Educational System
Jose Almeria, Remigi Morant Navasquillo

The Federation of Music Societies of Valencia (FSMCV) is a non-profit organisation seeking union between its
associated members. The primary objective of this federation is the promotion, dissemination and upgrading of the
hobby, teaching and practice of music, promoting associations and other activities under the concept of civil
organisation by providing a means of development and articulation of culture.

Since 1968, the FSMCV represents the interests of a large group of associations called music societies. Currently,
this group consists of 544 music societies/music schools, with 50,000 musicians, 60,000 students and 4,000
teachers.

Afirm commitment to obtain sustainability and quality improvement in this network of music schools has led FSMCV
to negotiations with the government of the region for a decree regulating its operation and incorporates the
recognition of teacher education as a right from the public offer of training.

In parallel to the previous measure, the FSMCV Study Centre has been created, with the recognition from the
Valencian Government, as another commitment to improve teacher training, to carry out research and
methodological renewal, for the publication of studies and teaching suggestions and so on. All of this also
represents a breakthrough in the training of all volunteers linked to this revolution to the service of music.
Moreover, the FSMCV is promoting the social recognition of the importance of music education. We are talking
about music education understood as an essential element in the education of people and as a tool for improving
learning processes. As a result of different negotiations with the Valencian and Spanish Governments, music
education is going to be a core subject in the compulsory education system in Valencia. In addition, music schools
will collaborate with the Valencian government in an important project against school failure. This campaign arises
from the evidence from different research and testing of the direct relation between non-formal learning of music
and the improvement in academic results of Valencian students. Most importantly data was provided by the general
diagnostic evaluation carried out by the Valencian government to students of Valencia.

In summary, teacher training as the presence of music education in the formal education system are important
achievements resulting from the performance of an associative movement, considered unique worldwide, and that
believes music provides great benefits on overall academic performance and against school failure.

The Music Every Day Program: A Case Study of Student, Parent and Teacher Observations and Perceptions of Daily
Music Classes
Jason Goopy

All students at Brisbane Boys’ College (BBC), Australia, in Foundation, Year 1 and Year 2 receive specialist music
classes every school day. The Music Every Day Program aims to foster a life-long love of music in students and
encourages music to be a part of everyday life. Music knowledge, skills and thinking are taught sequentially and
developmentally through singing, movement and play enabling students to successfully perform, analyse and
compose music. Emphasis is placed on developing the child as a musician and instruments are tools for further
artistry. Students in Year 2 practice learnt music elements and concepts on recorder in preparation for later class
instrumental studies. Numerous musical and extra-musical benefits of the program have been observed. All year
levels exhibit developed musicianship beyond the national achievement standards with students in Year 2
comparable to a typical Year 4 standard. It is evident that music has become a part of the students’ everyday lives.
Boys can be heard singing and playing games in the playground using variants of songs sung in class. They tell stories
of how they nurse and sing their baby siblings to sleep. Music is of such significance to the students in Year 2 that
half of the cohort have elected to study piano and/or voice through one-to-one tuition. The program also contributes
to holistic education as habits of mind and common ways of thinking are strengthened through music learning
experiences. It has been observed that boys benefit in language acquisition, phonological awareness, verbal skills,
listening, fine motor skills, confidence and interpersonal skills. This case study will outline the Music Every Day
Program, detail typical learning experiences and document observations and perceptions from students, parents
and teachers. It is anticipated this program will serve as a model of excellence and provide a case for advocating
increased time allocation and frequency to music education in schools.

Formal and Non-formal Musical Education of Children (3 - 6 years)
Remigi Morant Navasquillo

This study is framed in the Spanish region of the Valencian Community, in which musical societies and music schools
depending on them represent half of the non-formal structure of musical Spanish education. For some years, music
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schools have included among their formative proposals the attention to children under 8 years, which implies the
demand of specialized and well-trained teachers to cover this instructional period along the different stages in which
itis divided, known by different levels such as musical kindergarten, initiation stage and music and movement stage,
among others. Obviously, we are referring to the same students group sharing instructional centres that have
identical educational purposes but some considerations need to be studied due to the different use of music either
asameans or as a purpose evenin childhood stage. The main aim of this research was to analyse the methodological
positions in compulsory education as well as in non-compulsory education (schools of Music) related to 3-6 years
educational stage to detect existing parallelisms. From the methodological perspective, we opted for a qualitative
research focused on the study and compared analysis of cases attending both analysed perspectives. Some different
surveys were simultaneously applied with teachers of both compulsory and non-compulsory education while the
classes were visited to study in situ not only the lesson planning but also the methodological proposals and the use
of educational resources in practical lessons. At the same time, the grade of collaboration among teachers was
studied since they teach in educational centres located in the same town. The results of the investigation evidence
that although related to the same educational stage, it does not exist any contact among the teachers. Some
parallelisms are detected in methodological implications such those related to the use of resources and the
importance of songs, all with a different treatment from the methodological perspective. Regarding to the research,
in compulsory and non-compulsory education some evidences were found about the use of music and about the
development of skills and competences which were supplemented by each other. From the research, we can
conclude that it especially needed the collaboration among educational centres, through teachers’ staff
coordination, as well as the upgrade of the methodological processes when looking for meaningful improvement
in both scenarios considered by the research.

Middle Ground for Music Education: Specialists and Classroom Teachers
Catherine Larsen

How can integration of the arts into classroom curricula and instruction, integration that honors the arts as discrete
content areas, address the absence of arts instruction in today’s schools? What role can arts educators play in
facilitating this trend toward a stronger and more significant presence for the arts in culturally rich and diverse yet
challenging urban school environments? This paper poses answers to these questions, considering issues in urban
school reform, arts education in the urban context, teacher professionalization and development of communities
of practice, and the possibilities inherent in collaborative partnerships.

What is necessary to enable schools and teachers to provide rich culturally rich arts integration? The paper provides
a review of relevant research, and reports results of longitudinal research in collaborative urban partnerships.
Findings include: 1) Teacher professional development efforts in the arts should provide teachers the opportunity
to develop pedagogical content knowledge in the arts, in collaborative environments that encourage action and
reflection. 2) Classroom observation, individual coaching, and peer support should support work in these content
areas. 3) Partnerships with outside organizations can facilitate such opportunities, working collaboratively with
school personnel so that programs available to teachers address individual school goals, as well as district and state
mandates. 4) Long term planning and involvement in staff development can be effective ways to facilitate
classroom teachers’ acquisition of the knowledge and skill necessary for effective arts integration.

Programs designed to enable sustained coherent collaboration among arts specialists, classroom teachers and
external partners are also needed. There is consensus among policy makers and researchers that effective teaching
and student learning in the classroom are not guaranteed by structural changes alone. Staff development for all
participants, classroom teachers and arts specialists alike, must focus on subject content, pedagogical knowledge,
and methodology, to facilitate changes in teachers’ habits of practice.

Professional development programs should be flexible in design, to counter the negative effects of urban policy
churn, and should provide long-term support for teachers who are engaged in efforts to change beliefs and habits
of practice as they learn to include the arts in the curriculum. Classroom teachers faced with district and state
mandates to provide arts instruction must personally experience meaningful artistic growth in order to provide
effective arts instruction. Collaborative partnerships can provide powerful impetus, long-term vision, necessary
resources, and important leadership in making diverse and effective arts integration curricula a reality in urban
schools.

The Context of School Radio for Student’s Musical Practices
Graciano Lorenzi

The school radio is a medium that leverages the teaching and learning practice of music in school. As a theoretical
lens, I approach the concept of interactivity in digital TV proposed by Lima (2005), from Pierre Lévy’s studies. In this
concept, the technological resources accessed by the population can be a huge potential for multidirectional
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communication, making it interactive and thereby potentiating non-linear spaces of knowledge construction (Lima,
2005). It is also important to report Educomunication studies, a field that seeks to include the communication in the
process of educational mediation. It is considered the intervention practices of Educomunication actions, programs
or products designed to strengthen communicative ecosystem in educational spaces (JAWSNICKER, 2008).

In 2011, the proposal to deploy a school radio in Jean Piaget Municipal School, in Porto Alegre, resulted in the
formation of a student’s team who engaged in offering a music programming to listeners. In addition, several
interviews were conducted with teachers in order to disclose the radio and their relative importance. Throughout
the meetings, we discuss the program profile where conflicts about musical preferences were becoming
increasingly visible in the school environment.

As a solution, the musical program was organized by "type of music". Another attempt was to organize programs
with a musical genre in each day, providing the listener some information about the band, singer or the music genre,
and may include information about the formation of the band, biographies and discographies.

As aresult, it is possible to cite the radio as space/time of musical exchange, especially on the preferences of what
is released. In addition, the strategies adopted by students to solve conflicts denote the interest in the use of
communicative space in an interactive and democratic way, in order to ensure all the power of choice and inter-
subjective representation in the communicative sphere of school environment.

It can be argued that relevant issues emerging from the experience of school radio promote reflections on the
inclusion of students involved with music. Understanding how the dynamics of active radio sets musical exchanges,
understanding how collective processes are established around making music, related to participation in the school
radio and identify the musical meanings present in this practice may offer to music education an effective expansion
of their correlations with communication in education area, with the focus directed to the practices of teaching and
learning music in the school.

Ethnomusicology and Music Education: Experiences in Music Teachers Training at the Federal University of Para
Jorgete Lago, Liliam Cohen

This work describes a pedagogical experience with the discipline Introduction to Ethnomusicology at the Federal
University of Para School of Music. The methodology used was based on cultural studies and on Murray Schaffer’s
concept of soundscape. The aim of this research was to offer theoretical basis for the study of ethnomusicology
and the comprehension of diverse musical practice, as well as its insertion in the music teaching process. The
development of the discipline was divided into two moments: the students received the theoretical basis by reading
specific texts and watching videos, and later there was fieldwork at the Guama area, in which the university is
located. The fieldwork occurred in two parts: recognising the Guama soundscape and analyzing the musical practice
and ensembles present in the neighbourhood. As a result of that, the students were able to verify the diverse
musical practice of the area. This research and the theoretical discussions presented in class offered to the music
students at UFPA various possibilities in music teaching, in which the music diversity of the city can be the a point
of departure to a more democratic and contextualised music learning.

Service-Learning To Promote Social Justice in Music Teacher Education
Jeananne Nichols

In a recent issue of the Music Educators Journal, Allsup and Shieh (2012) sounded a “call for a public pedagogy,”
and challenged music educators to “move from our isolated classrooms and sealed traditions . . . into a public
space.”. They contend that in order to shape music teaching and learning into a more socially just practice that
serves the common good, music educators are responsible for noticing and naming inequality and listening to
diverse perspectives. But the realization of this “public pedagogy” is often thwarted by the systemic insularity of
music teacher education. Secondary music education in the United States is dominated by a performative paradigm
that prioritizes participation in large ensembles such as band, choir, and orchestra. This narrow focus attracts only
a small segment of the student population who tend be over-representative of a higher socioeconomic strata (Elpus
and Abril 2011). It is these students who are then courted and admitted to music education programs (Koza 2009)
and advance to teaching music in schools, ultimately perpetuating the very model into which they were inculcated.
For music education to answer the call to a public pedagogy, this cycle must be resisted, if not ultimately broken.
One means of addressing this insularity is through service-learning, specifically service-learning rooted in a robust
framework of community engagement (Angotti, Doble, & Horrigan 2012; Baldwin, Buchanan, & Rudisill 2007;
Erickson & Anderson 1997; Siebenaler 2005). Drawing upon Kiely’s (2005) five dimensions of transformational
experience, | articulate a rationale for community based service-learning as a component of early field experience
in music teacher education. The CCJDC Arts Project is an exemplar of this approach. This service-learning
opportunity is a weekly arts experience facilitated by music and art education majors in a local juvenile detention
center that aims to challenge and transform pre-service music teachers’ perceptions of music education and its aims.
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Following an overview of the program, | will discuss Kiely’s dimensions of transformative learning and the ways in
which the CCJDC Arts Project is informed by this framework as well as problematize the ways it could perpetuate
troubling stereotypes of students.

Meaningful engagement with the community in thoughtful, long-term service-learning projects can engender a
more inclusive social consciousness for the pre-service music educator. This praxis-oriented session will provide a
theoretical framework, an active model, and a preliminary assessment of effectiveness as catalyst for discussion.

Broadening Musicianship through Alternative Modes of Learning
Dale Bazan, Danni Gilbert

Theoretical/Pedagogical Background of the Paper

The traditional or conservatory approach to music instruction is significant and results in predictable levels of music
performance. However, complete musicianship has been suggested as depending on a broader set of skills and
knowledge than often provided by merely traditional performance-centered instruction. For example, ear playing
or learning music by ear through vernacular experiences has been identified as a useful skill to musicians (Woody,
2010). Improvisation is yet another skill often neglected in the traditional music education classroom or
conservatory studio. Moreover, varying modes of learning can result in heightened engagement levels of students,
such as teaching through student-centered (Ormrod, 2004) or experiential learning (Kolb, 1984), in contrast to more
structured teacher-directed approaches.

Aim of the Project

This presentation will outline a theoretical framework for incorporating informal music making, student-directed
instruction, and other alternative methods designed to broaden musicianship of instrumentalists at all levels.
Method

We will first define the desirable outcomes of traditional music education pedagogy. Benefits of teaching from an
established curriculum, for example, include predictability of student results based on the structured, sequential,
and tested nature of a program. However, such a structured instructional format may also hinder other desirable
musical traits such as adaptability and independence in music making. Second, various non-traditional modes of
learning will be outlined that may be incorporated into instructional environments of any size—ranging from the
private studio to the large ensemble—therein enabling a greater overall musicianship of students. Alternatives to
traditional instruction include learning by ear, improvisation, composition, exposure to vernacular music
experiences, and student-centered learning environments. Finally, we will illustrate how alternative modes of
learning can broaden students’ musicianship. For examples, redesigning traditional approaches may help students
to achieve a more comprehensive music education, increase flexibility and independence in performing, develop
relevant skill sets, and acquire a lifelong appreciation for music.

Conclusions and Implications for Music Education and Performers

If music teachers and studio instructors are to incorporate non-traditional learning approaches - for example
shifting to a student-centered environment and asking students to improvise or learn by ear — then perhaps they
will also need to redesign traditional performance settings to better allow students to demonstrate such knowledge
and abilities. Therefore, new models for developing classroom curriculum as well as performance expectations may
be necessary.

Promoting Autonomy in Music Teacher Training
Tais Dantas da Silva, Simone Braga

This paper presents considerations concerning the promotion of autonomy in music teacher training, based on the
concepts defended by Angel Pérez Gémez (1995) and the Self-Determination Theory (Deci, Ryan, 1985). The paper
presents some methodological perspectives focusing on the development of autonomy in the training of music
teachers. The aim of the work was to take the student to develop an autonomous attitude as an essential part in
the development of their skills. The activities were developed in an undergraduate course in the State of Bahia
(Brazil), in the curriculum components Choir I, Body Expression, Choir Conducting Il and IIl, Teaching Practice I, II
and Il and Foundations of Music Education I, Il and IlI, from the following activities: seminar presentation, practical
classes, conducting workshops and musical program in the school context. The results showed a greater
involvement and interest of students, providing the opportunity for developing a conscious teaching attitude,
critical and autonomous, through realisation of teamwork, group decision making, articulation between theory with
practice. The experience approached situations of everyday profession and created opportunities for the
appreciation of the teaching profession.

Keywords: music teacher training, promotion of autonomy, music education.

PIBID in Network: Academic Congress of Technology in Musical Education
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Simone Braga, Monica Vasconcelos

Nowadays, there are several discussions about initial training focused on school and educational activities proposed
for this educational space. The PIBID (Institutional Scholarship Program Initiation to Teaching) has been
contributing to these discussions with initiatives funded by Coordination for the Improvement of Higher Education
Personnel, in partnership with universities and education institutions and basic schools in Brazil.

Focused on basic education and considering the school as the center of learning, the PIBID stands by actions that
affect the initial education, continuing education and some proposals that are articulated with the current socio-
cultural reality. In this sense, this abstract presents an event that had the technology in focus, and it was developed
by the Subprojeto Musicando a Escola, belonging to PIBID, in partnership with the curricular subject Keyboard lll,
from the graduation course in music from the State University of Feira de Santana, Bahia, Brazil.

Considering that these technologies are the tools of this century, it was promoted at the First Academic Congress
of Technology in Music Education, held in June 2013 with the aim of approaching the basic education to the
possibilities of the use of technology in music education, especially in the school context. There is a significant
scientific literature that discusses the possibilities to be explored, as the teacher is open to these resources (Kruger,
2000, Gohn, 2008, Galizia, 2009).

With this objective, the event developed activities in a network perspective, searching the dialogue with other
academic subjects such as Information Technology and Communication, Technology Resources in Music and
extension projects developed by the university. The activities had varied features: communication sessions (colleges
who used the technology activities in the subproject), music concerts and round table discussions.

In these activities, it is noteworthy that the fusion of the performance and the use of technology in the academic
subject Keyboard, by contemplating important steps in the teaching-learning process: 1) Preparation of repertoire
with pieces of jazz influence or movie themes; 2) Insertion of elements that would improve the musical
interpretation, creation and improvisation; 3) Editing a video to be presented with the repertoire.

As aresult, it was observed that there was a greater connection with the components of the graduation course, by
using an approach connecting students with technology tools, both for musical practice, as for music teaching, as
could be reported some experiences that produced discussions about the use of technology in classroom, turning
the attention to the basic education focused on the school.

Students, Tutors and Their Relationships in Music Education
Gislene Natera

Except for those who choose to live in complete isolation human relationships are for most of us of utmost
importance in our existence, although not always apparent or valued. To stay isolated is not an option for a teacher
- it’s necessary to share experiences, to learn and teach in a collaborative way.

The under graduation degrees in music obtainable in Brazil contains a course with theoretical and practical focus
called ‘practice’, which normally has a duration of two years.

Half of the practice is preferably conducted in public schools and the other half in community institutions related to
music education, whether in NGO’s, private music schools or in other extracurricular activities.

During practice preparation it’s the task of the tutor to accompany the introduction of students into the professional
world, helping them to observe, plan, act and finally reflect about the learning process, aiming for continuous
improvement.

In the procedure between the University and the public elementary school there are five main actors: three
teachers, the student and the pupils that receive the student in class. The teachers are one from mandatory and
optional university courses, the tutor and the local music teacher who receives the student at school.

When reflecting on actions and contributions for music teacher education two issues arise: How to help students to
transform his/her musical technical knowledge into pedagogical knowledge? What are the possibilities and limits of
intervention of the tutor in the education of the students? In search of answers, this article aims to observe and
clarify the relationships between the people involved in the teaching process, such as between: 1. (University)
teacher and student, 2. tutor and student, 3. music teacher and student, 4. tutor and music teacher, 5. student and
pupils.

We conclude that the possibilities of the tutor include awakening the care on relationships in the students, on
planning and reflection and to act with commitment. And all should be done with respect of the students space,
limits and means.

An interesting notion would be to learn the students to anticipate the unanticipated, which is not a paradox. A
general point, and perhaps the most important discussion in all relationships, is the Invitation. Despite the small
space that here exists to develop this issue, this discussion is mandatory for a better training in music teacher
education.
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The Impact of Team Teaching and Blended Learning in Tertiary Music Education Classes: A Reflective Journey
Louise Jenkins

The nature of teaching within the tertiary education system is gradually changing due to the provision of more
advanced technology, the targeted use of on-line learning, student flexible learning expectations and the pressures
of faculty budgets. Hence, more innovative approaches to teaching and learning are required. In response to these
changes, an action research project has been implemented, investigating the impact of a blended learning process
within tertiary music education classes. As part of this blended learning approach the researchers have been
incorporating a team teaching strategy over a two year period; an approach in which both the teaching preparation
and the classroom teaching are shared.

The research methodology of this project is founded in action research, but also includes elements of a mixed
method approach. Cycles one and two of this project, as determined by the action research model used, have been
completed. Both cycles incorporated a student survey which was implemented prior to the beginning of the team
teaching experience and then again at the end of the semester. In addition, student assessments and work engaged
with throughout the semester were used to track learning progress. Both observations and the researchers’
journals, which incorporate meeting and discussion notes, were used to further triangulate this data. Therefore, the
data collection included both quantitative and qualitative data. Having completed two surveys with two separate
cohorts of student participants, a reflective process is now in progress as a precursor to the implementation of the
next cycle of data collection. This paper will report on the overall progress of this research project and provide a
reflection on the data collected thus far from two cycles with a focus on the student survey data. The researchers
will reflect on how the blended learning and team teaching approach has affected the planning, content and
delivery of teaching and learning material.

The data collected thus far has suggested that the team teaching approach has been well received by the student
cohorts and that it is a preferred method of classroom delivery. Some of the benefits cited are the extra teaching
assistance provided in class and the different perspectives presented. In addition, the data and the experience of
the researchers/lecturers have also suggested that the relationship between the two researchers/ lecturers is a
crucial part of the success of the team teaching approach. It is hoped that a tertiary music education teaching and
learning model can be developed from this research.

PARFOR Contributions to Training in Music Education for Faculty Action in Elementary Education Il and
Supervision of Fellows Music PIBID UEL
Lucia Sumigawa, Magali Kleber, Eduardo Assad Sahdo, Vania Fialho, Luciana Sumigawa

The National Plan for Training Teachers of Basic Education provides specific training in music to public school
teachers with training in another degree, contributing to the fulfilment of the Law 11.769/2008 mandating the
teaching of music content in Basic Education.

The search for a proper training in music education that would contribute to the development of music education
in the public schools of Basic Education, was the goal that motivated me realize the 2nd Degree in Music PARFOR
UEL. Therefore only have a degree in Art Education with Specialization in Fine Arts, which contained the curricular
structure of versatility not secured dominion over the teaching of music in the public school classroom, despite
ongoing participation in continuing education courses sponsored by SEED / PR .

Training in music by UEL PARFOR, for being the first group, deficiencies in the composition of the disciplines and
the organization of the curriculum, which are being corrected in subsequent classes. Nevertheless, the degree
contributed to the expansion of knowledge in music education and the acquisition of methods of teaching music to
different levels of Basic, Education present in my teaching practice with greater mastery in the development of
musical activities with quality. In addition, the motivation for improvement and participation in events related to
music education.

As supervisor PIBID Music / UEL training in music by UEL PARFOR facilitated guidance to grantees regarding the
choice of content and proposals for musical activities during the implementation and development of projects in
the bound state school. As well as the mediation of inserting them in public school reality: the education system,
school physical spaces, interaction with the school community, among others. Enabling the approximation of the
Institution of Higher Education to public school, also generating reflection on the training of teachers in degree.

Impacts of the PIBID/UEL in Public School
Luciana Sumigawa, Lucia Sumigawa, Vania Fialho, Eduardo Assad Sahdo, Magali Kleber

Initially, the goal of the PIBID musicState College Anténio de Moraes Barros was understand the problems about
school culture and developing initiatives through music, in order to provide meaningful experiences for teachers,
students, employees and other involved.
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Therefore, with the coordination of teachers Magali Oliveira Kleber, Cleusa Halil s. Cacione/UEL, my supervision and
participation of the scholars Fili:

¢ Inclusion of the PIBID music on College;

* Find out the causes of truancy at night;

¢ Understand the social reality of the school and its reflection on the interpersonal relationships of the school
community;

* Note the resource room and lift existing problems;

* Meet the vision of the school students, faculty and staff.

And also providing opportunities to scholars knowledge of existing projects at school related to music:

e Curricular internship required Universidade Estadual de Londrina, since 2000;

e More education (2009 to 2011);

¢ PIBID music, since 2011.

However, from that experience and perception of problematic and/or educational needs, each scholar has
elaborated and developed/implemented a project that resulted in '"didactic-pedagogical production "or
"bibliographical production "or" artistic "cultural production.

Some impacts on scholars of initiation:

¢ Change of professional expectation: before intended as a musician instrumentalist; and after participating in the
PIBID decided by career of teaching.

* Implementation of aninterdisciplinary proposal initiated in the supervised internship with the possibility to extend
to graduate.

* Participation in scientific events in the area of musical education.

The impacts on supervisor:

* Agent mediator and collaborator of the PIBID actions in sectors that comprise, structure and govern the school
environment.

* Agent mediator and collaborator of the PIBID actions in sectors that comprise, structure and govern the Didactic
Concerts project/OSUEL/House of culture/music Division and cultural centres

» Consolidation of the importance of school music education and musical practices in school everyday for the
integral formation of the student.

e Participation in institutional events (local, State and national).

Anyway, the PIBID Music allows the direct contact of the IES and the scholar with the fundamental mediation
teacher/supervisor to school and vice versa. And so promoting reflections and significant and singular
transformations to scholars, INSTITUTIONS of HIGHER EDUCATION, to teachers, to school and the school
community, providing actions and studies/surveys to a quality education and an integral formation of the student.

The PIBID and Its Implications for Teacher Training
Alessandra de Castro

Currently, research points to the need for discussions about teacher education, because the complexity of the
training process requires that it is organised through the integration of teaching, research and extension. Therefore,
it is emphasised the importance of providing moments of discussion, in which it is possible to include questions
related to the reflection of being a teacher.

This text describes an experience on the contributions of the “Institutional Program of Scholarships for the Teaching
Initiation” (PIBID) in the training of undergraduate students.

In the first contact with the academic school environment, they had to experience the initial observation of classes
taught in school. They sat at the back of the room and watched the class registering what they thought was relevant,
writing a report.

After an observation period, they were encouraged to participate in the class interacting indirectly with the
students. A sequence of lessons with coral formation was given, where from observers they became the one that
follow the coral with the instruments.

After this sequence, a junino festivity theme was introduced. This is an object of study typical to the northeast of
Brazil and, then, rhythms like coco, baido, xaxado and xote were chosen. The academics attended classes presenting
the basis musical instruments of these rhythms, creating opportunities for students to play them.

After this cycle of lessons and reflecting about the observations, participation and interventions, it was inferred that
it would be appropriate to offer group lessons of musical instruments, because in addition to giving students the
opportunity to learn to play an instrument, they would provide the opportunity to develop the academic work
according to their specific training.

During this process, the students have shown increasing interest in musical practice, with a higher commitment and
satisfaction of these for doing something of interest.
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Concerning the undergraduates, there was a growing commitment to the classroom, intervening through planning
and systematisation of activities geared to the proposed contents. After each lesson planning, reflection and
systematisation of practice they became more independent and assertive, showing growth, maturity and
responsibility for their education and quality of the classroom to teach. This result allow us to infer that the presence
in the classroom allowed them to meet and interact with it, causing them to reflect on the practice in this context
and enabling them to make links between the theory studied in academia and the practice in school.

Colonialism and Coloniality in Music Education: A Sociological, Latin American Perspective
Guillermo Rosabal-Coto

As Latin American post-colonial thinking contends, imaginary constructions were allocated by European colonial
powers to sustain their economies through colonialism in the Atlantic between the 16th and 19th centuries. Several
decades ago, critical education thinkers interrogated how the reproduction of such constructions perpetuated
coloniality in educational policy, goals, and practices in Latin America. However, research has not yet addressed how
music teaching and learning reproduce ontologies, pedagogical practices, and cultural stereotypes rooted in
colonialism and the logic of coloniality. For instance, often music education displaces the original cultures of what
was constructed as “the New World” as “exotic”, under the rationale of high culture, modernity or progress. Also,
in more recent times of globalization, massive instruction in European instrumental art music becomes a trend to
“save” young people and acculturate them into an ideal social order, while Latin America struggles with
international neoliberal policy.

This paper discusses preliminary findings of a macro sociology-based ethnography on the social organisation of
music education in a post-colonial, Latin American context, from the standpoint of music teachers. | specifically
explore the musical pathways of nine, selected young music teachers in Costa Rica. Musical pathways are
understood as the interactional routes through which people enter and leave, in which they make choices to learn,
perform, and organise music. | specifically explore dilemmas and contradictions in their everyday music pathways,
where learning and teaching are organised by notions, concepts, language, sites and processes rooted in colonialism
and coloniality. I discuss relationships between the local (micro) pathways of the teachers (e.g. music schooling,
music making in informal contexts) and the broad social forces and processes (e.g. culture, religion, government,
market) that organise what they think, feel and learn in music learning and teaching.

| use Latin American post-colonial thinking as theoretical framework. Institutional ethnography —also known as
“sociology for people”— is the methodological framework. The ethnography procedures involve
interviewing/focus group, participant observation and artifact analysis. By scrutinising tensions between individual
learning and teaching and macro social forces | propose a post-colonial, sociologically-oriented framework to
understand the relationships that organise institutionalised music education under colonialism and coloniality. My
ultimate goal is to promote awareness on often taken for granted relationships that mediate in music teaching and
learning processes, and the possibility to decolonise such processes in other Latin American contexts.

Musical Erotization — An Analysis about the Influence of Music Offered by Parents and Teachers on the Current
Children Behavior
Eliete Gongalves

This research came to me as a fruit of personal questions towards observed behaviors in relation to significant social,
cultural, political and economic transformations, which have occurred from the 17th century on in relation to
childhood, children, family and educational concepts; to the appearance of mass communication systems and to a
change of thought towards kids, with some that have modified life and children experiences heading to a mixture
in the adult world (Howard, 1984). It intends, through bibliographical revision, to comprehend these changes and
justify the way in which the actual man sees his society’s practices as a correct, natural and ethnocentric way of life
(Laraia, 2008). It is grounded on the Psycho Adaptation (Cury, 1998) and the Archetype Theory (Jung, 2011) to justify
the change of mentality in present society. It brings a small account on the way children were treated in different
historical moments and the way those behaviors towards children were changed according to events that
transformed them into potential consumers and provided the mixture of childhood with adulthood. Its aim is to
present data initially collected through bibliographic revision. It brings up the reflection on how we, educators,
should deal with questions like these inside school, offering cultural symbols that will contribute in the construction
of a ‘self’ (Green apud Alfonzo, N., Didier, A., Santos, R., & Vieira. E., 2011). The text is organized in five moments: a)
Introduction; b) The psycho adaptation and the Archetype Theory in contemporary society; ¢) The European
Childhood, from 15th to 17th century; d) Social transformations; e) Reflections and conclusions. The text concludes
with reflections towards a pursuit of awareness from parents and educators in order for them to be paying attention
to this phenomenon, fomenting a healthier society and a solid basis towards one of the most important stages of
learning, childhood.
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Mediation with Music: Interrogating the Early Childhood Development (ECD) Teacher Trainees’ Musical
Background In Relation to their Pedagogic Execution
Jacqueline Bullindah

Music has proved to be one of the means that teachers use to mediate content and teaching materials to their
learners. Music appreciation, music literacy, basic music composition skills and improvisation all in relation to
teaching methods are important content for Early Childhood Development (ECD) teacher trainees. In Kenya, many
of these trainees undertake School-Based- Learning programmes, which take a shorter time as compared to the
normal school term of the regular programme. During their training, due to the limited time, these teachers are
taught more on how to invest quality time in organizing theoretical content, teaching plans, materials and
equipment in preparation for their lessons. In this process, the pedagogical approaches, which are essential in the
process of delivering their content, are given minimal attention. This is because pedagogical reflexive and creative
methods such as music are generally seen as special teachers’ talents. Studies carried out reveal that some of these
trainees encounter difficulties in connecting the concepts planned with the teaching procedures and the special
characteristics of the young learners at kindergarten level. The current study sought to interrogate the teachers’
musical background and training and to establish the creative procedures employed by these teachers during the
teaching and learning process. Their college syllabi, curricula and programmes too were scrutinized through
document analysis to establish if these skills form part of their professional preparation. Apart from reviewing
existing literature, the ECD teacher trainees and their tutors were interviewed and observed in their teaching and
learning environments. The study is informed by Zoltan Kodaly’s teaching method whose principles are that music
should be introduced to learners at an early stage, emphasis be put on voice as the first instrument, simple songs
which are carefully selected to match elements being taught should be used, and hand signs be used alongside folk
songs. The findings of the study confirm that music to be used as a teaching resource is predetermined. It is hoped
that the study provides research based knowledge to inform policy development.

Key words: Music literacy, talent, mediation using music, school- based learning (SBL), pedagogy

Possibilities in Teaching Practice: An Experience Report on the Supervision of PIBID / Music-UFBA
Mauricio Déria

This report aims to share the experience in the Interdisciplinary Program Scholarship Introduction to Teaching
(PIBID)'s Degree in Music at the Federal University of Bahia (UFBA), which acts as a supervisor in Santa Barbara
School District, which in turn is part of the Municipal Education of the City of Salvador - Bahia, this school is located
in the Region of Lower Town neighbourhood of Jardim and serves the community by offering classes in group 5 of
kindergarten, the fundamental I (1st to 5th year) and Education Youth and Adults (EJA).

The fact act as supervisor PIBID - Music from the Federal University of Bahia in 2010 provided an opportunity to
expand various looks in relation to pedagogical practice exercised while music teacher, since the orientation process
of the fellows who were experiencing the practice in regular school, called for the need to develop a monitoring
process, as well as a plan to be followed, and that could walk against the development of teaching practice these
fellows.

Thus this work is presented the format of the strategy developed for such monitoring, since the creation of the
work plan, which is required presentation PIBID the program until the execution of the same, as well as clearly
described steps in search of the reach of practices necessary in a classroom.

Understanding that the fellows have the opportunity to experience the school altogether, this work plan also
includes in the discussions and work outside the classroom, thus providing opportunities for a broader in relation
to the operation of the school unit respecting the time for the assimilation of skills in teaching practice as well as
the ease in the classroom, and the level of experience of each scholarship.

One question that there is a search and concern to meet all the recent developments regarding the implementation
of music in elementary school regularly, as well as recent laws, documents and guidelines of the federal, as well as
documents relating to the Department of Education Municipal Salvador (SMED).

Music inside the school: a close look to the graduating music educator
Natdlia Burigo Severino, Mariana Ament

In Brazil, music education has been out of the school for over 30 years, at least when it comes to its legal
requirement. The new law 11.769/2008 made music teaching mandatory, and it is now necessary to reconnect music
and school as pedagogical practice, also it is mainly necessary to rethink music’s function in school. Music educators
such as Maura Penna, llza Joly, Carlos Kater, H. J. Koellreuther and many others state that the music in the school
has the goal of developing a total formation of the student, improving the aesthetic sensibility, of non-verbal
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communication, besides promoting the contact with the cultural heritage of humanity, the exploration of sound,
and the development of musicality. They also state that the music must have the social mission of humanising the
human relationships with communication through music as an instrument. In order for music education to become
an effective reality inside the schools, the formation of music teachers is an element of extreme importance in this
process: sensible music educators are necessary so they can sensitise their students. So, based on Paulo Freire’s
conceptions, added to the impressions of some music educators, this work reports the experience of two music
educators who act as advisers in a program of initiation in teaching, which aims to include graduation students in
public schools with the objective of making the first contact with the school reality more welcoming. In this report
both educators present a theoretical approach that underlies the work that has been accomplished with this
undergraduate, and intends to develop in this group the ability of commitment, dialogue, respect, and autonomy.
Through practical activities and study groups the advisers provide moments of reflection and critical thoughts about
the actions inside the school to the graduation students. Showing the first noticeable changes concerning the
planning, commitment, joy of being an educator, and the intervention that influenced them positively. It is expected
that this article should raise the reflection about the importance of being attentive to the formation of the music
educator, to the way this music educator changes himself, and his pedagogical practice; and, therefore, grant a
quality music education devoted to human formation.

The Genesis of Musical Taste: Influence of Social Context of Origin in Practices and Repertoires of Music Teachers
in Chile
Carlos Poblete Lagos

This paper studies the relationship between the practices and musical repertoires from the social origin context,
university education, and teaching practices of music teachers trained in Chilean universities between 1965 and
2005. The object of this study is the specific listening preferences and musical practice made during childhood and
adolescence, university training, and current teaching practice.

The hypothesis of the study proposes that musical practices and repertoire of the context of origin create
dispositions, which persist during university education, and teaching practices. The hypothesis opens various
perspectives of analysis, including the ways in which the original context has modelled the musical experience of
the individuals, the impact of university education on their musical knowledge, and the musical trajectories that
emerge from the different possibilities of crossing between the generative conditions of the primary habitus and
developed musical experience in university. In the back yard of the research, the form that this impact adopts, in
relation to the historical context and the university of origin of the individuals.

For this study, we worked with a sample of 126 subjects, consisting of qualified music teachers in Chilean universities
between 1970 and 2010, employed in public schools of Chile. Answered a self-administered questionnaire, which
characterised the subjects in terms of their social origin, cultural capital (Bourdieu, 1979) of the family of origin,
musical practices and repertoires from her social origin (family, school, peer group), from university of music teacher
training, and those made in teaching practice. Data analysis was worked using Correspondence Analysis (Benzecri,
1973, Greenacre, 1983).

For analysis, were adopted the concepts of habitus (Bourdieu, 1979), classification, framing and codes elaborated /
restricted (Bernstein, 1990), in a perspective that combine power and knowledge, discourse and objective reality.
The results shows the existence of relations between both contexts, to from the practices and repertoires described
by the subjects as well as the existence of patterns in the academic trajectories of subjects , according to cultural
capital of the origin family. There are also notable differences in the impact of university education in relation with
the historical period in which they develop their training. Finally, this research contribute specifically in the way that
universities should consider the student's previous musical experience in its curricular proposal, and a need to
deeply research about the historical evolution of the music teacher training curricula, in an comparative analysis
respect to the contexts in which it fits.

The Influence of Social Class on the Musical Preference of Students from the City of Vitéria, State of Espirito Santo,
Brazil
Jodo Quadros Jr., Lorenzo Oswaldo

The goal of this research was to verify the influence of social class on the musical preference of students from the
city of Vitdria. The city of Vitdria is the capital of the state of Espirito Santo, Brazil, and is currently divided into 8
(eight) big areas. In this research the city was categorized in three levels of social class based on the family income:
1) Low: S3o Pedro, Santo Antdnio and Maruipe; 2) Average: Bento Ferreira, Downtown, Continental and Jardim
Camburi; 3) High: Praia do Canto. Based on this information, we sought to verify the possible differences that exist
among the musical preference of the students from schools located in each area. This study was framed in the
empirical-analytic social research type, and had the participation of 966 students (56.8% women and 43.2% men),
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who are between 14 and 46 years old (average of 16.42 years old), and are in different high school grades (35.6% in
the first grade, 32.5% in the second grade and 31.9% in the third grade). The instrument utilised to collect the data
was a version of the Questionnaire about Preference of Musical Styles (Lorenzo, Herrera & Cremades, 2008), that
was adapted to the local context. The results showed that 1) the musical styles considered more refined tend to
have the preference of people from higher social classes; 2) listeners who live in richer areas are more eclectic; 3)
religion may be an influence factor over the musical choice. Since there aren’t any similar studies in Brazil, the results
achieved by this study hold a valuable source of information for future researches in the same subject and open
interesting fields for investigation which may have useful results both for a social dimension of the explanation
about the teenagers’ musical phenomena and for an educative dimension. So, it’s necessary to state the relevance
of the teacher to consider the musical background brought by the students to the classroom, using this information
in the class planning. Under the musical and social point of view, it’s important to look for means that could provide
an increase of the knowledge about musical styles in the schools, promoting the student’s contact with a musical
diversity, with the goal of turning the students into more eclectic listeners, diminishing the musical prejudice and
the influence held by the means of mass communication.

A Survey Research on Music Preference of Music -Talented Students and Normal Students at Elementary School
of Kaohsiung City in Taiwan
Shiou-Shan Chiang, Fung-Ching Cheng

Since 1984, for arts education in Taiwan, many counties and cities have experimental music classes for musical talent
children to give special training, and most of them are trained with Western Art music. On the other hand, the
research topics about music preference of all ages in Taiwan are also increasing over the past decade, and most of
the results show the highest preference on popular music and lower preference on Taiwanese local music (Tseng,
2005; Cheng, 2007; Chang, 2011).It is unknown that whether the special education music will cause different results,
but the research about music preference of music talent students and normal students of elementary schools has
not been seen in Taiwan. Therefore, this research will focus on survey with music preference with different styles
of music talent students and normal students of elementary schools in Kaohsiung Metropolitan area in southern
Taiwan, then compare and discuss the issue.

The study aims on three purposes as follows:

l. To investigate music preference of elementary school students in Kaohsiung City.

[I. To explore music preference and differences among elementary school students in Kaohsiung City with different
personal background.

[Il. To explore music preference and differences among elementary school students in Kaohsiung City with different
music learning experience.

The discussed music styles are of four categories, such as classical, pop, world music and Taiwan traditional music.
It used “Questionnaire of music preference of elementary school students” composed by ourselves as research tool
to collect personal background variables of subjects and quantitative data of music learning experience. Then, the
statistical methods such as standard deviation, t-test, one-way ANOVA, dependent samples of one-way ANOVA and
Pearson product-moment correlation coefficient will be applied to analyze data and furthermore for understanding
the differences of music preference. We plan to sample 753 subjects. But before hand, we interviewed 16 students.
According to the results of interview and references review, we designed the draft of questionnaire. After being
checked by 4 experts, the questionnaire was revised. Then we will conduct a pre-test. According to the results of
pre-test, we shall check the questionnaire again, and then will conduct the survey. The research will be completed
in January 2014.

Finally, according to the results of this research, we hope to provide some suggestions the further studies and music
educators.

Key word: Music education, Music preference, Taiwan Kaohsiung, Music-talented

education

Body and Perception in Popular Music: Rhythmical Experiences with Music Undergraduates
Raimundo Rajobac

The work “Body and perception in popular music: experiences with music undergraduates” aims to discuss corporal
perception in the rhythmical experiences with Brazilian popular music based on the work developed in the subject
Music Practice in Set | and Il, in the Music Teaching Course at the Federal University of Rio Grande do Sul (UFRGS).
The main focus will be on the role of the body in the perceptive and learning process in the context of popular
Brazilian music, taking as a theoretical reference the concept of perception coined by Merleau-Ponty, where the
body holds a core position. Based on this perspective, the starting point will be the descriptive process of the
rhythmical experiences with Brazilian popular music that was developed during the semester, putting emphasis on
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the learning processes where the musical learning process coincides with the corporal learning process. This process
will be discussed in order to focus attention on corporeality as a fundamental dimension in the music teaching and
learning process and, likewise, it will highlight the universe of the popular music as an aesthetic-musical experience
favouring the development of corporal-musical awareness, essential for students of music. The dialogue with
Merleau-Ponty will guide the theoretical basis, starting from the relation between sensation, body, and movement,
which arise in the theorist’s work as a criticism of the positivist comprehension of perception, which is guided by
the causal process of stimulus and response circumscribing the perceptive phenomenon in the scope of conscience.
Such traditional and positivist concept minimises the holistic importance of corporeality because the corporal
sensation is only regarded as an instrument. From a critical point of view, Merleau-Ponty relates the perception with
the corporal attitude and with the seizure of the surrounding universe, which only becomes feasible by considering
the body as a whole. In that sense, the corporal experience attributes meaning, because perception is not
understood as a mentalist representation any longer, but as a corporal experience. Thus, the notion of movement
turns out to be fundamental, given the fact that it mediates our communication with the world. Therefore, this work
aims at pointing out the rich pedagogical-musical resources that can be explored in the universe of popular music
and its productivity for the music teaching-learning process. In that, corporeality arises as a core dimension.

Let's Get the Rhythm: Highlighting a Documentary on Hand Clapping Games
Irene Chagall

Fifteen years ago | traveled to Ghana where | hoped to observe the ways in which West African children expressed
themselves musically. As a music educator specializing in the development of basic musical skills, my work is
primarily with children between three and eighteen. My quest reaped its first rewards when | encountered three
girls playing a clapping game. It involved a hand pattern that enjoys popularity in California, my home. In particular
this pattern is remarkable because the clapping is in triple meter while the chanting is duple. The rhythmic
complexity stylistically reflected West African musical tradition. Another feature of the pattern is that it does not
cross a player’s center axis, thus allowing any number of participants to join the circle. This voluntary musical activity
encourages collaboration and social bonding, particularly among girls.

In my many years as an artist-in-residence in nursery and elementary schools, | wondered about the fate of such
games. With sophisticated electronic technology mediating more and more of our activities, many an adult has told
me that children do not play these games anymore. | got a video camera to document the games, especially
concerned that they were in danger of dying out. It now strikes me as odd that although | had often included a few
of these games in my teaching, it had not occurred to me to consider their provenance, nor their distribution. The
games circulate on a one-to-one basis. Involvement is active, not intellectual. As a researcher | wanted to know
more.

| started collecting footage of the games at the schools where | taught. The genre was alive and well on every
playground | visited. On a trip to Thailand, | witnessed two girls spontaneously engage in a game. | videotaped them
and then joined in. This incident pointed toward widespread, maybe even global, distribution.

It also raised other interesting questions: (1) Who plays the games? (2) How are they learned? (3) How does this
musiking compare to formal musical training? (4) Why do children to perpetuate these games?

Excerpts from Let’s Get the Rhythm, the documentary film that is the result of this inquiry will be highlighted in the
presentation. An investigation into the cognitive neuroscience behind this robust form of play may bring us closer
to understanding the evolutionary role of music. Music educators would serve their profession by encouraging this
uniquely human formulation.

“Roll Over Beethoven’: The Development of Jazz and Popular Music in American Music Education during the
Youth Movement of the Sixties
John Seybert

In the first half of the twentieth century, jazz and popular music were not generally accepted repertoire for inclusion
in elementary and secondary music education programs. Subsequently, the youth movement of the sixties,
concomitant with and affected by various social and political movements, saw hundreds of thousands of young
people that rebelled against the fundamental precepts of traditional American society, including deference to
parental, religious, and governmental authority, importance of education, and economic security. Despite music
education’s unprecedented growth in the mid-twentieth century, during which approximately two million
secondary students had participated in ensemble programs throughout the country, some educators recognized
the need for reform. However, implementing widespread reforms would be challenging for a profession with varied
perspectives on new styles (e.g., jazz, rock, and popular music) and methodologies (e.g., comprehensive
musicianship). In an effort to define the role of music education in contemporary American society, the Tanglewood
Symposium provided the impetus behind jazz and popular music movement. In addition to the Goals and Objectives
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Project to carry out the recommendations of the Tanglewood Symposium in 1969, MENC also assisted in the
development and implementation of the Youth Music Institute and Symposium. Consequently, in order to reconcile
traditional general music courses or performance-based courses and the music of the modern generation, MENC,
and the U.S. Office of Education sponsored this project “to teach music educators about the ‘now music’ by bringing
them into contact with youth music groups.” The Youth Music Project consisted of a four-week institute with thirty-
one selected music educators, nineteen guidance counselors, rock critics and youth music performers representing
approximately forty major cities held from July 7 through August 1,1969. In an effort to promote the Project’s focus
(i.e., youth and its music, education, and communication) the project organizers included opportunities for
outsiders to experience some of the events with other educators, sociologists, anthropologists, psychologists, and
high school performers.

The purpose of this research was to examine the development of jazz and popular music in elementary and
secondary music education programs during the youth movement of the sixties focusing on The Tanglewood
Symposium, The Goals and Objectives (GO) Project, and the Youth Music Project. Data include documents from
organizations and manuscript materials including letters, memos, member bulletins, and financial records from each
project and symposium. The results of this study contribute to an enhanced understanding of music education in
the 1960s, with implications for the present.

A Cross-Cultural Study on the Course of Improvised Piano Accompaniment
Nan Qi, Xuan Li

This research provides a cross-cultural study on piano group classes for prospective music teachers in China and
Brazil, focusing on the skill of improvised piano accompaniment, considered essential for music teachers in both
countries. The study is a result of a collaboration between three music education researchers: a Chinese professor,
a Brazilian professor, and a Chinese-Canadian researcher, who works as an intermediary between the previous two.
The research uses the idea of ‘glocalization’ (Robertson, 1995), providing a comparative study that recognises the
common, trans-national background of the course, while also delving into the particularities of the course, situated
in each country’s own philosophical and cultural contexts - thus, achieving a balance between ‘commonality and
diversity’ (Robertson, 2003). This study also aims at a “comparative cosmopolitanism” (Schmidt, 2013) that respects
and appreciates the differences between both cases, which should remain different, by avoiding the temptation of
over-simplifying and synthesizing the distinct aspects of both courses, despite their similar purposes. The research
applies Freire’s (1973) concept of “conscientization”, allowing for both professors to critically reflect upon their own
teaching experiences and challenges, to understand each other’s perspectives and teaching philosophies, and to
talk about the courses’ possibilities, specifically in relation to the contexts of both music educational systems. The
purpose of the study is three-fold: first, to encourage a cross-cultural dialogue about skill development for future
music teachers; second, through collaboration and self-reflection, both professors will explore new strategies in
response to their own difficulties in the courses; third, both professors and their students will benefit from this
cultural exchange by gaining different perspectives on this particular skill acquisition and their own profession. The
research uses Skype interviews, dialogues, and personal journals to document the interactive collaboration of the
researchers. Didactic materials, curricula, and other documents will be analysed to provide contextual information.
Many issues emerged from this research, such as how the students’ motivation is positively affected by their
informal music involvement (churches, bands, etc.), and how useful are Brazilian and Chinese folk songs and
regional rhythms as an effective pedagogical tool. The study concludes that it is valuable for music educators to
conduct comparative researches that are anchored in local individuals, rather than having only external researchers
as the point of departure; on the other hand, the presence of external researchers allows the research to analyse
“societal and cultural traits” from an outside perspective as well (Johansen, 2013).

“Why do all of us have to improvise?”
Roy Waade

“Why do all of us have to improvise?”” That question came from one of my music students when | was teaching
improvisation. | answered her as best as | could, according to my aims for these lessons, which was connected to
the curriculum intentions for that subject. But after the lesson | reflected on how big this question is and that you
can relate it to many fields. So | wrote an article about it, where | tried to answer the question from my student,
through some sub-questions, like: What does the “philosophy’” say: Are we born to improvise - or is it possible to
learn? Does the society need “improvisational people”? Can we talk about different kinds of improvisation? And
what is improvisation? Hans G. Gadamer talks about a "logical structure of openness" and R. Keith Sawyer focuses
on the importance of structure and improvisation (2003) while Stephen Nachmanovitch (1990) calls it an inner
source and talks about the importance of play.These aspects and all these questions | wrote about in my article and
I would like to present the essence of it at ISME 2014.
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Theory and Practice in Idea Generation and Creativity in Jazz Improvisation
Leon de Bruin

The generation of ideas is an essential component of musical improvisation, and improvising is an integral part of
most musical cultures of the world. Our views of what improvisation is and who is capable of improvising affect the
ways we utilize and create improvisation in our teaching. Much improvisation in schools is taught either as an
intuitive, natural behavior that can be part of any school music curriculum or as a highly erudite and theoretically
based area of study achieved by only advanced students.

This paper reviews a number of cognitive studies in musical idea generation that address in-depth research into the
cognitive processes of idea generation. Teaching improvisation can be conceptualized as ‘levels of improvisation’
that link early intuitive behaviors with mature, musically sophisticated ones. Early phenomenological studies
consider ‘tonal imagery’ as the fundamental process in jazz improvisation whereby a perceptual field of internal and
external impulses manipulates the conscious and sub-conscious flow of ideas to the improviser. Further, jazz
performers have recounted in auto-ethnographic and autobiographic studies descriptions of their understandings
of the process of acquisition of jazz skills. Such discussions highlight the limits of a cognitivism that argues that
having a skill consists of interiorizing the theory of a domain.

There are common traits of influence and complexity inherent in creativity and improvisation. Whilst stylistically
centered jazz improvisation is based on a commonality of vocabulary, repertoire and expressive devices, creative
improvisation or ‘free’ improvisation embraces a potentially more liberated and untethered mode of expression
that fosters the development of a personal and perhaps unique voice. Methods such as Orff-Schulwerk successfully
employ improvisation in children’s music education. This paper argues that improvisation synthesizes performing,
listening and analyzing through the exploring of musical conversation, and through the aforementioned studies’
commonalities of motor-generated, hearing-generated, inner — sensory generated and strategy-generated
processes, musical improvisation can be expressed by and between beginners and experts alike.

The discussion concludes with a view of music making in Australian schools, highlighting a longstanding and implicit
use of creative and improvisatory music. Such practices are often unarticulated but continue to be present within
tertiary music institutions and numerous performing ensembles, reflecting an intrinsic layer of the musical fabric
that is Australian music and society.

Keywords

Free improvisation, idea generation, cognitive processes, jazz performance, music education.

Let’s Create Problems: Teaching Composing as Problem-Creating
Eddy Chong

Music educators and music psychologists have long recognized composing as a form of problem solving. However,
in actual fact, composers are as much problem solvers as problem creators. Composers like Bach and Stravinsky
have famously professed and/or demonstrated that they thrived on compositional constraints and obstacles, often
self-imposed ones. Such challenges - or compositional “problems” - appear to spark their creativity. In other words,
composers do not just solve problems, they also “create” problems for themselves. Authentic composition
pedagogy should therefore include teaching students to be problem creators, not least also because it promotes
deeper understanding of music styles and compositional techniques. Compositionally, such self-imposed challenges
have the potential to push the compositional process beyond the routine level into more creative or innovative
levels.

This presentation will hypothesize “compositional problems” with a few musical examples — from Bach, Beethoven
and Chopin of the common-practice period to Debussy and Stravinsky of the more modern generation - to illustrate
the kinds of problems composers might have conceivably created for themselves. The nature of the problem and
the “solution” will be explained to demonstrate how such case studies of music can be a useful, and indeed an
inspiring, approach for students to learn from other composers. The learning points will be explicated with
reference to Wiggins and McTighe’s Understanding by Design ideas.

African Vocalism: Proposing an Approach to Teaching Vocal Music Composition in Africa (the Nigerian example)
Christian Onyeji

Music composition, an aspect of cultural expression, reveals deliberate efforts by composers to capture social,
cultural and sometimes, abstract phenomena in sonic dimensions in various cultural locations. The approaches to
this endeavour have followed different paths, combining different creative idioms and tools while also showcasing
diverse creative limits and endowments of different composers in oral and written forms. Appearing in both vocal
and instrumental forms, the question of appropriate compositional style and idiom of expression has bogged music
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educators and composers alike in Africa since the encounter with the West, during which written composition was
formally cultivated and instituted. The search for Africa-based content and method for music composition and
education has been one of the primary concerns of music educators in contemporary Africa. In the bid to achieve
acceptable creative pattern, different written music composers have invented creative styles or followed existing
styles such as African Pianism, Research-Composition and Drummistic Piano composition. The question of deliberate
development of Africa-sensitive vocal style of art music composition has been an issue since the later part of 20th
century. Using a combination of historical and analytical methods, this study presents a discourse on an approach
to African art music composition —African vocalism, which aims at revealing and defining a compositional style that
draws from the unique creative idioms and indigenous musical elements of Africa for its composition. It reveals the
success of studying the creative patterns of African indigenous music and using same in the composition of African
art music for the voice, drawing examples from existing works in Nigeria. It reveals the possibility of adopting the
creative approach for teaching music composition in Africa.

Opera from Scratch - How a Class of 8th Graders Wrote, Composed, Staged, and Performed an Original Opera, all
from Scratch
Maria Lazarova

Originally presented at the 30th ISME World Conference in Thessaloniki, Greece, this spoken paper aims to give an
update on the progress of the unique composition project for middle school students — Opera from Scratch. In the
original presentation, the project was in its first year of inception. Now, three years later, this model has shown to
be successful in guiding a class through a yearlong opera composition project. Over the course of each year, a group
of junior high students (mostly 8th graders with limited musical background) are led to create a play, set it to music,
and perform it in its entirety by themselves. The past three years have led to three complete compositions: Poe’s
“The Tale-Tell Heart,” Shakespeare’ s “Twelfth Night” and most recently, the Grimm fairy tale “The Iron Stove.”
Each year, members of the Opera from Scratch class begin their compositional journey by choosing an already
existing play or story to set to music. Once the story is chosen, the students write the libretto, which will soon be
set to original music. Dividing the students into small groups gives individuals the ability to contribute equally to
the project, while some sections of the opera and libretto are composed as a class. Due to the students’ varying
musical abilities, each is given the opportunity to contribute to the composition in different ways. The teacher acts
solely as a guide for the students’ free flowing ideas. Notation varies from traditionally written music to free-form
notation in order to give students room for improvisation. The primary aim of this presentation is to show how
students of this level are able to create a musical play through experimentation, improvisation, and composition, all
the while strengthening their understanding of fundamental musical elements. In addition, students develop a far
deeper understanding of how music is created; greatly affecting their perception of any music they listen to or
perform. At the conclusion of each academic year, the Opera from Scratch class has the opportunity to demonstrate
their work in an end-of-year performance for their families and peers. Aside from playing of the score (done by the
teacher) all aspects of the performance are directed and executed by the students themselves. In addition to
providing a safe musical environment and giving students an incredibly unique creative outlet, Opera from Scratch
has a reputation among the students as one of the most fun and engaging classes offered.

Distributed Collaboration: Technologically Mediated Poiesis in Music Education
Joseph Pignato

Increasingly accessible technologies, such as Voice Over Internet Protocol and interactive social media, enable
people to connect with others in remote locations in new ways. Countless individuals have depended on such
technologies to disseminate information about and to respond to recent global events such the 2011 tsunami and
ensuing Fukushima disaster in Japan, recent political revolutions in the Middle East, the 2013 terrorist attacks in
Boston, and the ongoing conflict in Syria. People the world over increasingly rely on such technologies to connect
with their closest relations, children, significant others, and extended family, in the wake of some of life’s most
profound events, a birth, death, marriage, or other major milestone.

Such technologies also enable musicians, music students, and music educators to connect with potential
collaborators almost anywhere in the world with access to an Internet connection. As musicians explore such
connections, new modes of asynchronous and synchronous music making, teaching, learning, and collaboration
multiply.

This paper presentation will draw on theories from philosophy and the social sciences regarding notions of space,
location, identity, and belonging to describe and analyse one such collaboration. The author will describe a distance
collaboration program established between an arts school in Jerusalem, Israel and a university music departmentin
the United States. In so doing, the presenter intends to identify critical issues for music education regarding the
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changing nature of musical works, the changing nature and expanded reach of musical performances, and changing
notions of musical space, of poetic domains, and of musical community in the twenty-first century.

The program described in this presentation started as a collaboration between two faculty members and has grown,
in the course of three years, to include multiple faculty members, institutional support, and students at both schools.
To date the arts school in Israel and the university in the United States have collaborated on projects linking people
in the United States, Canada, Europe, the Middle East, and the Pacific rim.

This presentation would pertain to those interested in distance collaboration, globalization in music education,
definitions of community in music, and potential impacts of telecommunications technologies, music technologies,
and distributed computing on music and on music education. The content would have implications for
understanding models for distance collaboration, distributed collaboration, and internationalised education
programming.

Participatory Culture in Practice: Developing Perspectives and Potential in Music Educatio
Evan Tobias

Theoretical/Pedagogical Background

New technologies and media mediate musical engagement for many people in contemporary culture. Music
educators might leverage aspects of digital culture (Miller, 2012) and participatory culture (Jenkins, 2009) to address
media and ways of being musical in music programs. Examples and research of related digital and participatory
culture in music teaching and learning are needed to support related pedagogy and curriculum.

Aim/Focus

This study investigates graduate students’ (participants) and a music teacher educator’s (researcher) involvement
with and perspectives of digital and participatory cultures for music education. Participants collaboratively designed
and engaged with long-term projects such arranging and covering songs recorded and produced as multitrack
videos and developing a transmedia (Dena, 2009; Jenkins, 2006, 2009) interactive project exploring John Cage’s
ideas and music. Participants’ proposed projects for their current or future teaching contexts are also studied. The
following research questions are addressed: 1) How might digital and participatory cultures be contextualized in
music teaching and learning? 2) What are University and K-12 music educators and students’ perspectives on
engaging with digital and participatory culture through projects designed or engaged with by members of a music
education graduate course?

Method/approach

This single case study occurred during a semester-long graduate “Digital and Participatory Culture in Music” course
at a US Southwestern University. After gaining informed consent from participants, data were generated through
1) video recording class sessions; 2) participants’ reflective responses to projects and related course readings 3) a
collaborative document archiving the process of designing and engaging with projects; and 4) informal interviews
during class sessions. Video data were transcribed and all data were analyzed for emerging themes in an ongoing
fashion through coding, concept mapping, bricolage, and writing.

Results/Summary

Themes emerged relating to the feasibility and enjoyment of creating and engaging with projects based on
principles and aspects of digital and participatory culture. Participants developed associated media skills
(Jenkins,2009) and could envision participatory culture contextualized in classrooms. Some, however, struggled to
identify potential applications of similar advanced projects in their current music programs for reasons ranging from
curricular expectations to perceived abilities of K-12 students.

Conclusion and Implications

Findings suggest that digital and participatory cultures have great potential for teaching and learning music. The
ability of music educators to develop and facilitate projects involving digital and participatory cultures rests on
understanding related principles, music and media skills, and knowledge of and ability to leverage technologies and
media.

Quality Assurance in E-learning Music Courses in Brazil
José Soares, Sergio Figueiredo

This paper reports the initial results of a two year project entitled “Implementing and monitoring of Quality
Assurance and Enhancement procedures on e-learning music courses in Brazil”’. The project is being carried out by
the Music and Education Research Group (MusE), which is based in the Department of Music, State University of
Santa Catarina, and Research and Preparation in Music Education Group (PFEM), based in the Institute of Arts,
Federal University of Uberlandia. The research is funded by the National Council for Scientific and Technological
Development (CNPQ).
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The research project was undertaken to examine what models (if any) are adopted by two universities for
implementing and monitoring QA on e-learning music courses. A case study approach is being used in order to
describe the features of e-learning music courses within the context of these institutions and to facilitate an in depth
examination of their QA procedures. The two e-learning courses selected are blended, which means that a
substantial fraction of the course is delivered online.

The research design was divided into two phases. In the first phase, information was collected through documents
on the background of each course to provide a general overview of the courses and their institutional context. In
the second phase, another set of data was generated through face-to-face interviews with administrators. The aim
of the interviews was to get the participants’ views on the quality and features of their courses. Supplementary data
from tutors and students are being gathered through online questionnaire. In this paper we present some findings
from the first phase.

The findings show that the two e-learning music courses have a stratified structure and distributed configuration of
the staff. This can be exemplified as follows: coordinators — responsible for the academic management (on campus
and off campus); course leaders — teachers who are responsible for the courses design; tutors — responsible for the
running of the courses, either online or face-to-face, and feedback their views to the course leaders, and local
administrative support. This configuration raises issues of communication used among the team and difficulties of
managing the problems (both academic and infrastructure) that emerge in different locations, geographically
scattered around the country. Poor communication and feedback can impact on the management of the teaching
and learning aspects of the courses and, consequently, the QA and QE.

Digital Technologies in the Formation of Musical Educators
Alexandre Santos, Adriana do Nascimento Araujo Mendes

Musical education and the whole area involving musical activity have always been under significant influence arising
from technologies, which can be noticed from the consolidation of musical writing/ notation to the advent and
development of Computer Science. Currently, digital technologies are part of people’s everyday life, including music
students and educators. School and music education should be aligned to the changes of their time. Therefore,
digital technology must be part of educators’ formations since they will deal with a generation that has been born
immersed into such digital universe.

Besides technical and operational preparation for the use of software and equipment, educators must also be ready
for the fact that today’s technology avalanche also changes the students’ behavior, which also influences the
teaching-learning process considerably.

The present project aims to investigate musical educators’ technological formation in two music education bachelor
courses in Campinas/ SP - Brazil. The research has been carried out since the second semester of 2013 and will keep
collecting data until the end of 2014. The students in those courses are provided technical and pedagogical support
emphasizing the use of digital technology for music education. Such support is provided by the author himself, who
is a professor at one of the institutions and a teaching trainee at the other one.

Fieldwork is investigating the student’s actions regarding the use of technology at their work and training places.
The research method is qualitative in nature and will seek to understand the relevance of the use of technology at
music education. Questionnaires, interviews, videos and recordings are being used as instruments. It is expected
that the research may contribute to the construction of a technology curriculum to be disseminated in the formation
courses for music teachers.

Contemporary society, including musical education, cannot deprive itself of the innovation arising from digital
technology, which can increase the possibilities for growth and professionalization. The present research does not
intend to close out the issue discussed in it. It seeks, as mentioned previously, to draw attention to the technology
phenomenon which as it seems, tends to grow immeasurably in the future.

Evaluation of the Integration of Music Softwares for Instruction at the University Level in Kenya
Malachi Apudo, Rose-Anynago Omolo-Ongati

Africa’s higher education sector has been challenged to enhance its instructional technology for various disciplines
in order to participate effectively in the technological age and to meet the demands of the global job market. Music
education is one such discipline that has embraced this challenge and is currently undergoing a paradigm shift in
technological advances. The application of instructional software for music education is rapidly gaining ground in
various departments of music in African universities. Preliminary survey indicates that different universities offering
Music in Kenya teach relatively the same music content with the aid of music software to prepare students who
compete for the same job market. It is therefore evident that there is need for guidelines for integrating music
software to aid in Music instruction at the university level in Kenya. This therefore raises contention on the process
and product of theory and practice. The general objective of the study will be to evaluate the integration of music
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software for instruction at the university level in Kenya. Specifically, the study seeks to establish the types of music
software used for instruction, determine the music content for which the music software are applied, establish the
teaching methodologies used for instruction at the universities and to suggest guidelines for standardisation of
content, concepts to be learnt, methods of integration of teaching methodologies and learning outcomes at each
level. The study will be guided the theory of Constructivism advanced by Moshman (1982). The study will employ
survey research design. Sampling procedures will be employed in selecting students and music educators from the
universities’ music departments to take part in the study. Purposive sampling will be used to identify universities in
Kenya that offer music programmes. Data will be collected using questionnaires, interview schedules, and
questionnaires and observation schedules. It is hoped that the study will came up with suggested guidelines for
appropriate integration of music software for instruction in music curriculum at the university level in Kenya as well
as provide research-based knowledge to inform policy development.

Key words: Music technology, Music software, music education, pedagogy and job market.

Impacts of Music Technology to Music Education in Uganda: A Restructuring of Music Education at Secondary
Schools in Uganda
Benon Kigozi

Instructional technologies are currently available almost everywhere in Uganda and in some cases they have
affected the way educators teach. New and used computers have been oversold in Kampala as a vehicle for
educational reform and educational practices. However, they are still under used as instructional tools by
educationists at various levels of education. Despite the widespread use of technology and computers by
educationists outside of the classroom worldwide, deploying such technologies into Ugandan education system is
yet to happen. School culture as well as instructional practices has not succeeded in incorporating computer-based
technology into regular classroom instructional practices at even those few schools that can afford it. Questions to
be asked revolve around what the perceived impacts of music technology to musical arts education are. They
include: Does technology help music teachers to accomplish tasks easier than without it? Does the use of technology
allow music teachers to teach more effectively? Does technology enhance music students’ participation? Does
technology improve music student performance? And, should technology be embedded in the music lessons? What
skills, knowledge and resources are necessary to create those impacts? To answer these questions, a review on
theoretical evidence and research evidence on impacts on music technology is presented. In addition, this paper
presents preliminary data from a pilot study of the Critical Impacts of Music Technology to the Teaching and
Learning of Musical Arts in Uganda. Results indicate that technology makes musical arts education more accessible
as well as helps meet students’ musical needs.

Creative Learning Dimensions in the Primary Music Education: A Case Study
Viviane Beineke

The following research is based on studies about creative learning, an emergent concept in the Education and Music
Education areas, which focuses on the development of creativity on children during learning situation. The aim of
the research was to investigate how the creative learning dimension articulates itself on musical composition
activities. The theoretical framework was built on Csikszentmihalyi’s systems view of creativity, and reviewed
through some researches about children musical conceptions and practices. The method consisted on a case study
carried out in a 2nd grade primary musical class. The data collection involved: (1) observation and video recording
of two blocks of activities during musical composition in the participant class, (2) focused groups with students and
(3) semi-structured and reflection interviews using video recordings with the participant class teacher. The results
show that the dimensions of creative learning articulate themselves in the composition activities in group, musical
presentation and critic on students’ productions; in a cycle that starts the stabilization and investigates how the
creative learning dimension articulates itself on musical composition activities in the primary musical education
teaching context and stabilization of music ideas intersubjectively built in the classroom. Participating in the classes
as composers, performers, and critical audience, the children build their identity in the group and become agent of
their own learning, building the knowledge collectively that sustains their music ideas, which are revised and
enlarged constantly by their musical reflective experiences. It is up to teacher to create the conditions to build an
environment of social positive relations of groups learning processes, the commitment in mutual collaboration,
interest and valuing the children contributions in class. As time goes on, these social participation ways represent
the constitution of a committed community of musical practice and in the negotiation and meaning process of this
practice, sharing ways to do and think music that sustains creative learning.

“Lest our children lose in the starting line”: Creativity and Music Education in the Chinese Education Reform
Hui-Lo-Jennifer Tui, Christine Yau
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Recently in 2010, the Chinese government has been furiously promoting “The National Guidelines for Medium and
Long-Term Educational Reform and Development, 2010-2020” (Gu, 2010). The Chinese educational reform
recognises the needs to improve the overall quality of Chinese education. As the population ages and the country’s
pool of low-cost labour diminishes, there is an urgent expectation to rapidly transform a low-level manufacturing
economy into a knowledge economy. It is expected that the future Chinese graduates will be competing against
each other, not only locally, but also within the global employment market. As part of this agenda, the Chinese
government has been advocating creativity as a vital component of its education system since year 2000 (Lockette,
2012). This partly taps into the popular discourse in China: “lest our children lose in the starting line”, referring to
the sense of urgency that Chinese parents needs to equip their children with the necessarily skills (such as creativity)
to survive the future employment market and competitive society.

Throughout the execution of this reform, the influence of Western educational practice is evident, particularly with
the advocacy of student-centred learning and learning by doing models (Dello-lacovo, 2009). This is could be viewed
as a reaction against “examination-oriented” education that has existed in China for at least a thousand of years
when rote memorisation and recitation were considered the common teaching approach (Dello-lacovo, 2009). In
this sense, culture may be one of the key barriers for the purpose of integrating creativity to achieve the goals of
the Chinese education reform. It remains to be seen whether the barriers of culture and tradition can be overcome
to meet the vision the outlined by the reform (Lockette, 2012:37).

Against this backdrop, this presentation demonstrates the curriculum and pedagogy of a local primary school
located in a Southern city in China. This is a case study to illustrate how a local Chinese school responds to various
challenges associated with the Chinese education reform. This school is unique in the sense that it embraces music
as one of its core subject within its school curriculum, based on the school ethos that music education is one of the
keys to foster creative thinking within students, and that the most compelling rationale music’s inclusion in a school
curriculum are those centred around the nature of music, due to its unique nature to provide people with a means
of exercising creative thinking and self-expression.

How Creative Students and Teaching Practices Affect Each Other
Marcelo Giglio

A number of authors consider collaboration on composing music as an evolution of the relationship that already
exists between students. What teaching practices are needed to help educators develop and create favourable
learning conditions within the context of creative and reflective student collaboration? As researchers, we can
commit the mistake of observing and analysing hybrid teaching practices without taking into account the
backgrounds of our teachers that potentially could impede “creative interactions” in the classroom. In order to
avoid this pitfall, we designed a pedagogical model that teachers could use with their own students. Then, once we
created favourable conditions for observation and analysis, we asked ourselves: how can we encourage teachers of
music education to develop through teaching practices geared towards the complicated task of stimulating,
accompanying, sustaining, and enriching creative and reflective music amongst their students?

After having developed a pedagogical model based on reflective and creative collaboration, we proceeded to
observe nine of lessons in order to see what happens when different people apply this pedagogy in different
settings. We observe lessons in which 11 to 13 year-olds are asked to collaborate on a musical piece in Argentina, in
Brazil, in Canada and in Switzerland. Then we asked the teachers to implement their own music composition lessons
in their respective classrooms. We observed what occurred through video recordings and a descriptive analysis of
the data. At the same time, we examined the teachers’ actions during these creative tasks. This allowed us to
identify changes in the quality of these student collaborations, in teachers’ actions while encouraging student
creativity, and the reciprocal effects between both. The teachers employ different practices in reaction to and
adapting to their students’ work.

In this paper, first, we examined the different moments and types of creative collaboration amongst students,
including everything from the distribution of labour to the final rehearsal, as well as the conception, organisation,
and composing of the musical piece. Second, we identify, from the teacher’s perspective, the teaching practices
that support musical creative collaboration, including everything from preparing students to complete the assigned
task of supporting their work with the knowledge needed to complete their musical productions. Based on a
discussion of these observations, third, we examine how the teacher’s actions affect how students collaborate
while creating a piece of music.

What Characterizes the Composition Process and the Music Created by Ensembles in Collaborative Partnerships

between Professional Musicians and Pupils?
Randi Margrethe Eidsaa
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This paper is a presentation of a PhD study in progress on collaborative creative music projects (creative
partnerships) in schools. The intention of the study is to describe and analyze the music that is created during the
partnership project, and to elucidate the musicians’ approach to creative composition tasks, as well as to illuminate
interactions between the musicians as visiting artists in schools, and the pupils and teachers.

The research project aims to illuminate the methods used by the musicians during the creative workshops and
investigates to what extent the various participants contribute in the final music performance. In the concluding
part of the presentation | will discuss in what ways the musicians’ didactics and methodology, the project design
and the relationship between the participants are connected to each other. Inspired by Austring and Serensen
(2006) | have structured my analysis of the creative process in six stages: Stage 1 Introduction and motivational
phase, Stage 2 Exchange of ideas and experimental phase, Stage 3 Extension of ideas, Stage 4 In depths rehearsals,
Stage 5 Presentation, Stage 6 Evaluation and Aesthetic reflection.

This is a qualitative research project with a phenomenological approach to creative composition processes in
partnerships funded by the Norwegian Culture Program The Cultural Rucksack, and empirical work is an essential
part of the study. However, there is an underlying set of ideas and theories that will be discussed in the research
project; in particular theories on composition processes conducted by professional musicians as guests in the music
classroom. The theoretical frameworks of the study draw upon Laycock (2005), Austring and Serensen (2006),
Nielsen (2006), Fautley and Savage (2007) and Wiggins (2011).The research data were collected during the
observation of four creative partnership projects from 2007 to 2012 and include field notes, video, sound recording,
written music, interviews, manuscripts, children’s written reflections, children’s drawings, concert programmes.
The study asserts that there is a close connection between the aesthetic expressions and the musicians’ approach
to the creative process, the practical arrangements of the partnership and the relationships that develop during the
collaboration. Based on empirical data | indicate that skills in certain composition techniques, knowledge about
specific didactic approaches to creative processes as well as understanding how to design an interesting music
presentation, is essential when the visiting musicians, the music teachers and the pupils aim towards a successful
conclusion of their partnership project.

The implication for music education is that musicians, music teachers and music educators need knowledge about
how to transform musical ideas into tangible results in an inclusive learning environment.

A Study on the Current Training Program of Primary Music Teacher - A Case Study on Three Colleges in China
Lishan Zhang, Aiging Yin

As a guide book for the teacher training, which contains training goal, training scale, curriculum, teaching
arrangement, etc, training program is the basis of the professional training of a college. The training program
directly affects the quality of trained personnel. Presently the demands to the education level of primary school
teacher becomes higher and higher, to achieve a bachelor degree has become an inevitable trend in the
development of both foreign and domestic teacher training. Primary music teachers an essential part of primary
teachers has been trained in undergraduate level for a long time in developed countries. However, in China, the
training of primary music teacher has not been included in higher education system until the beginning of 21th
century. Until now, only a few colleges have specialised in the training of primary music teachers with
undergraduate level. So, in the stage of exploring to train primary music teachers with undergraduate levelin china,
it is very necessary to research on the current training program of primary music teachers. This study chooses 3
colleges which are specialised in primary music teacher training with undergraduate level, and uses literature
analysis and comparative analysis methods to find out the problems and characteristics of their training program,
as well as put forward some suggestions and strategies for optimising them.

The Music Teachers Education Programs: A Portrait of the Conservatorial Habitus through the Comparative Study
of Four Curriculum Documents
Marcus Vinicius Medeiros Pereira

This completed research, inserted in the sociology of school and curriculum, has investigated the presence of a
conservatorial habitus in the curricular documents of four intentionally selected Music Teachers Education
Programs in Brazil. The conservatorial habitus - understood as a set of incorporated dispositions typical of traditional
music teaching (historically linked to Conservatories) - was mapped and analyzed in the curriculum documents
through three areas of comparison, bounded from the critical theory of the curriculum: the official knowledge,
selection and distribution of knowledge and professional knowledge. These areas are outlined by the construction
process of the notion of the conservatorial habitus, which is based in the theoretical propositions of Pierre Bourdieu,
and by the investigation of how this makes sense and gives shape in the curricula for music teachers training. For
the construction of the notion of the conservatorial habitus, we present the historical movement of music education
in Brazil - including its inclusion in Brazilian higher education, as well as a review of curriculum guidelines for
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undergraduate courses in Music and for the teachers training for basic education. The comparative study confirmed
the influence of these dispositions in the curricular practices, from the preparation of the Government Guidelines
(DCN Music 2004) to the interpretation of them in the materialization of the curriculum documents. Classical music
is legitimized as official knowledge, structuring the curriculum of the Music Teachers Education Programs from its
valuation criteria and privileging the formation of the musician rather than the music teacher. Thus, the
conservatorial practices hamper the understanding of music as a social phenomenon, transforming their classrooms
into spaces of symbolic violence and civilization of the musical taste. Moreover, they hinder the formation of
musically critical individuals, emancipated from the alienating influences of the mass media. The results showed that
the conservatorial habitus - that is inherent to the field of Arts/Music - is transposed (converted) to the field of
Education in the established interrelation between these two fields, and is incorporated by agents over time in
contact with the institution, with its practices, with its curriculum as an objectification of ideology. Thus the
institutions of musical education - as a result of the story begun by conservatories - can be understood as an opus
operatum: a field of disputes that has in the conservatorial habitus its modus operandi.

Teacher Certification Policy Influences on Music Teacher Education
Daniel Hellman

The rate of change in education policies and mandates are having a major impact on music teacher education. Policy
changes have resulted in new standards, new assessments, new course requirements, new student teaching
requirements, and other mandates. The policy goals driving these changes are often suspected but not well known.
Understanding the tenets of these policies could greatly inform the work of music teacher educators and others
who are confronted with the challenges that result from large scale policy changes.

Aim of the Paper

This paper explores how a statewide data driven approach to teacher education, emanating from a 2009 Race to
the Top application, impacts music teacher education in universities. This paper will provide an overview of the
policy environment impacting teacher education and analyze the potential effects of recent adopted policy
impacting music teacher education. Guiding questions include (a) What policies related to music teacher
certification have changed? (b) What justifications have been provided for policy changes related to teacher
certification? () Who are the major stakeholders? (d) What are the primary policy objectives? (d) How will current
policy changes impact music teacher education?

Method and Summary of Main Ideas

This paper will present a case study of recently changed policies affecting music education in a single U.S. state and
analyze the policy for the potential effects on music teacher preparation. The methodology utilized will involve a
description and analysis of the content of policy documents and the resulting implications. Documents analyzed
include a federal grant application, state certification rule changes and other policy documents. The results will be
discussed in terms of the potential impact on music teacher education and K-12 music education.

The author suggests that the changes in policy might result in considerable changes to music teacher education
such as (@) reducing the diversity of preservice music teacher candidates, (b) eliminating or reducing curricular
initiatives in music education and music teacher education that do not deliver measurable results, (c) diminishing
efforts focused on a developmental approach to teacher learning, and (d) confounding efforts focused on recruiting
and supporting music teacher candidates. Suggestions are provided for meaningful reform in music teacher
education and responding to the challenges posed by changes in education policy.

Looking into the Future: A Discussion of Music Teacher Education in American Context
Craig Resta

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

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

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

Re-imaging the National Music Standards (USA): Implications for Preservice Music Teacher Educators
Glenn Nierman

For the first time in nearly two decades, the music education profession in the United States is revising its National
Music Standards. A backwards design, beginning with the identification of learning outcomes and culminating with
the design of a road map for achieving the desired results, forms the framework for these new Standards. The
increased attention to revising the National Music Standards (Music Standards 2.0) is driven by opportunities to
solidify the place of music and the arts as core subjects in the reauthorized Elementary and Secondary Education
Act; to align music education with current trends in the field of public education (namely, the Common Core State
Standards and the Framework for 21st Century Learning); and to update instructional strategies and curricular
objectives for music education with contemporary process-oriented thinking in the field. Rather than focusing on
what students should “know and be able to do” as the 1994 Standards did, the revised blueprint will conceive of
standards as measurable and attainable learning events based on artistic goals. The major elements of the new
revised Standards include development of philosophical foundations/lifelong goals for learners; a focus on the
artistic processes (creating, performing, responding) and process components; the identification of enduring
understandings and essential questions that form the basis for the design of performance standards and anchor
standards; and the construction of model cornerstone assessments to measure student growth and learning in the
arts. Implications for preservice music teacher education involve changes from a product to process orientation and
changes in the importance of making connections to current educational trends. The change to a process
orientation suggests that college music methods educators will have to do more than teach students how to
rehearse and perform. Standards 2.0 call for K-12 students to be involved in selecting, analyzing, and interpreting
the music themselves. Further, those who teach preservice music educators may need to consider new methods
courses such as composition methods. The most difficult challenge of implementing Music Standards 2.0, however,
might involve helping students to learn to “crosswalk” to standards in disciplines outside the arts and music, while
always being mindful of the charge to maintain the integrity of music as an art form.

Filling the music education void in New Zealand primary schools state of flux: Where to next?
Linda Webb

Findings from data gathered in both 2002 and 2012 confirmed that changes in teacher education delivery over the
last decade had continued to negatively impact beginning primary generalist teacher’s competence and confidence
to teach music with the large majority of graduating teachers not able to meet curriculum requirements and delivery
expectations.

The focus of this paper examines the importance of prior musical experience, quality modelling, feedback,
mentoring and on-going support across the learning and development continuum for generalist primary classroom
teachers.

Participants in the 2012 qualitative research project included music education lecturers from six New Zealand
universities, a New Zealand Teachers Council representative, twelve beginning teachers and the eleven principals
who employed them within the wider Canterbury region.

Data was collected and analysed using semi-structured interviews and grounded theory analysis involving inductive
emergent coding. The highly vulnerable state of music education in primary generalist classrooms constantly
surfaced as a concern in this narrative inquiry.

In line with the international literature reviewed, findings revealed the most influential factor that gave the
beginning teachers the competence and confidence to teach music was their prior experience, so with training
hours reduced by at least 70% over the last decade, limited musical knowledge severely impacted practice. Providing
collaborative support between music specialists and curriculum leaders, beginning classroom generalists and their
mentors within an engaging community of practice that included on-going professional learning and development
with explicit modelling and feedback was also identified as critical.

Findings have the potential to contribute to advocating for a range of training programmes that prioritise building
teacher capability. These would include realistic competency expectations for the classroom generalist, music
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specialist and curriculum leader, and promote a complimentary and collaborative approach that included
partnerships with community based experts. Encouraging further related New Zealand based research includes
identifying a shared understanding of what we want music education to be. This is seen as a necessary first step if
we are to have any success in filling the void by stabilising the integrity of music education in a viable and sustainable
way as part of a balanced primary school education within our multicultural context and a technology driven 21st
century.

From the Living Room to the Classroom: Music Education Through Electronic Games
Luciana Faria

The research was developed in the Master’s Program in Education, line of research 2 - Training and Teaching Practice
of the Teaching Professional at the Universidade do Oeste Paulista. This research investigates the use of electronic
games as pedagogical resource to promote by Musical Education the complete development of the student. Based
on the hearing sensitivity as the sound parameters: Height, duration, intensity and timbre analyzes the use of
Electronic Games "Wii Music" (with mode Pitch Perfect) and "Let's Tap" (with mode Rhythm Tap), both for the Wii
console from Nintendo (2006) as methodological tools in the study of music in the basic education context. We seek
to verify the possibility of through them offer a rich, engaging and enjoyable learning environment, in addition to
providing a heightened hearing perception to recognize and understand these sound parameters. Participants were
12 to 14 year-old students attending the sixth grade in public school in Presidente Prudente in 2012. The research has
the characteristic of a qualitative study, descriptive-interpretative. The methodological procedure had four phases.
In the first phase an initial questionnaire with open questions to diagnose the hearing capacity and possible musical
knowledge from the students was used. In the second and third phase the students were in contact with each of
the games, they played in pairs and individually through narrative observation of open system. Finally in the fourth
phase, a final questionnaire was done; the same one done in the first phase, in order to show the presence and
nature of the achieved changes after the game practicing. As result, we found that students' responses were more
accurate and had better quality of details, indicating the perceptual and cognitive development in relation to the
parameters of the sound. Furthermore, we found that the act of playing a video game in school produced a great
pleasure and interest in learning.

Making Music Appreciation more Meaningful: A Praxial Approach to Engage Young Students in Music Learning
ChaoKuei Wu

Based on praxial theory, appreciation is not something you ‘know’, instead, is something you ‘do’. This paper will
show better music appreciation teaching and learning will result from student’s engagement in musical praxis ‘in
action’. In general, school music in Taiwan seems to provide an aesthetic appreciation of music in which students
have little opportunity to do music. Recently, technology is regarded as a possible medium to change a classroom
environment from a traditional ‘deliverer of knowledge’ to a ‘community of learners’. Many educators have
integrated instructional technology into the curriculum, and created interactive learning environments. Therefore,
for music teachers to develop their own technology-used proficiencies and pedagogies, a good understanding of
its potential in teaching and learning, is required. Excluding music appreciation, the advantages of using technology
to facilitate music teaching and learning, such as listening, composition, improvisation, and performance have been
shown in many studies. Therefore, | argue it is essential to explore how technology can benefit music appreciation,
which is the music course most taught in Taiwan. A multi-case study with multiple methods including observation,
interview, and document analysis was conducted for eight months at two secondary schools in central Taiwan.
Finally, a praxial approach with technology used is proposed to show how the meaning and value of music
appreciation can be understood through actual doing. The approach provides a better way forward in music
education, within the context of music appreciation in Taiwan. Although some positive traditional pedagogies could
be incorporated, this music praxical approach transfers the focus from ‘teacher-centred’ to ‘student-centred’ in
which students’ learning energies could be met through practising, discussing, or collaborating. Importantly,
‘praxis’ could inspire students’ creativity or imagination through using any technology devices or music knowledge
they have experienced, in the wide, and widening, world.

Keywords

Praxial theory, Music Appreciation, Technology, Secondary School

Pre-school Teachers Education and New Technologies
Cruz Lépez de Rego

1.Theoretical/pedagogical background of the paper
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Music and Literature appear however interrelated in many artistic creations. It is thus feasible to offer didactic
approaches that can serve for both of them together. The new studies of degrees in teacher in Primary school and
Teacher in early childhood education, in Spain, have incorporated some new subjects in their curriculum. In the early
childhood education one of the new courses is: Musical educational resources with TIC. We want to show the
content, process and results of the experience of the including the musical computer science in the classrooms of
teacher training in early childhood education;

2. Aim of the project

To provide preschool teachers with new technologies and ideas to make and create their own pedagogical
proposals using new tools.

3. Method

We suggested to the students different proposals to work with a progressive difficulty technical and creative.We
work around several proposals for work and use a diffrent methodology appropriate to each type of work; The
communication will be illustrated with the viewing and analysing works realized by the students of 4th grade course
during last and present year at the Autonomous University of Madrid. The works are designed for the classroom of
children, preferably in the second cycle (3 to 6 years) for example: songs illustrated with designs or images; sound
with pictures or drawings; tales with drawings, voices and sound effects; stop motion, cartoons soundtracks and
more innovative proposals. The works are made individually, in pairs or groups.

4.y 5. Results or summary of the main ideas and conclusions and implications for music education.

Use of informative programmes, the Internet, photographic cameras, live recordings, etc. enable future preschool
teachers to work in a very familiar environment. Thus they can hear, listen to, select, sharpen their ears, memorise,
imagine, think, work in teams, recite, represent, and carry out a series of activities that are more appealing to them
than work with the more traditional tools.

Closing the Gap: Pupils and Teachers Identities or the Different Uses They Also Do of Information Technologies
José-Luis Guerrero Valiente, José-Luis Aréstegui

Information Technology (IT) is part of our reality in most of the countries all over the world. It has changed our way
we perceive the world and get access to information, giving place to a global culture. While students are being
raised as 'digital residents', many teachers remain as 'digital visitors'. The result is that, many times, pupils have
more digital skills than their teachers.

In this presentation we will discuss the digital gap there is between digital skills of teachers and pupils in Secondary
Education out and in of Secondary schools and what teachers' attitude towards and usage of ITs for the teaching.
Our main focus is not on what tools the use but, rather, the cultural implications that such usages have with regard
to music and music education. For this, we will use data coming from our own research employing carried out in
Southern Spain. We followed a mixed-method approach.

With regard to students , we found that their culture is mediated by ITs even more now than in the past. It is not
only TV and mass media, but mainly internet the main access to music consuming. Most of them have a facebook
account, despite they are under 18. They also employ quite a lot “Tuenti”, a social newtwork only for teenagers very
popularin Spain. Their major interest is to keep in touch with friends, both who meet up regularly or just occasionally
during summers, for instance.

By and large, ITs are employed in their ordinary lives. However, we found a limited employment at schools. The most
common use is to provide digital materials, which basically is the same than before the implementation of ITs at
schools, but using this new media. Blogs are the most innovative tool, employed as an updated version of portfolios.
As for music subject, IT seems to have a very limited application, basically limited to search for information in
websites such as Wikipedia, for instance.

As for music teachers, we found a different identity as musician or as music teacher because of their usage of ITs.
To conclude, we find twofold gap as in relation to ITs. On the one hand, a gap between the way pupils use themin
and out of schools, likely due to, on the other, the teachers’ gap between their professional and personal identities,
which emerges out even clearer because of the musical subject.

The Music Teachers Education Course and its Relationship with the Undergraduates: A study in a Brazilian Context
Madrio-André Wanderley Oliveira

This paper presents results of a mastership research that aimed to understand the relationship between the music
teacher education course of the State University of Montes Claros (UNIMONTES) and the expectations, socio-
cultural aspects and aspirations of its undergraduates. To this end, the research made use of the following axes:
review of the Brazilian scientific literature, covering contemporary studies about the music teacher education;
ethnomusicological propositions regarding music as culture; document analysis, which included texts from the
Brazilian Ministry of Education, the State Secretary of Minas Gerais and the UNIMONTES; questionnaires and semi-
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structured interviews with the undergraduates. Through this it was possible to identify that the referred course
shows, inits idealised plan, a design in line with the current Brazilian legislation and the current literature regarding
music teacher education. Despite this, through analyse of the curriculum presented in this pedagogic project, it is
notable that there is some distance between what is presented in its content, regarding some of the music and its
educative spaces, and the parts that would support this structure, regarding diversity of music and its educative
spaces. According to the undergraduates the course offers a formation different from what they expected
regarding the diversity of music and its educative spaces. However they seem to become sensible to the course
activities, aligning themselves to what is offered. The students change their perspectives a lot during the formation,
and several kinds of works emerge as new possibilities to them. Although the course is primarily designed for basic
education, most graduates start to prefer teaching in higher education, evidencing their perception that this is the
context in which the music teacher is more valued. Most students considered the school of basic education as an
area where they did not wish to work, mainly because they considered the working conditions as unfavourable.
Therefore, this research, with the voice of undergraduates and pointing to the specificities from the Brazilian
context, brings reflexions about education of music teachers in Brazil, especially at this time in which music
education has become mandatory in Brazilian basic education.

The Impact of Mobility on General Music Teachers’ Roles and Perceptions of Role Support
Lori Gray

Teachers may change jobs one or even multiple times during the course of their careers (Ingersoll, 2001). Each new
teaching job requires an individual to enact the role of teacher in a different social context, in which expectations
regarding that role may vary. Student achievement is a common focus of mobility research (Madsen & Hancock,
2002). Mobility studies have also investigated teachers’ reasons for moving (Lankford, Loeb, & Wyckoff, 2002), and
teacher attrition (Boyd, Grossman, Lankford, & Wyckoff, 2009). Cox (2004) utilized a symbolic interactionist
perspective to understand her own teacher experiences and teacher role. Frierson-Campbell (2004) examined in-
service teachers’ professional development needs and discovered two topics of interest to the participants: the role
of the music teacher and the role of music in the schools. Few researchers have questioned the impact of mobility
on the teachers themselves, specifically with relation to teacher roles and perceptions of role support. A multiple
case design was utilized to examine the impact of mobility on four veteran general music teachers’ roles and
perceptions of role support. The participants were elementary general music teachers who had taught for at least
ten years, changed teaching contracts and taught in at least two different schools, and were viewed as effective
music educators by fine arts coordinators. Data were collected over a period of eight months through observations,
semi-structured interviews, review of videotapes of the participants’ teaching in previous schools, email
correspondence, and collection of artifacts. The findings affirm that the participants perceived their music teacher
roles as multi-dimensional. They asserted that mobility at the start of their careers had a positive impact because
they each were required to quickly establish their own music teacher roles in varied school contexts. Mobility
negatively impacted role and teacher practices while the participants adjusted to new school climates and role
expectations. However, they each claimed that establishing themselves in a new school got progressively easier
with experience. Role support varied depending upon the school, and the participants discovered that active
involvement in the school community was an effective means of seeking and acquiring role support. Opportunities
forreflection during music teacher preparation programs and at all phases of teachers’ careers, as well as mentoring
and professional development geared toward role maturation and role support needs, may assist teachers in
choosing their desired school communities, establishing their music teacher roles, and obtaining their preferred
forms of role support.

The Impact of a Trainee Teachers’ Program on Recently Graduated Music Teachers
Flavia Candusso, Jaqueline Leite

Brazilian Music Education University Programs are constantly challenged by the need to better prepare future music
teachers to deal with public school realities but also with other professional settings. Most of the time the
knowledge passed on during university years is not in consonance with what is supposed to be taught. To improve
teacher education and to strengthen the connections between university and public schools, in 2009 the Brazilian
Federal Government started a Trainee Teachers’ Program (TTP).

The aim of this paper, therefore, is to discuss the impacts of the TTP on newly graduated music teachers, who took
part of the Program during part of their undergraduate studies.

The theoretical background is based on Névoa (2009), Pimenta and Lima (2004) discussions on teacher education
and continuing education.

Data were collected through a survey where ten ex-students, who graduated between 2012 and 2013, responded to
a questionnaire with open-ended and closed-ended questions.
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Results pointed out that the TTP provided a deep impact in recently graduate music teachers in terms of
development of their pedagogical practice, awareness of the sociocultural reality of public schools, knowledge
exchange and production, articulation between theory and practice. These aspects concurred to their professional
self-image and turned them aware of their social responsibility, confident in classroom and committed to improve
education in public schools.

Constructing Music Learning and Valuing Creative Thought in Difficult Times
Peter Webster

Learners construct new understandings using what they already know. There is no tabula rasa on which new
knowledge is etched. Rather, learners come to learning situations with knowledge gained from previous
experience, and that prior knowledge influences what new or modified knowledge they will construct from new
learning experiences.

Learning is active rather than passive. Learners confront their understanding in light of what they encounter in the
new learning situation. If what learners encounter is inconsistent with their current understanding, their
understanding can change to accommodate new experience. Learners remain active throughout this process: they
apply current understandings, note relevant elements in new learning experiences, judge the consistency of prior
and emerging knowledge, and based on that judgment, they can modify knowledge.

Constructivism is, first and foremost, a theory about knowledge and learning and not necessarily a theory about
teaching practice. However:

Although constructivism is not a theory of teaching, it suggests taking a radically different approach to instruction
from that used in most schools. Teachers who base their practice on constructivism reject the notions that meaning
can be passed on to learners via symbols or transmission, that learners can incorporate exact copies of teachers’
understanding for their own use, that whole concepts can be broken down into discrete sub-skills, and that concepts
can be taught out of context. In contrast, a constructivist view of learning suggests an approach to teaching that
gives learners the opportunity for concrete, contextually meaningful experience through which they can search for
patterns, raise their own questions, and construct their own models, concepts, and strategies. The classroom is
seen as a minisociety, a community of learners engaged in activity, discourse, and reflection.

There is also the strong belief that learning experiences, particularly in music, should be presented in “authentic”
and holistic ways, have the possibility of multiple outcomes, and be structured with ample opportunity for teachers
to offer guidance (“scaffold” learning).

This paper will provide a review of the above with a new perspective that argues for a kind of "adapted
constructionism" that also honors the importance of more linear and convergent teaching. The paper will hold
special significance for music teaching and learning and examples from the teaching process will be featured.

Distance Learning Experiences of Music Teachers in a Master’s Program
Juan Carlos Vega Martinez

In this paper, | explore the experiences of in-service music teachers who chose to pursue a master’s degree in music
education through distance learning. | examined the motivations of in-service music teachers for choosing to pursue
a master’s degree in music education through distance learning; the benefits teachers reported as a result of
enrolling in a distance learning program; the challenges teachers faced when studying in an online distance learning
graduate program; and, the learning experiences teachers found significant for their profession and teaching
environments. Teachers who pursued a master’s degree in music education through distance learning from Puerto
Rico in an institution based in the United States comprised the sample. The primary data collection method was
individual semi-structured interviews.

Results depicted that the experiences gained by in-service music teachers increased their capacity in teaching
pedagogy, theoretical understanding of the field, communication skills, and capability in handling technological
issues. The difference between the number of students satisfied and dissatisfied with the program was significant,
with the former outnumbering the latter. The salient disadvantages reported by the sample group included a
technological gap, reduced direct interaction with professors, a need for self-motivation, and a reduced practical
ability between the moderators and the students. On the other hand, the primary advantage of distance learning
was the convenience and flexibility of pursuing a music education degree online, which allowed the in-service music
teachers to study at home and gave them the capability to balance their domestic and professional responsibilities.
The participants’ main reasons for enrolling in an online degree program were a desire to excel in their careers, the
lack of a geographically closer option, professional and/or family lifestyles, a need for increasing academic
knowledge, and a need to improve teaching capability and capacity. Recommendations are offered for leaders and
institutions engaged in distance learning programs to address the challenges raised by students who have gone
through the system. As a possible implication of the study, it is expected that the knowledge gained from this study
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will expand both scholars’ and prospective students’ current understanding of distance learning as an educational
model, especially in the music education field.

The Doctorate in Music Education: Historical Context, Current Trends
Wendy Sims

The doctorate as a degree has undergone several transformations since its beginning in medieval Europe. The
purpose of the degree has changed over the years from credentialing university-level teachers, to preparing
scholars, to equipping individuals to be teachers/researchers, to preparing professionals to apply knowledge
directly to problems of practice/workplace. Traditions, expectations, requirements, examinations and standards
differ regarding the path to obtaining the degree among various countries or regions. In the United States alone,
there are at least several variations just in what the degree is called by different institutions (e.g., Doctor of Musical
Arts in Music Education, Doctor of Philosophy in Music Education, Doctor of Music Education, and others) that may
or may not have practical implications related to the degree program. It is difficult to find historical and comparative
information about the music education doctorate. Thus, this project was designed in two parts: 1) to gather and
share information about the history and current status of the doctorate in music education, to inform music
educators about the various structures and requirements that exist in our profession, and 2) to investigate the uses
of and attitudes toward the multiple pathways to completing the major culminating requirement, the doctoral
dissertation (i.e., monograph dissertation, three-project dissertation, dissertation by publication) and it’s defense
(e.g., public, private, externalfinternal reviewers). Sources of information include historical and contemporary
documents and publications, and interviews and surveys with representatives of major doctorate-granting
institutions around the world. The information provided will be useful to inform music educators about past and
current practices, and result in insights about the various systems, including commonalities and differences. For
participants in this session, this should result in increased understanding of the range of doctoral programs in music
education, inspire the sharing of practices and procedures for possible consideration for implementation by others,
and initiate discussions about current degree requirements and their relevance with respect to expectations for the
future of the degree and of the professoriate.

Examining the Thinking and Practice of Primary Teachers: An ‘In-School Programme of Professional Training’
Using a Singing Based Music Curriculum
Carol Timson

This presentation will address issues of professional development in primary music education with particular
reference to a one year ‘In-School’ programme of training provided by a nationally renowned music education
charity. Using a case study approach the study will focus upon teachers’ thinking, practices and development in the
context of a learning community of early career practitioners. This form of community can be described as a school
wide culture in which collaboration is expected and critical practice is ongoing. The presentation aims to identify
ways in which the development of teachers’ attitudes, musical understanding and practices are supported through
the implementation of a singing-based curriculum supported by in-service training, in-class mentoring, team-
teaching, post lesson discussion and a package of related teaching and learning resources. The data collection for
the case study is being undertaken using semi-structured interviews and focus groups with 12 primary class-teachers
atregularintervals throughout the year. Initial themes are informed by survey data. In addition a number of teachers
have been interviewed further and observed teaching in their usual working environment. The ‘In-School’
Programme advisory teacher has also been observed working collaboratively with teachers and interviewed, with
narrative reflection and interviews conducted with the music subject specialist and head-teacher of the school. The
pupil voice is captured through filmed school-council discussion with pupil representatives of each class at the end
of each half term sequence of training, with reflections upon their developing experience of musical teaching and
learning. Insights gained from the initial stages of this study, suggest that teachers, if encouraged and provided with
the resources, education and training they need, can overcome their hesitations with regard to singing and effective
musical practice. The richness of ‘feedback in action’ in relation to participative practice, though challenging, may
be particularly valuable. Implications for supporting generalist primary teachers and the provision of professional
development will be discussed.

Dialogues on Music Education of Generalist Teachers
Andre-Jose Rodrigues Jr, Douglas Silva

With the enactment of Law 11.679/08, the music becomes mandatory content in Brazilian basic education. However,
there are still many challenges, being the lack of qualified professionals one of main. The distance between the areas
of education and of music in Brazil caused that, in general, teachers have no musical knowledge while musicians
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have no pedagogical knowledge. Even among music educators, is still seen not enough works in the regular schools.
Although this situation is changing, the number of qualified professionals to teach music remains too small to cater
the whole country.

Based on this fact, the Department of Education of a city in the country of Sdo Paulo developed a formation work
of generalist teachers in music. This work has generated a partnership with a public university, also from S&o Paulo,
resulting in a research project on teacher training and music education. We intend to score, in this work, some
aspects that contributed to good course of the project in its ten years of its existence, as well as some results of this
research.

The work was done through action research [ educational research. The research team worked in conjunction with
generalist teachers so that each professional contributes to his knowledge: The music specialist with the musical
knowledge and teacher with pedagogical knowledge. These researchers were oriented by project coordinator and
professor at the same university, and also have support from the central team. Although the work was focused on
teachers and students, the whole team of the Education Department participated actively in the project.

Over the period that the project existed, training in music occurred in several levels. Besides working with teachers
in the classroom also had courses with specific topics in music education, meetings with school team, building and
organizing learning materials, among other possibilities that we see as important for a more comprehensive teacher
formation. The research resulted in a book, several articles, theses and dissertations, DVDs and other teaching
materials.

We believe that the main point of this work were the dialogues established in order to compose a learning network
that integrates all research team and the professionals of Department of Education, and that reflection on these
dialogues can bring great contributions and show new ways for works with teachers formation in music and in music
education in primary schools.

Musical Education Movement In Public Early Childhood Education In The Federal District: The Role of Pedagogical
Workshops
Maria Luiza Ramalho

In Federal District's (DF) public school, the implementation of the law that requires the inclusion of music in the
curriculum of basic education has brought concerns about what and how to do in music lessons. In order to clarify
and expand the possibilities of development of professionals in early childhood education, a partnership was
proposed between University of Brasilia's (UnB) Faculty of Education (FE) and the Coordination of Early Childhood
Education (CEINF), of the DF State Department of Education (SEDF). Regional Education Office's (SEDF's CRE)
pedagogical workshops' teams' intermediate coordinators received training in musical education in order to
develop a course for training early childhood education professionals in DF's public schools. This study aims to
examine the process of musical education training. The theoretical framework will engage the ideas of lllich,
Ranciére and Vigostski, among others. The research intends to carry out the analysis through observation and action
research, i.e., there is involvement of the researcher in this process and an ongoing reflection on the researched
action, according to Barbier (2002).

Musicalization: a Proposal for Teacher Education
Lia Pelizzon, Isabel Bonat Hirsch

Theoretical Basis

Many research projects discuss the importance of music education for the non-specialist music teacher. Bellochio
(2003, 2008), Figueiredo (2004) and Pacheco (2007) agree that an initial education and continuing training in music
is necessary for teachers in Pedagogy courses in order to respond to rising demands. Undoubtedly, working with
music education should be carried out by area professionals, but the fact that the gap has not been filled by
specialists seems to indicate that now is the time to insure students their right to a music education during primary
education.

Objectives

In offering the Repertoire Music Workshop for Teachers to educators in the public school system, our general
objective is to qualify teachers’ musical training and specific objectives include developing musical perception,
proposing activities that improve abilities such as motor coordination, concentration and attention, experiencing
musical patterns through sounds and movement.

Methodology

In association with the Secretaria Municipal de Educacdo de Pelotas (Department of Education of Pelotas), the
Project began in 2009 at which time the proposal aimed at supplying a repertoire for teachers working in the
classroom. In 2013 the Project underwent alterations, increasing in size and becoming more effective. The
workshops were divided in three modules. In the first module, teachers are invited to submerge themselves in
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musical knowledge in a playful way with musical training activities that include exercises which work with music and
movement. In the second module, the knowledge of these same subjects deepens, aiming at better didactic and
music comprehension. The third module includes vocal technique activities for the teacher’s vocal health. The
workshops take place weekly and are offered each semester, adding up to approximately twenty-five encounters.
Results

Since the activities are offered gradually in levels, there are results with every encounter, each month, each module.
Besides results during workshops, teachers share results of activities carried out with students at every meeting, as
well as discussions occurring in relation to music practices at their schools

Conclusion

We hope that the Project Repertoire Music Workshop for Teachers supplies important tools that participating
teachers can assimilate easily. In this way, we can attain our objectives and supply the demand that is required by
Law 11.769/08 in schools since 2012 and also guarantee the presence of music in primary school education with a
minimum level of desired quality, aware that abilities are being developed through the proposed activities.

RESEARCH COMMISSION

Future Directions for Music Education Research
Ruth Wright, Kevin Watson

What is the future for research in music education? Against a background of increasing pressure from global
governments to focus upon the role of education in knowledge production in deemed ‘core’ areas such as language,
maths and science, the creation of the entrepreneurial citizen and the adaptable lifelong learner, what is the future
role for music education research? Authors in the latest Oxford Handbook of Music Education (2012) such as Abels,
Bresler, Colwell, Cutietta, Green, Hentschke, Reimer & Woodford, propose a number of potential issues and
strategies for the future direction of music education research.

The aim of this paper is to present research prompted by these writings to conduct a meta-analysis of publications
from the top four music education research journals over the past ten years using the SCImago journal impact
rankings database for selection purposes. Data were analysed by authorship, country of origin, topic and
methodology. Findings showed a Northern Hemisphere, primarily non-collaborative, Eurocentric art music,
qualitative methodology domination of music education research publication. Dominant topics are classroom
pedagogy and assessment, teacher identity and teacher preparation and instrumental and vocal pedagogy. Lower
representation is found of research topics such as music education and social issues, jazz pedagogy, philosophy,
sociology, non Eurocentric art musics and media and technology.

Conclusions and recommendations are presented for future directions in music education research to strengthen
the position of the field both as an academic discipline and as a pedagogic subject. These include strategies for the
use of new media for international, interdisciplinary collaborative research, the need for a large scale mapping
exercise to establish the state of knowledge in the field and the creation and maintenance of an ongoing, globally
accessible database of such research, increased focus upon the relevance of music education in addressing large
scale global issues, the importance of inclusive research practices involving equal partnership with teachers,
university researchers and learners and the need for increased representation of practitioner and student voice in
research publication.

Finally, the hegemony of the English language as the dominant language of publication and conference presentation
is discussed and the use of new technologies to move away from this and the exclusively text based publication
medium are recommended to allow a multilingual global research community to form and function and permit
presentation of authentic data based in the medium within which we work and research-sound.

Research Paradigms & Methodologies: Convergence and Divergence - Commons Bases across Music Sub
Disciplines
Sang-Hie Lee

Music researchers use disparate research methodologies within their respective sub disciplinary traditions, which
vary from narrowly established research paradigms to inventive-creative innovations. In the broader academia, we
encounter positivistic approach that allows preference to quantitative data study and qualitative models that build
grounded theory from in-depth observations. The existing music research books are mostly sub- discipline specific,
often handbooks are bibliographic in nature, and above all, they eclipse social science research methodology.
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In my presentation | cover all sub disciplines of music research with a comprehensive approach that addresses
common bases across the various fields in music study. This common-bases approach is succinct and easy to
comprehend for musicians to learn all research methodologies in a relatively short period, i.e., one semester.
Broadly speaking, we may consider dividing research methodologies into two categories, qualitative and
quantitative. Simply put, qualitative study deals with data expressed in words; while quantitative data are
numerically expressed. One must realize that any disciplinary paradigms can use both qualitative and quantitative
datasets, even though, conventions presume humanities fields inclining toward qualitative side, while psychology,
education, hard sciences (e.g., biology, medicine, chemistry, physiology), and social sciences (including new model
history) to bend toward quantitative approach. In my presentation, | make a case and demonstrate that both
methods have common concerns that are applicable to all scientific pursuits. This allows broader possibilities for
multi-disciplinary scientific communities to understand each other’s research, exchange ideas and knowledge, and
collaborate across disciplines.

| address the following questions and issues.

e Difference Between Research Topic and Research Question

e Theoretical Framework: What it is and Why it is critical in good research

¢ Subjective and Objective Components of Research

e Qualitative and Quantitative Designs: Similarities and Differences

¢ Hypothesis & Exploration: Differences

e Data Collection: Qualitative Data & Quantitative Data

* Survey Questionnaire: Psychometrics & Sociometrics

Why and how questionnaire design is key to a good research?

e Sampling Techniques: Why does sampling determine many component of research design?

* Numbers Question: Power of Large Number; Power of Small Number

When, how and why do large numbers matter?

e Data Analysis: Statistics & Content Analysis — Similarities and Differences

e Inappropriate Use of Statistics and the Role of Statistical Consultant

* Role of the Researcher in Data Analysis and Interpretation of the Results

* Research Implication and Taking off on a Limb: From a Sound Study. Ill-conceived Design and Distorted Outcome
* Broader Impact of Research: Differences in Quantitative, Qualitative, and Mixed Methods

Doctoral Study in Music Education: Understanding the Journey in American Settings
Craig Resta

The profession of music education is centered on quality teaching and pedagogy. This is the case for undergraduate
and graduate degrees, where emphases on teacher training, musical development, and professional advancement
are important focus areas. The doctoral degree takes these tasks further and prepares candidates for positions of
leadership to help foster and grow the field. The PhD in Music Education is predicated on preparing candidates to
engage in all areas of music teaching and learning at the university level and beyond. In addition to the areas
mentioned above, doctoral students engage in activities including coursework, research, teaching, and activities
designed to develop at the most advanced levels of the field.

This session will explore what is involved with pursuing doctoral study, from purpose, admission, coursework,
research, writing, teaching, getting a job, and the avenues available for those with a PhD in Music Education.
Segments include a general overview of doctoral study in music education and critical reasons for considering the
journey; a discussion of various program options, how to choose a university, and the requirements for admission;
general components of doctoral programs, your life on doctoral study, pedagogy and research specialties; the end
stages of a program, qualifying exams and dissertation, getting a job, and becoming a professor; and where to go
with a PhD, options inside and outside of higher education, and challenges and opportunities associated with the
path.

A unique feature is to discuss issues surrounding the topic relative to American settings. While the session is not
intended to be a detailed review of the MUED PhD in the United States nationwide, it will have a focus on how
programs generally operate in US universities. A sample program will illustrate many features common to advanced
study in America, and include practical details about means, process, and success as a doctoral student. This
presentation is designed for those considering pursuit of the terminal degree, and those who would like further
information about the nature and role of the PhD in Music Education and its value to the international profession of
music teaching and learning.

"So What?": Finding Meaning in the "Changes" (from Musician/Teacher to Graduate Student/Researcher)
Carol Frierson-Campbell, Nathan Webb, Abelita Brandao, Artemisz Polonyi
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“So What?”” This question is posed frequently to the novice scholars enrolled in my ‘“Research Techniques” course,
which is required for all Master of Music students at my university. As they develop topics and conceptualize new
research ideas, | add layers: “Why does it matter? To whom does it matter?” In ongoing study of my pedagogy | ask
myself the same questions.

Seeking to add student perspectives to this inquiry, | recently asked for volunteers to join me in exploring the
experience of learning to do master’s level research. Three jazz musicians, one also a music teacher, offered to
participate. This performance/ paper, located at the intersection of arts-based research (Barone & Eisner, 2012;
Eisner, 2008) and collaborative auto-ethnography (Ellis & Bochner, 2000; Ellis, 2004), re-presents our interrogation.
We gathered ethnographic data during a series of meetings and rehearsals specific to this study, and made analytical
and interpretive decisions for the final paper/performance by consensus. Miles Davis’ popular tune “So What?”
frames our work. Hinting at the question, a two-note motive, moving between instruments and frequent key
changes, interrupts and yet is integral to the flow of the music. Weaving ethnographic depictions of our individual
and collective “changes” into musical improvisation allows us to embody the construction of meaning for research
as the students experienced it: a disruption that through negotiation became integral to their growth as musicians
and educators.

Our findings added another dimension to the query (“So What?”’): How does it matter? What difference does
learning to do research make in students’ professional lives in and outside the university? For me, this work
acknowledged a pedagogical shift from strictly following curriculum to finding a balance between teaching scholarly
conventions and directing students toward meaningful inquiry. The students’ perspectives also changed. Initially
viewed as a “horrible” distraction or simply “something you have to do for school,” John’s (pseudonym)
“worldview of research developed from a ‘graduation requirement’ to an ongoing quest to discover and share
knowledge.” Melinda (pseudonym) “found another tool (beside practice and playing) to learn about music through
understanding.” Learning to do research helped Bonita (pseudonym) find a “personal voice and a better balance”
between her musician-self and her educator-self. Ultimately, the “real” final product of our research does not stop
with a given project, but rather continues in the students’ playing and presenting and in my evolving pedagogy.

Performance Anxiety, Self-Esteem, Self-Efficacy and Attitudes Towards Performance in American, Czech and
Balkan University Music Students
Ena Stevanovic

Music Performance Anxiety (MPA) is one of the most frequently reported problems among professional musicians
that can cause severe performance impairment, hindering musicians from reaching their full potential as
performers. Possible contributing characteristics are low general self-efficacy and low self-esteem. (Sinden, 1999).
MPA is a relatively neglected phenomenon in Eastern European literature and is considered to be a personal issue
that cannot be influenced by the education system. Therefore the aim of this study is to investigate the relationship
between MPA, self-esteem and self-efficacy and to examine possible differences in attitudes towards performance
between American, Czech and Balkan university music students. Surveyed participants were 53 music students from
Croatia, Bosnia and Herzegovina, Czech Republic and the USA. Research data were collected using Rosenberg Self-
Esteem Scale (1965), Sherer Self-Efficacy Scale (1982) and Kenny Music Performance Anxiety Inventory (2004). In
addition, we used the qualitative method. Ten participants were interviewed using a 40 item structured interview
in order to examine their attitudes toward performance in their educational environment. Findings suggest that low
self-esteem and low general self-efficacy are significant predictors of MPA in all three groups. Persistence and
initiative items in the self-efficacy scale are highly negatively correlated with MPA (p<0.05), while there is no
significant correlation between the items of effort and MPA. Female participants reported significantly higher
anxiety levels than male. American students have higher scores in self-esteem scale, while there is no significant
difference in self-efficacy items between the groups. Qualitative analysis shows that all three groups consider
insufficient preparation, lack of experience and low self-confidence to be the major causes of MPA, whereas Czech
and Balkan students reported more negative experiences in the education system and they tended to blame their
teachers for high level of MPA and lack of confidence. Implications of these findings for teachers and learners in
higher education are also discussed.

Self-Efficacy and Motivation for Developing Aural Skills in a Brazilian College-Level Music Program
Pablo Gusmdo

The Brazilian research on aural skill classes at college-level music programs reveal problems relating to the student’s
motivation for learning. Motivation for learning closely relates to self-efficacy, which corresponds to the beliefs
individuals hold about their confidence in attaining certain goals.

This research investigates some of the psychological constructs which can influence, directly or indirectly, the
motivation for learning aural skills in music programs at university level. The main construct investigated was the
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self-efficacy beliefs for developing aural skills, because it was assumed that they can influence directly the
effectiveness of self-regulated learning. Collecting data from 67 college-level music students, we have set out to
create and validate a scale designed for the empirical measurement of self-efficacy for aural skills.

The internal reliability of the scale was measured using Cronbach’s alpha, which for our scale was a=.938,
representing an excellent level of internal reliability. Each of the subscales was designed to represent a different
component of the overall self-efficacy for aural skills. The analysis of the questionnaire produced a four-component
solution. The loading factors for each component were consistent with the division of the items of each subscale,
and the four components together explain 72.34% of the total variance.

A third of the students find difficult to keep their motivation for studying aural skills after achieving bad grades on
an exam. This seems to closely relate to self-efficacy. The main source of self-efficacy beliefs is the individual’s
performance accomplishment, so when the student’s performance is not satisfactory, the teacher must be able to
explain that the cause may lie on faulty learning strategies, instead on their talent or intelligence, seen as an
uncontrollable trait. A correct interpretation of the causes of failure may be essential to keep the student motivated
for studying.

The music students’ answers suggested that they hold healthier self-efficacy beliefs for skills which are related to
their everyday instrumental practice. There are interactions between these psychological constructs which need to
be understood before it becomes possible to comprehend the motivation problems reported by research on
college-level Aural Skills courses. Future research must include strategies for intervention that can enhance the
student’s self-efficacy for developing aural skills.

The Socialization Process Leading to the Making of a Pianist in Academia

Laurence Lambert-Chan, Isabelle Heroux

The training of a classical pianist takes time and lasts several years. Research on musicians’ higher education tells us
that it is foremost part of a long tradition of apprenticeship (Burwell, 2012; Jorgensen, 2000; Nielsen, 2006). This
type of education is set in an exclusive dyad, at least in appearance. However, the pianist does not learn only from
his teacher. Indeed, despite her or his solitary training (Presland, 2005), it is within a large network that the pianist
learns the ropes of becoming a professional musician (Becker, 1988). Our study, which is the subject of our PhD, is
particularly interested in how the pianist is part of a community of practice (Wenger, 1998) in academia, which is
itself governed by an institutional culture (Kingsbury, 1998) characterized by its codes, rituals, and social
conventions. Furthermore, the pianist learns about the culture through different socialization processes (Dubar,
2013), i.e. the identification process, the conformity process, and the imitation process, which will be uncovered in
the course of our data collection. By drawing on the sociological tradition of the Chicago School (Chapoulie, 200),
we aim to clarify the interaction and socialization processes leading to the "making” of a pianist. We will adopt a
comprehensive point of view, which has yet to be done considering an important proportion of the research on the
musician’s higher education adopts a normative or a psychological point of view.

In this presentation, we will present primarily the theoretical and methodological aspects of our research as well as
its partial results that will be uncovered throughout our socio-ethnographic research.

Preparing students for meaningful entrepreneurial careers: Two case studies
Kristina Kelman, Sophie Loades, Andy Arthurs

In Australia, the creative industries are seen as vital to the development of a prosperous, creative and imaginative
nation. The Pathways to Technological Innovation report (2006) reveals that there is a need to foster an
entrepreneurial culture in Australia, starting in the early school years and continuing through to public and private
enterprises. In Queensland, the Creative Workforce for a Smart State Report states that “schools and teachers
should foster the development of project management and entrepreneurship as core skills” (Oakley, 2007, p. 9).
This paper explores the potential of creative partnerships and a broader notion of music education, which offers
new premises on which to build an approach, better suited to future contexts. The first case study traces a group
of 1617 year old music students who have developed their own music industry enterprise, building relationships
with the wider community to create opportunities for young musicians around Queensland to perform, publish,
record and network. The second case study follows a group of 8—14 year old music students who develop creativity,
musicianship and confidence in collaboration with industry professionals, realized in a professional performance
setting.

Our research asks how the participants developed entrepreneurial behaviour through learning in situ. In order to
explore this question we frame the study with Lave and Wenger’s social learning theories of Legitimate Peripheral
Participation (1991) and Communities of Practice (1998), guided by the concepts of entrepreneurial learning as
framed by Johannisson (1991).

Our cases suggest that linking communities of practice that lie outside of schools with communities of practice in
music education is one way to empower music programs to move in entrepreneurial directions. Expanding
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communities of practice to include students and industry professionals fosters an appropriate environment to
negotiate meaning, which leads to new and innovative output. As the participants became more experienced, their
competence grew and evidence of entrepreneurial behaviour, such as risk-taking, leadership, initiative, problem-
solving, idea-generating and opportunity recognition began to emerge. This evidence has been captured through
observations and semi-structured interviews.

The study contextualises and situates learning in an industry context, which offers music education practitioners
and schools an approach which would nurture in young people the skills to navigate their future careers.

Collaborative Text by English and Music Writers for Schools: Adapting Educational Values of Musical Folktales in
Marriage Rites in Okpe Culture
Ovaborhene-Isaac Idamoyibo

Okpe is one of the 374 ethnic groups in Nigeria (Dafinone, 2000: 8), situated in the central district of Delta State
within latitude 6° and 5° North and longitude 5° 50" and 6° 25" East (Otite 1973: 4). It occupies a large expanse of
landmass about 500sq kilometres (Otite 1982: 121). Okpe is rich in cultural heritage, which includes many musical
arts creativity that serve as symbol of identity, unity and morality. During the colonial era, the European explorers
noted that the Okpe were the most progressive people in that part of Southern Nigeria, due to the fact that there
was an effective traditional system of administration and unity amongst the people. Slogan, song and anthem
played very significant roles in the identity, unity and morality of the people, leading to their remarkable progress
and development. In the 1920s, the Okpe in Lagos found Igoru traditional music as a symbol of their identity and a
force for enhancing unity and morality for the success of all their socio-political activities within and outside their
home. In 2010, the newly established Okpe Nation Anthem was composed in the form of Igoru traditional music, to
re-establish the identity of the people and enhance greater unity and morality amongst them. Musical folktales in
Okpe marriage rites teach children and young adults societal ideals, which include identity, unity and morality. The
primary objective of this paper, therefore, is to examine how igoru music has functioned in the society as a symbol
of identity and unity amongst the Okpe people, and how this has enhanced progress and development in the
society. The researcher investigates the origin and development of igoru music and the 2010 Okpe anthem through
oral and written sources. He analyzes the melody and lyrics of the anthem and selected musical folktales in relation
to the concept of identity, unity and morality. He also adopts participation and observation research methods to
facilitate the enquiry. He further examines how music and English writers can collaborate to adapt these features
as text for schools.

Singing and more: Music and Learning of a Second Language in Children and Teenagers
Silvia Villalba, Paola Canuti

Background

Both music and language are activated in the mind at a very early age, starting from sounds. Likewise, there are
similarities from the psychological (Gémez Ariza, Puerta-Melguizo, Bayo & Macizo, 2000), educational (Barrett,
1990) and linguistic (Font & Cantero, 2008) point of view, which constitute the essential pillars of social life since
they enable communication and reflects the culture (Merriam 2001).

Moreover, several research works and teaching experiences account for the importance of singing in learning a
second language. (Lowe, 1998; Herrera & Lorenzo, 2006; Jordana, 2008). This is observed in the elective musical-
artistic project developed and carried out by Instituto Privado “Luis F. Leloir” in the city of Resistencia (Chaco,
Argentina). Since 1994, it has aimed at reinforcing the learning process of English as a second language for primary
and secondary school students.

Objectives

The project comprises contents and methodologies of different disciplines for the students to:

-take advantage of the chances that music and arts offer to reduce linguistic barriers and facilitate social integration,
- foster communicative skills and intercultural understanding by means of learning and performing choreographed
songs in English.

Mehtodology

Annually, language teachers and experts work together to initiate students in the knowledge of Musical, Body and
Drama Language by organizing workshops that help students develop vocal, body and gesture techniques.

Results

Among the linguistic achievements, students improved their listening and pronunciation skills; enriched their
knowledge of grammar and vocabulary and had a chance to use different intonation patterns and idiomatic
expressions in meaningful contexts. As regards artistic and musical education, students achieved a better tuning,
played more vocally challenging roles, and overcame problems which are typical of the puberty voice changes. They
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also explored a variety of body and recreational resources, improvisations and free dramatizing, and they enjoyed
expressive experiences before an audience.

Having witnessed the difficulties students have to face and be up to a challenge, their enthusiasm when engaging
in activities which involve vocal and drama skills, the additional support required by younger students, and above
all the joy their rewarding experience when performing and interacting with the live audience, we consider that the
main achievement of this project is undoubtedly the psycho-social stimulus it means for the students as it
strengthens their social integration and institutional commitment. We thus confirm the efficiency of the model
applied which can be replicated in a variety of contexts in the Argentinean educational system.

Pedagogic Articulations in Music Education at Full Time Schools from Belém, Par3, Brazil
Ana Souza

This ongoing research is a case study which collected data in two Full Time Schools (FTS) from the public system of
Belém, Par3, Brazil. The FTS program has the priority to aim a better quality public education, focusing on a larger
amount of time of students at schools. Investigation collects data from basic education teacher activities at the first
cycle and its pedagogic and interdisciplinary articulations, referring to Law 11.769/2008, which formalizes the
inclusion of music contents in school curricula. It studies also how are being developed musical activities required
by the “More Education Program” from the Federal Government. Study uses the PONTES Approach (Oliveira, 2006)
as a guide and uses as theoretical foundations the educational principles for full-time schools from Teixeira (1900-
1971) and Moll (2012); for music education in cultural contexts and philosophy of everyday of Swanwick (2003) e
Souza (2002/2008) A preliminary analysis (first phase) showed articulatory mismatches in relation to infra-structure,
use of time and professional mesh aiming better curricular results, student development and learning. This study
may contribute to education and music education areas since it deals with the development of the music education
practice and detects the profile of the music educator who is acting in FTS programs in Belem. Documentation
presented and analyzed classroom articulated activities may be relevant examples and models for schools of similar
contexts.

Music-Making and Positive Youth Development Among Students from Underserved Communities: Results from
Case Studies of Exemplary Programs in the U.S.
Kathleen Camara

Participation in collective music-making activities provides a rich environment for personal and social development
of youth. These experiences challenge students to work collaboratively and to build a sense of responsibility to the
group and the project, while learning skills that will apply to later life experiences. When youth work collaboratively
in music, they learn to listen to and respect different viewpoints, compromise, and use their collective skills to
develop an overall artistic vision. Furthermore, music participation can serve as a mediating experience enabling
students who feel marginalized in other social settings to become more comfortable and active participants in their
communities.

This paper examines how collaborative music-making is related to achievement and positive youth development
among youth ages 9-19 in underserved communities throughout the U.S. A developmental relational systems
approach emphasizing contextual factors related to successful musical learning and achievement is used as the
theoretical framework. A mixed methods design, including interviews, observations, questionnaires and a program
quality assessment instrument, was used to conduct case studies of seven exemplary after-school music programs
serving underserved neighborhoods in Anaheim, Boston, Chicago, Los Angeles, Memphis, Philadelphia, and Phoenix
in a variety of settings. The settings included community after-school programs, music schools, a shopping mall, a
professional musician’s social club, a music college campus, and a professional sound engineering studio.

Findings from the study of over 600 youths, teachers, parents, administrators, and community members from
African-American, Afro Caribbean, Latina/o, Asian-American, European-American and mixed heritage backgrounds
will be reported. Youth in the study participated in after-school contemporary vocal and instrumental music
programs that were offered without little or no cost to the families, and which included private or small group
lessons, theory and musicianship classes, ensemble work, and performance opportunities with a focus on jazz, R&B,
soul, Latin, pop, hip-hop and other contemporary music genres. The analysis of program features and indicators of
youth achievement has yielded important information on best practices in teaching and qualitative features in
programming that have implications for the development of music programs in both out-of-school and within-
school settings. These include the analysis of coaching strategies, the use of teaching artists, peer-mentoring,
master classes and jamming sessions with faculty and professional musicians, and the inclusion of culturally-
responsive music curriculum and pedagogy. The paper will present data related to the relationship among program
features to youth engagement, interaction, musical achievement and the enhancement of social capital for these
youth.
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Children and Young People Who Learn Music in an Orchestra: Impacts on the Educational Project for Popular
Families
Adriana Bozzetto

This study, developed during the doctoral research, is the result of an investigative look into the educational project
of the families of children and young people who learn music in an orchestra, subsidized in a sociological perspective
of music education. Starting from the intention to identify, disclose and analyze strategies and family educational
practices in relation to musical learning of their children, the study aimed to discuss and reveal projects and family
expectations. Dreams have both individual and family as a locus of research on an orchestra formed by students
aged between 10 and 14 years from the public education of Porto Alegre, RS, Brazil. In this direction, the study
reveals different conceptions of families on musical learning developed with their children in an orchestra that
emphasises the training of professional musicians. The study was structured from the oral testimony of 27 families
and 28 students who participate in the orchestra from the qualitative research approach. The analysis of how the
family cooperates, gives space for children and young people belonging to the orchestra to continue their musical
learning is supported in Lahire (2002, 2008), Bourdieu (2007, 2008), Gayet (2004), Papadopoulos (2004) and Setton
(2002; 2005; 2010; 2011; 2012). The results indicate an active role of the family as an interlocutor's musical project of
students that participate in the orchestra study. Belonging to the lower classes, parents or guardians need to
reinvent the daily routine for the children to remain in the orchestra, pointing to strategies for organising the study
of children and family educational projects. The data reveals a strong involvement of families in building a dream
career in music, in order to contribute to critical reflection on the expectations of parents regarding the musical
education of the children and how the family unit reconfigures itself from musical projects like this. This research
opens up the possibility of bringing the voice of families, often silent and hidden, when we think of how the spaces
in that musical learning is built, planned, invested and dreamed, and also extends to an understanding of the impact
that social projects in music area have on the involved families.

Formal and Non-formal Music Education: A Social, Cultural and Educational Investment
Noemy Berbel Gémez, Maravillas Diaz

This research begins with the conviction that there is no a unique educational model but several models which
contribute to the formation of the individual. The need to investigate the complementarity of formal and non-formal
education in the area of music leads us to the present study. Different educational fields can and should interact to
benefit education in terms of cohesion and strength.

Taking into account two pieces of research framed in different Spanish regions and decades (2001-2012) the study
highlights the need for coordination among music teachers of primary education (formal education) and teacher of
music schools (non-formal education). In the first place, it relates the results obtained to verify if the interest of
teachers in joint work which mentions the Investigation 1 (2001) is still present in the territory of the Investigation 2
(2012). And, secondly, it assesses whether this interest in coordinating teacher's work, described in both
investigations, has been effectively transferred into schools.

Both studies show the complementarity between formal and non-formal musical education, and coincide in the
need for effective coordination between primary schools, formal learning, and music schools, non-formal learning,
in order to enhance musical, creative and social skills of children.

Furthermore, a proper music education within the school system is able to arouse the students' interest in music
and the desire to take part in an instrumental or vocal group. That is where music schools loom large, as quality
musical centers whose main objective is to promote the taste and love for music through an educational process.
This study concludes with the idea that despite the advances experienced so far, it has not been transferred into
the educational reality in an obvious way. Therefore, it seeks to arouse the interest of various sectors of the
community on a social, cultural and educational level, in order to overcome the challenge of combining efforts and
educate together, for the sake of optimum use of available resources and for the purpose of moving towards a
quality in music education.

Jangwa Music and Musical Performance among the Manyika People of Zimbabwe
Viola Mugandani, Dorette Vermeulen

Each culture has its own typological and generic conventions as well as procedures of evaluating musical arts
bringing out the identity of the particular culture. This paper reports on a research project regarding the aesthetic
values expressed through jangwa music and musical performance by the Manyika people of Zimbabwe. Jangwa
music, also known as makwaya, is a contemporary choral music syncretising Western and indigenous Manyika
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cultures. Born out of mission and government school choirs, jangwa or makwaya music is a neo-choral traditional
music incorporating Western harmony and African performance practice.

The aim of the study was to explore the aesthetics and Manyika cultural traits as portrayed through jangwa music
and musical performance. In this qualitative research, ethnographic methods were utilised. Purposive sampling was
employed, including participant and non-participant observation as well as semi-structured interviews. Live
performances of jangwa music was observed during community festivals in Zimbabwe, while individual and focus
group interviews were held with performers and other informants familiar with jangwa music.

Data were analysed using content analysis to determine emerging themes. Data analyses lead to an aesthetic
understanding and knowledge regarding the structure of jangwa music, as well as an awareness of creative music
contributions which are added by musicians during performances. The study considered the general aesthetics in
African music identified by a number of African authors. While the meaning of the music and musical performance
underlie the aesthetics, the outcome of the study also revealed that the Manyika people liken the beauty of their
voices and jangwa performance practice to animals and creatures around them, utilising Manyika discourse.
Aesthetic values identified through the study provide an understanding of the music which inclines to resonate
more with the Manyika indigenous culture, and yet, a glimpse of Western culture is noted.

The value of the preservation of jangwa music for future generations is considered, making it a cherished addition
to contemporary music education and musical performance in and out of the school system.

Ritual Music and Healing Dances of the Basarwa People in the Ghanzi Region of Botswana
Fanah Rabatoko

The purpose of this research project was to find the role played by ritual music during the healing dances amongst
the Basarwa people of Ghanzi in Botswana. A qualitative research design was used to investigate the prominent
role music has during the healing dances, as well as to locate other forms of music amongst the Basarwa of this
region. Thirty-one participants formed a sample made up of eleven men and twenty women with ages ranging from
eighteen to sixty five. An ethnographic approach enabled data collection through both individual semi-structured
and focus group interviews with the participants. All respondents were musicians and role players involved in the
ritual and healing ceremonies of the Basarwa. Additionally, field observations and video recordings of these events
were made. The empirical data were analysed through an open coding qualitative process of induction.

The findings of this research project indicate that the context of the music events taking place, as opposed to an
analytical analysis of the structure of the music, is central to the cultural expression of the Basarwa. The trance
healing music and dances are seen as a continuous tradition for both communal and individual identities. A number
of styles of music and dance exist amongst the Basarwa of Ghanzi and they serve various functions including (i)
healing, (ii) thanksgiving to ancestors, (iii) entertainment, (iv) response to God through faith and love, (v) social
commentary as well as (vi) ritual initiation ceremonies.

Based on the findings of this research, it is therefore recommended that the recognition of the role played by
tradition at the intersection of music and culture could be a viable and ideal model for understanding the cultural
processes of the Basarwa. Furthermore, it is advised that a multicultural approach in the music education
programme of Botswana schools should be considered to include this vibrant and unique music. Finally, the
preservation of indigenous music of the Basarwa is seen to be fundamental to culture safeguarding as well as
recognising and promoting the communal and individual identities of the Basarwa people.

Case Study on the Musical Culture Inheritage of Chinese Northwest National Minority Xibo—Based on the
Development of School-Based Curricula
Aiqing Yin, Jiazhi Wang

It has been 246 years since Xibo migrated to the South to Yili of Xinjiang Province. Xibo developed its own traditional
musical culture through in-heritage, renovation, assimilation and compromise with Han, Wei, Hui, Kazak, Russia and
other nationalities. The subject of this research is to explore how ethnic music has been inherited in school music
education, through a case study of Xibo school-based music curricula; collaborative development of music
textbooks with the local music faculties; gathering up to 53 folk songs, 8 instrumental pieces of Dongbuer, and 6
dance forms. The research is expected to promote, to some extent, the in-heritage of Xibo musical culture in school
education.

Motivational orientations of Music Graduation students in Rio Grande do Norte, Brazil
Isac Rufino Araujo, Valéria Carvalho

The motivation has been discussed in various educational contexts in the light of socio-cognitive theories of
motivation, seeking to identify a set of environmental factors, internal forces and incentives that move the individual
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to perform a certain task. This research is based on the perspective of Self-Determination Theory (Decy & Ryan,
2008) that states the idea that the factors that generate the motivation seek to meet the basic psychological needs.
For this benchmark, humans possess innate propensities for healthy growth and self-regulation. This theory
provides enough analytical and empirical grants to illuminate the issues of this ongoing research. This research aims
to investigate the motivational profile of students of Music Graduation in the State of Rio Grande do Norte, offered
by two public universities in this state (and UFRN UERN), being the first a federal university and the second a state
one, both offering that course in the state. The method used was a survey type census to reach the largest possible
number of students from two universities and as a technique for data collection questionnaires were administered
via self-report instrument for the assessment of motivation called the Academic Motivation Scale, created by
Vallerand et al. (1992 ), translated and validated by Bzuneck & Guimar&es (2008). This tool allows you to check the
types of motivation as the continuum of self-determination proposed by the sub-theory of organismic integration.
To analyse the data we used descriptive statistics where preliminary analyses point to the need to discuss the
political projects of the courses as well as their goals and perceptions of the students regarding their training and
opportunities for professional development. When they get into university, part of the students is not clear on its
coursework and the difference between acting as a musician and a music educator. The data also shows the level
of student interest in completing the course and its claims to act in basic education. After further analysis of these
data, we will be able to have significant contributions from the identification of the motivational profile observed in
these students to discuss issues concerning the motivation of students in the music graduation.

Teaching Classical Guitar and Social Cognitive Theory: Foundation for Research in Different Contexts
Cristina Tourinho, Marcelo Brazil, Bruno Westermann, Edgar Marques, Felipe Reboucas

For some years, the concepts of Social Cognitive Theory authored by Albert Bandura are related to education and,
more recently, research on music education has used these concepts as theoretical basis, mainly with texts by
Zimmerman, Schunk and Deci and Ryan. In Brazil, investigations related to music and motivation were performed
by Pizzato (2009), Cereser (2011), Countess (2011), Mendes Ribeiro (2012), members of the group "Formacdo de
Profissionais de Musica" (FAPROM [ UFRGS).

The Grupo de Pesquisa em Educagdo Musical e Ensino de Instrumentos Musicais of the Universidade Federal da
Bahia intends to apply the assumptions of Social Cognitive Theory and Theory of Self-Efficacy in different contexts
of teaching classical guitar. For this, we have been performing literature search on the subject in order to give
theoretical background to ongoing graduate research. The investigation through a literature search will allow us to
get to understand the existing published works and explore new possibilities of application of knowledge to solve
current problems, in view of the different works that are interrelated in different contexts and different modalities
of teaching classical guitar.

The group has been studying also possibilities for applying the assumptions of the theory in distance music teaching.
The principles of modeling and learning by imitation can be found in the analysis of teaching materials aimed at
remote guitar teaching in addition to classroom higher education. Interactions with textbooks and student
performance can also be understood by the principle of self-efficacy Bandura.

Preliminary results indicate that there are possible relationships between the authors studied and the processes
occurring in teaching classical guitar in groups, in formal and non-formal education. Bandura, Zimmermann, Schunk,
Deci and Ryan help to better understand the motivation generated in activities experienced by students in the
classroom and can provide theoretical support for planning of activities, creation of teaching material and
evaluation.

While the research of the group consists of work in progress for Master and PhD dissertations, we are confident
that our contribution could add to recent studies on teaching the guitar in its various forms, different teaching and
learning environments, expanding the possibilities for understanding the processes and development of new
methodologies .

Self-regulation of Learning and Cooperative of Learning: A Dialogue in the Formation of Instrumentalist
Luan Sodré de Souza

Cooperative learning has been shown to be a possibility of effective teaching and learning in collective groups, since
it provides the construction of knowledge through relationships among group participants. Thinking about it , it is
concluded that this is a practice that has demonstrated efficacy in teaching guitarin various contexts . In cooperative
learning there are aspects that are responsible for allowing this format of knowledge construction, among which is
the interaction, which in part is responsible for the exchange of knowledge, questions and discoveries among group
participants. Based on these statements, | intend to develop a project which aims to research cooperative learning
in the teaching of guitar. We developed this research in order to understand how an instrument teacher for
advanced students leads group classes, how it enhances the interpersonal interactions with the objective of
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enabling the collective construction of musical knowledge and the deployment of this approach in learning of the
instrumentalists. Thus, we intend to establish a dialogue about the concept of self-regulation of learning in light of
the Social Cognitive Theory as proposed by Albert Bandura and defended by Polydoro and Azzi (2008) applied to
the learning process of the guitarist. This research also intends counterpoint cooperative learning defended by
Carles Monereo (2005), tracing a path on which there is a confluence between these two learning processes. To
develop this work, based on Bogdan & Biklen (1999), we intend to use a methodology that is based on a qualitative
case study which is intended to accompany a class during a semester collecting data through field diary ,
questionnaires and semi-structured interviews , and the shooting of some classes . This is a research in progress at
the moment and it is in the process of bibliographical study. Therefore, this text still does not bring the results of
research, but rather the concept of the plot that has guided the research up to this date.

The ideas developed in the work leads us to reflect a musical learning in which both the teacher and the student has
responsibilities in the construction process of learning and further suggests a balance between individual and
collective moments. Cooperative learning is shown as a possible way to acquire self-regulatory tools that are
indispensable for the formation of the instrumentalist, as these professionals spend much time in moments of
individual study where they need to self-manage their learning processes.

The Relationship of Body Motion with Vocal Technique and Artistic Expression: from the Perspective of
Contemporary Artists
Daniel Amato

This study aimed to investigate the relationship of body movement with the vocal technique of artists such as
musicians, actors, dancers, capoeirists, artists and performers, reciters and artists who use the body in artistic
expression. This qualitative study was based on a literature review and exploratory research, using a semistructured
interview as a technique to collect the impressions of these artists on this relationship. An intentional sample
composed of twelve active and recognized professionals in their fields, who work directly or indirectly with body
movements and / or vocal technique took part in the study. From the artistic perspective, the relationship of body
movement to vocal technique really exists and is intrinsic due to the fact that vocalization does not exist without
body movement, for anatomical and physiological reasons, although each professional has his own definition of
vocal technique. In the interviews, a concern was noted about the need for technique to enhance the artistic gesture
and pleasure provided in the artist’s craft. Faced with the uproar created by so many adverse techniques and the
myth around this knowledge and its efficiency, it was important to revisit human beings’ expression of art in various
times in its history and compare it with the vision of the artists of the present time, who are working professionals
and are opinion leaders through their daily work, both professional and amateurs acting in various areas of artistic
practice. From the first moment of extra uterine life, humans unite the body and the voice when crying, marking his
first act of expression. For all the following years, he will take the body as a vehicle to express his wishes and feelings.
In this sense, the history of human vocal expression is reflected in the use of the voice in worshipping deities, in the
relationship between peers and enemies, in peace and war. Cartesian thinking has however installed a dichotomous
notion between body and voice and between reason and emotion. But, systemic thinking is already present and
perceived in art, looking to disburse its contents, caring to rescue the essence of artistic expression, aiming at
throwing it to the world in all its fullness, seeking to overcome the dichotomy and confirming the importance of the
body-voice relationship in art. The results of the study lead to the suggestion of new research and reflective
developments by all those who teach art using the body and vocal expression.

Arragements for Piano Group: a Study about Decisions, Choices and Music-Pedagogical Alternatives
Gisele Flach

The research seeks to reflect upon the process of arranging musical pieces made for teaching piano. It seeks to
explain and recognise the choices, decisions and options put before potential didactical musical problems and
didactics of musical instruments. Pieces analysed in the dissertation consisting of pieces made to be played by four
or five students on the same piano, an activity that was developed by the researcher in two institutions where she
worked during her Masters: Ascarte (Associacdo Pré-Culture e Arte Ivoti)/Instituto de Educacdo Ivoti (IEl) and the
Fundarte (Fundacdo Municipal de Artes de Montenegro), both located in Rio Grande do Sul State. A memorial was
developed as methodology, to work and explain the process of making arrangements, from authors such as: Bosi
(1994); Teixeira, Zamberlan and Rasia (2009); Morisse (2012); and Anastasiou (2002). Seven pieces were analysed,
four were prepared at different times, including: A Histdria de uma Gata, the musical Os Saltimbancos, Luis Enriquez
Bacalov and Chico Buarque (arranged in 2011), Three Little Birds by Bob Marley (arranged in 2011), Viva la Vida
(arranged in 2009) and Speed of Sound (arranged in 2010), both by the group Coldplay. The other three pieces were
arranged during the writing of this dissertation, throughout the year of 2012: Rock and roll old times, from various
composers as it is a medley and Paradise and Violet Hill, both by the group Coldplay. As theoretical research, the
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concepts of arrangement, transcription, adaptation, reduction (Pereira, 2011; Duarte, 2010; Lima Jdnior, 2003;
Aragdo, 2001a and 2001b) and original music were addressed (Carvalho, 2008; Aragdo, 2001a and 2001b). The
reflections made from this research describe an exercise focused on piano technique, showing a pedagogical music
approach where student learning is the foundation of the creation of each piece. The intent is that this project may
potentially contribute to other teachers and students who seek alternatives and ideas to create their own material,
according to their needs and/or to seek alternative materials, and, that they may analyse and ponder on how other
pieces show and work musical didactics.

Musical Idea: an analysis of creativity and learning process in piano classes
Maria-Berenice Sim6es De Almeida

This communication will present extracts of a Master in research about pedagogical and musical analysis in progress
developed in the Department of Music and the School of Communication Arts, ECA-USP - University of Sdo Paulo.
Since the early 20th century until the first decade of the 21st century, many transformations happened about the
conceptions in Music Education opening up possibilities for more meaningful teaching practices connected with the
creativity increasing the learning processes. Still, we find that the place for creativity in piano lessons in Brazil is not
very frequent. Our pedagogical uniqueness arose from that observation — which is the origin of the Master - that
has as its main objectives, on one hand, the search for a musical-pedagogical approach that promotes the creative
processes during piano classes; on the other hand, to analyse the personal and creative process of some children to
highlight the singularity of each one.

For this communication, we will present one analysis of the piece "Musical Idea” - composed by my piano student,
including reflections on the non-conventional and conventional musical writing process developed during some
classes. The research methodology used The analysis is based in a video recording of the composition itself and the
student testimony, in which he talks about the different notations he used to write his own music.

The reflections made over the “Musical Idea” case is based on theoretical approaches that proclaim a more creative
musical making in a more contemporary view. Some of the references used in this article are the German composer
and music teacher Hans-Joachim Koellreutter, the music teacher and researcher Maria Teresa Alencar de Brito, the
British researcher and specialised in Music Education Keith Swanwick among others.

The nondefinitive conclusions research point to stress the importance of the valuation of a place for creativity in the
learning process of an instrument. Also as a positive resource for acquiring musical content, as well as for the
development of expressiveness and a more meaningful acknowledgement.

Process of Musicalization for Children using their Local Repertoire
Cristal Quedma

This work aims to present some results of the research, in process, from the Master's degree in Music Education
from Federal University of Bahia (UFBA). It's called "Process of Musicalization for Children using their local
repertoire". This research is been realizaded in Complexo Comunitdrio Vida Plena, a Non-Governmental
Organization, located in Pau da Lima neighborhood of the Salvador city (Bahia, Brazil), under the supervision of
professor Jorge Sacramento.

The theoretical framework of this work is based on Maura Penna, addressing the process of musicalization and its
consequences, and Jusamara Souza, with her speech about the use of the repertoire and the everyday experience
in music teaching.

The goal of the research is to analyze the process of the musicalization children using their everyday songs. Some
specific objectives were decisive: to investigate the musical experience of the local community; register the local
songs; to work with the children with these songs; collect testimonials from parents and students about their
musical context and the importance of this project in their lives; and provide the integration between these children
and their community.

This research has developed through two specific cases: one with children in a keyboard instruments class, a other
with children in a flute class. The quantitative approach refers to the results of the questionnaires and the collect of
songs, and the quantitative approach refers to the analysis of interviews, of the muzicalization classes and social
interactions.

The process of musicalization has achieved significant results in the students' learning of musical and extra-musical
contents. During this research some relevant findings were: the teacher who decides to do this kind of activity must
be willing to know the students' socio-cultural reality; there is resistance on the part of students to talk about the
songs that they like, because they feel abashed and underestimated when have to say something about their
cultural repertoire; it is important that the teacher know and use different methods of music education, seeing that
the classe may arise from the students' suggestions; the students feel more motivated with fun activities, because
in their lives, sometimes, there isn't space and time to interact and play with other children.
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This work intends to ratify the importance of using the student's musical experience to the construction of their
own knowledge in the process of musicalization children, contributing to the formulation of functional tools and
strategies for teaching music in Brazil.

Children’s Choirs Rehearsal: Focus on Vocal Technique
Ana Lucia Gaborim Moreira

This paper presents some aspects of vocal techique in the work of children’s choir conductor. It discusses about the
vocal development of the group, according to the different phases of each member and considering that the most
part of the children doesn’t have orientation about vocal mechanism. This techique is focused in the reharsal,
involving body consciousness (mainly the breathing system and its relation with voice production), warm-ups,
vocalises and the prepare of the repertoire. The discussion is based on the researches from Graham Welch - about
children’s singing - Jean Bartle, Jacques Clos and Brigitte Rose — about their experiences as conductors. With the
experience of a children’s choir project at a public University in Brazil, this paper presents some practical exercises
in order to show how this work is realized and what is being achieved with each exercise, also based on Brazilian
works (books, articles, thesis) concerning children’s choir conducting and vocal development. We hope that we can
help conductors and music teachers sharing the practical material and the theoretical references used in this work,
and we hope to contribute with the musical education in general presenting the conclusions of his paper.

Choir Classes with Adolescents: a Study on Motivation at the Federal Institute Baiano
Michal Figueredo, Tais Dantas da Silva

This paper presents the results of a research on motivation for music among students of the Federal Institute of
Education, Science and Technology, Santa Inés Campus. To this end, empirical data collected during choir classes
with adolescents are presented and discussed. The context of the research coincides with the first undergraduate
seminar, held in July 2011. Participated in this workshop 19 teenagers, students of the Institute or of other schools
of the region. As a theoretical framework, the work discusses conceptions of intrinsic motivation presented by the
theory of self-determination, proposed by Deci and Ryan (1985). The assessment of the work was performed
through a questionnaire. Even stating that the external factors such as content and performance of the instructor
were great or excellent, the students declared that the level of motivation did not remained stable throughout the
workshop. What is the reason for that? It is known that objectives, strategies and contents that teachers choose to
prepare their classes interfere directly in the students’ motivation. This research found that selection of the
repertoire can be an important factor of increase or decrease in motivation among students of Federal Institute
Baiano.

Music Educational Practices in the Choirs Festivals in Rio Grande do Su
Lucia Teixeira

The main purpose of this PhD research is to understand the process of musical learning generated from Choirs
Festivals in Rio Grande do Sul, which took place during the period 1963-1978, taken as a social cultural movement.
The investigation has as its specific goals: 1) to examine how music educational practices were mobilized in those
Choirs Festivals; 2) to describe and analyse which music educational practices were generated and encouraged by
the dynamic of the Festivals. The investigation follows a qualitative approach (Gonzalez Rey, 2005; Melucci, 2005)
and uses oral history as a method (Meihy, 2005; Portelli, 1997; 2011). Theories about social and cultural movements
(Melucci, 2004; Diani; Bison, 2010; Eyerman; Jamison, 2000) help to understand the process of collective
mobilisation and formation of shared networks among the social agents involved. The sources to obtain data are
interviews being conducted with participants of the Festivals (audience, choir conductors, singers, organisers) and
all sort of documents (newspaper articles, letters, music programs). Field and interview diaries are also being used.
The music educational practices within the Choirs Festivals can be perceived through three temporal dimensions: 1)
Preparation and effort of the groups and conductors to participate, action that involves the selection of the music
repertoire, the frequency and the way rehearsals where planned (defining a part of the learning process); 2) During
the Festivals: the great attendance and the way the interviewees conceive the improvement of their musical
knowledge ; 3) Impact of the Festivals accomplishment: the foster to the conductors music formation and the
creation of other choirs festivals within the country and abroad, propelled by the Choir Festivals of Rio Grande do
Sul. Choirs Festivals taken from social and cultural movements perspective can enable us to understand the music
learning resulting from them if we only consider the agents, in constant movement and connected to each other,
enabling music educational practices. In the Choirs Festivals the sharing among the agents had its basis in symbolic
and materials values, generated by a collective identity (Melucci, 2004), and related to music educational practices.
Another characteristic to be pointed out in relation to the involvement of different social actors is linked to the
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establishment of long-term relationships among the agents, through the sixteen editions of the event, stimulating
the “shared networks formation” (Diani; Bison, 2010).

Considering the Commonplaces: Developing Responsive Curricula in Studio Instruction
Julia Brook, Rena Upitis

The purpose of this research study was to examine how contemporary studio music teachers develop curricula for
their students. Schwab believed that the “commonplaces” of subject matter, learner, context, and teacher
knowledge should have equal consideration in curriculum development. Using a case-study methodology and
Schwab’s commonplaces as a theoretical framework, we examined the curriculum practices and perceptions of
nineteen studio teachers in one large urban center in Canada. Our research found that the instruction and the
curriculum development carried out by these teachers were guided by Schwab’s four commonplaces. The
responsive approach of these teachers to curriculum development was particularly noticeable in the ways in which
teachers and their students co-selected repertoire based on students’ interests, and in the ways in which skills were
developed to support student understanding of the harmonic and formal structure of the music they were learning.
Teachers also incorporated composition and improvisation in the lessons. Overall, teachers relied on their own
musical expertise and their understanding of their students and their students’ contexts to create responsive
curricula. This research illuminates how front-line studio teachers have tried to keep pace with changing perceptions
of music. It calls for music conservatories and institutions to support these teachers through continued research
and resource development.

Playing by Ear as a Tool in Functional Piano Classes
Bruna Vieira, Sara Carvalho

This paper presents the results of ongoing research focused on functional piano teaching from which we intend to
integrate the experience of playing by ear to theoretical concepts and functional skills. A review of theoretical and
empirical literature, on the field of aural skills, shows the importance of playing by ear as a necessary developmental
precursor to reading music, and as an essential skill that contributes to different aspects of musicianship.
Contemporary psychologists and pedagogues have advised playing by ear as an important skill for instrumentalists,
whereas music theory teachers have advocated playing by ear as a tool in aural skills development. Even though
research has shown its benefits, literature review points to the fact that, in some contexts, formal music education
has given little attention to the development of this skill. Our observational hypothesis, obtained from piano
teaching experience, is that students with only formal music education, are more likely to have learnt music through
notation alone, and are thus less skilled at playing by ear.

The first part of our research was to collect information on current teaching practices in classical formal Music
Education in Brazil. In order to collect this data, 10 university level piano teachers, from different regions, were
interviewed using a semi-structured questionnaire. The main findings were: 1) even though 80% of the teachers had
reported that ear-playing activities were encouraged in classes, all agree that formal music education does not
emphasize the improvement of this skill; 2) it was not taught in a systematic way; 3) all interviewed believed that it
could be developed through instruction.

In order to understand the treatment given to playing by ear development in the pedagogical material for functional
piano classes, we did a review of the main piano methods available. The analysis of 18 methods showed that: 1) with
one exception, activities with the aid of music notation were predominant; 2) 50% included a few melodies to be
played by ear in their contents, but instructions given were minimal; 3) the folk tunes that came with those piano
methods were unfamiliar to Brazilian students. From this data analysis, we conclude that it is important to create
and test new approaches that may help to develop playing by ear as a functional skill, and that these approaches
should take into account the context in which the material is intended for.

Determination of the Effects of Fundamental Structurings in Violin Works upon Basic Behaviours in the Use of
String
Ugur Alpagut

This study examined the metrical, rhythmical, harmonic and dynamic structurings in violin works in terms of tension-
resolution relations, determined the effects of these relations and in that context, evaluated the reflections of the
aforementioned effects on basic behaviours regarding the use of string in terms of direction, length, speed and
pressure by means of melodic lines.

Tension-resolution relations reflect on the use of string, which directly affects the basic behaviours regarding the
direction, length, speed and pressure of string.
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Itis required to ground the structuring in the use of string on the structuring in the violin work with specific methods,
enable these two structurings to integrate with and complete each other in order to perform the violin works
accurately and consistently. String has a great importance in the performance of violin works. Thus, a special
attention should be paid by the composer of the work to be performed to reflect the tension and resolution
relations being conducted with his specific approaches on the use of string in order to redound the behaviours
regarding the use of string in violin training.

W. A. Mozart's 5th Violin Concerto and Muammer Sun's “Three Pieces”, which is among the Contemporary Turkish
Violin Music works for Violin and Piano, were examined in terms of their tension and resolution relation with a
convenient method within the scope of the study.

The study is based on Ugur Alpagut’s “Master” thesis that was conducted in Gazi University under the consultancy
of Prof.Dr. Ali Ucan in 1989. The study was afterwards extended with Alpagut’s “Doctoral” student ilayda Dubaz
and new evaluations were made by performing a new relevant literature review and receiving the views of violin
trainers.

3:30pm Research-P31: Globalizing El Sistema
Lauren Silberman

This ISME conference paper and presentation explores the emerging international field of orchestral music
education programs inspired by Venezuela’s “El Sistema.” El Sistema is the nickname for Venezuela’s national
network of youth orchestras and affiliated music programs. This publicly funded network of social and community
development program uses the collective practice of music to affect social change. Since 1975, El Sistema has been
working within Venezuela to combat poverty and other societal issues through free, high intensity music
programming provided throughout the country. The robust network has ignited a wave of Sistema inspired
programs around the globe, with strong program growth in Latin America as well as North America, Europe, Asia,
and Oceania. The program model is reinvigorating and diversifying the fields of orchestral music and music
education, while also fighting poverty through access to the arts. This qualitative study mapped the international
network of programs inspired by El Sistema through information collected from a literature review, qualitative
questionnaires for emerging programs, and semi-structured interviews with leaders from the global Sistema
movement. Three data collection methods were used to triangulate data sources, in order to provide a holistic and
comprehensive map of the Sistema inspired field. The data collected for the project provides an overview of
international growth as well as key elements of Sistema inspired programs. The study mapped international growth
of the Sistema movement, identifying emerging and operating programs in over 50 countries around the globe. In
this ISME conference paper and presentation, | will present data collected for the project in order to provide an
overview of international growth and key elements of Sistema inspired programs around the world. The key
elements developed for this study indicate that the Sistema movement has introduced a new program model based
in community development for music and music education. This model has already increased access to and diversity
in the classical music field, but it remains to be seen how established music institutions will respond to the growing
Sistema movement.

Musical Education of Organists in an Evangelical Church
Carlos Brito

According to Swanwick (2003, p. 37), “every musician has an ‘accent’” and this accent refers to local, cultural and
educational particularities. It is therefore important to study how music is taught in various social settings. The
Brazilian Evangelical Churches, have a educational settings undergoing constant improvement. Using Swanwick’s
prepositions referring to culture and musical education, and using his ideas related to pedagogical methods in
teaching music, this study has the objective of investigating the musical education of the organists of the Christian
Congregation of Brazil, in the city of Juazeiro do Norte, in the state of Cear3, Brazil. The Christian Congregation of
Brazil is a Pentecostal Evangelical Church present nationwide. This Church gives importance to musical performance
in its temples. It has a relatively unified system for training musicians and music teachers. In their services they have
large orchestras with stringed instruments, brass and woodwinds, and electronic organs. The organists are
predominantly women who learned to play within the Church context. These organists have a fundamental role in
the accompaniment of hymns and in the praise service, playing before and during the services, and providing the
standard for tuning the other musical instruments. This is a case study in progress. To collect the data, semi-
structured interviews will be conducted with organists from the Christian Congregation of Brazil, who are in
different phases of musical education, from beginners to teachers and coordinators. Also included are plans to
observe classes and make video recordings of them. The collected data will be interpreted by the methods of
ethnographic analysis and grounded theory. Preliminary results of the research show a strong connection between
musical education and religious and cultural values. Furthermore, the use of traditional methods in musical
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education, especially those that were widespread in the 19th century, stands out in their teaching methods.
Understanding how these organists learn to play in the context of the Christian Congregation of Brazil in Juazeiro
do Norte will bring a significant contribution to musical education carried on in various cultural contexts, especially
in the Brazilian Evangelical Churches.

Narratives of Life of a Retired Drummer and his Musical Identity Construction in the Federal District of Brazil
Wanderson Ferreira Bomfim

This research follows a group of studies and investigations of School Music Education and Autobiography — EMAB,
that has been held at the University of Brasilia, which aims the development of autobiographical researches related
to school musical education in the Federal District of Brazil - FD. The aim of this study is to narrate the History of
Life and Narratives of Life of a retired drummer, Nelson Silva, a prodigy instrumentalist that has been teaching and
playing the drums professionally for at least 40 years. Nelson Silva is a forerunner of the musical and instrumental
movement since the beginning of the foundation of the Federal District. To understand the form in which the
construction of his speech has been established allows us to see that his identity has been built intertwined with
the music that has been part of his life and also the sociocultural environment that surrounded him for decades. In
this work, we summarise the theoretic and methodological elements that are the basis of autobiographic research
and narrative of life. The notion of reportability is held as a central component in the process of exposition of the
narrator’s identity as Linde (1997) presents. Lopes (2003) shows that narratives of life are a good way to tell
someone how people become what they really are, as well as, how people want to be seen by others. This agrees
with what Pineau (1984) reports, in which the History of Life is seen as a way that help us to understand narratives
as a process in which the narrator is the subject and object of research, since he becomes more self-awareness in a
continuum movement of construction/de-construction of historical, social and educational context. Hence, |
consider that to describe constructed footpaths narrated by the matter of the research could bring peculiarities
that can explain the dimensions that musical education and music has been held in Brasilia.

Knowledge and Skill Sets of Beginning Undergraduate Recorder Students
Anete Weichselbaum

This paper is based on a doctoral thesis that investigates the requirements of instrument practice and the
pedagogical proposals applied by undergraduate students that take recorder group lessons during the second
school semester. The data collection methods were participative observation, student interviews, collaborative
meetings with the class teacher, written notes and audio and video excerpts. Theoretical references are based on
teacher’s knowledge according to Shulman (1896) in the field of education and employed by Ballantyne (2005; 2006)
in the preparation of music teachers. The aim of this paper is to raise and analyze the knowledge sets and
instrumental abilities of the undergraduates as mentioned and valued by the students themselves during their
period of study. The knowledge sets and abilities observed and quoted most frequently pointed toward those
related to subject matter content knowledge (Shulman, 1986), in this case the knowledge and abilities required to
play the soprano recorder flute and knowledge of music (Ballantyne, 2006). In relation to instrument learning, the
following items point to the subject matter content knowledge: playing an extended range of notes on the recorder;
experimenting and/or playing the tenor recorder flute; having access to a fingering chart for the contralto and
soprano recorder flutes; knowledge of other articulations (tongue); and following, along with comparative
observation of, their own progress and that of their colleagues. The playing time during the classes was divided
between study (training - Ubung) and rehearsal (Probe). According to Harnischmacher (2005), in the context of
fundamental or music school education, instrumental rehearsal is more similar to a study exercise oriented by the
teacher or conductor. Similar situations were observed in the field. In relation to the evaluation of repertoire
studied, the opinions and conceptions of licensees diverged and ranged from the technical difficulty of the pieces
studied to the number of voices in the arrangements. They complimented group practice with part division, seen
that the students depend on different music knowledge and skills (Ballantyne, 2006). The majority of students
demonstrated a preference for ensemble playing instead of solos, feeling safer during performance in this context.
Some students covered their own playing behind others’ during certain passages in which they were still not sure
of their own playing. It is therefore considered necessary to attend to students individually during collective
teaching of the instrument (Tourinho, 2007; Arend, 2008; Braga, 2009).

Hearing Bodies and Silences: A Small Ethnography of the Non-singing
Ewelter de Siqueira e Rocha

Memory, forgetfulness and transmission of musical knowledge constitute the conceptual focus of this paper. Based
on a research of twelve years held in Juazeiro do Norte/Brazil, one of the most important centres of pilgrimage of
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the north-east of Brazil, this study addresses the embarrassment of the old devotees in singing the old benditos,
which are religious songs of the popular Catholicism. We present here the difficulties of our musical ethnography,
especially about the methodological alternatives we use in order to learn how to sing the benditos fortes, kind of
songs considered extremely powerful, and to know the religious aspects that currently constrain their singing, and
consequently prevent the transmission of this musical knowledge.

During our field research we verified that the old devotees’ refusal to sing the benditos was usually jolted when,
under the pretext of helping them remember, we sang parts of some old benditos that we had already recorded.
The surprise of hearing us singing could be reflected on the devotee’s body and physiognomy, producing an
expression of both discomfort and delight, in a way that they would pay unconditional attention to our singing.
Several reactions were observed every time we used this technique, but in none of them our singing passed
unnoticed. Either inciting our interlocutor to a deeper reserve or convincing him to make a comment, the singing
unleashed a dual reaction.

In short, this study is divided into two main parts. Firstly, a reflection on the challenges concerning the process of
learning and singing the “benditos fortes”, which is a type of singing that only the old devotees of Juazeiro do Norte
know and that, due to the embarrassment presented by younger devotees, they refuse to sing them. Secondly, we
present part of our ethnography related to the corporeal and physiognomic expressions presented by the devotees
while they listened to us singing the old “benditos fortes”, a methodological exercise which proved to be extremely
relevant for us to transcend the field of sound and visit other dimensions of the expression of the sacred, which are
intimately related to the musical repertoire.

This research connects the fields of Musical Education and Ethnomusicology. The brief exercise on musical
ethnography discussed in this article takes, as a guideline, the theoretical concepts of Sacrifice (Mauss and Hubert,
2005) and the notion of Musical Occasion, according to Marcia Herndon (1971), by which we accomplished our idea
on musical performance.

Music, School and Community: Relationships Experienced by Non-specialist Teachers in Music
Matheus Leite

The goal of the research conducted under the Masters at the Federal University of Rio Grande do Sul under the
guidance of Professor Dra Jusamara Souza was to reveal the musical practices of teachers in the community and at
school , discussing the relationship between music, school and community. From a relational perspective, the
research was conducted from the perspective of the sociology of music education, with special focus on relations
between the subjects investigated and music, considering the school and community as spaces of socialisation in
contemporary times. The study included teachers municipal education located in the South and North-east of Brazil,
and as locus of research municipalities of Salvador do Sul, State of Rio Grande do Sul, and Two Roads in the State of
Paraiba. The methodology adopted was the case study, with the contributions of theoretical reflections Setton
(2010), Forquin (1993), Bozon (2000) and Souza (2012). The musical practices of teachers investigated include the
act of listening to music, musical preferences, the practice of singing, experiments with music lessons, practising a
musical instrument or not, participation in musical activities , interactions with bands and ensembles active
community regarding the different spaces where musicis present in communities, professionals working with music
in the classroom as are contextualised in their teaching practice in the classroom musical experiences of students
and teachers. The study investigates the relations of sociability musically experienced by teachers, allowing a
reflection on their ability experiences. The results contribute to the current discussions in Brazil related to the
context of the Federal Law 11,769 of 2008 on the musical practices of non-specialist teachers in music. The research
addresses one of the issues investigated in the present moment Education in Brazilian music on the relationship
between education and culture.

Keywords: musical practices. Generalist teachers. Music. School. Community .

A Study about Taste Construction Based on the Relationship among Young Students at Sertanejo Universitario
Daniela Santos

This paper is a clipping of the dissertation under the title of “The Mdusica Sertaneja is what | like best!” The study,
about taste construction based on the relationship of young students of Itumbiara — Goids and the Sertanejo
Universitario, was developed at the Post-Graduation Program of the Federal University of Uberlandia - Minas
Gerais, among the years 2010 and 2012. The research had, as main objective, to understand the construction of the
musical taste, of seven youngsters, aged between 15 and 17, for Sertanejo Universitario. The interest for this
investigation after the researcher, a music teacher at High school, verified the large involvement of youngsters with
“Sertanejo Universitario” both at scholl anda t diverse places. The theory of the research was based on Antoine
Hennions’s perspective. According to Hennion, taste is the result of a bunch of actions practised by fans: “The
amateur are competent, active and productive; they constantly transform works, performances and tastes”
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(HENNION, 2011, p. 253). The focus in mediation process is the centre of Hennion’s work, which means taste analysis,
taking into consideration details in gestures, bodies, culture, material, space and languages; not only the work of
art separately (HENNION, 2003). The research adopted quality analysis, which tries to comprehend several
situations involving people, facts and places (CHIZZOTTI, 2003), so that it could extract significant considerations
about musical taste construction. The methodology procedures were narrative interviews (BAUER; GASKELL, 2002)
that utilised the histories of subjects as a way to analyse the relationships that they construction. The methodology
procedures were narrative interviews relationships that they construct along their lives. The non-participant
observation of two sertaneja music shows, and posterior analysis of recordings, enabled the researcher to know
empiric situations in which youngsters live their musical tastes. The comprehension, of musical taste in this was
evident by the mediations of several facts; such as: constant listening, guitar playing, singing, dancing, computer
and cell phone play lists. The situations lived in groups, both at shows and at school show that taste comes from
several situations practised collectively (Hennion, 2010), in a group of friends, in family, in school chats. The taste
was revealed through actions, words, interaction between public and singers and in several situations, among them,
when youngsters asked to listen and sing their favourite songs. Finally, this research allowed reflect on musical
tastes of youngsters helps to know which aspects of youth and how it interacts with your music today.

An Orff-Schulwerk Educator’s Music Teaching Processes in Taiwan
Kuang-Tsu Chiang

This study focuses on the teaching career of an educator, who has been engaging in the Orff-Schulwerk for 30 years
in Taiwan, with arrangement and record of her music teaching processes.

Theresearcher arranged and recorded the educator’s processes, teaching materials edition, creation and promotion
practices of the Orff-Schulwerk. Through the arrangement of interviews and literature reviews, this study
introduces the background of her music teaching, describes the whole story of her contact with the Orff-Schulwerk
pedagogy, elaborates her music teaching practices, and finally from the influential aspects of personal
characteristics, family and society, analyzes the nutrients that cultivate her music life and how she became the role
of educator for promoting the Orff-Schulwerk, as well as analyzes her teaching ideas toward the Orff-Schulwerk
practices and the patterns of her long-term devoted teaching in Taiwan.

Sharing Ideas around Water through Dalcroze-inspired Activities
Liesl van der Merwe

1. Theoretical/pedagogical background of the paper

Urban settlements in the rural areas of South Africa currently experience considerable problems related to
municipal water and sanitation services. A group of researchers of a university in South Africa are currently working
on a transdisciplinary project in the town of Brandfort in the Free State Province. In an effort to seek solutions to
complex problems related to service delivery, maintenance and civil tolerance amongst stakeholders, the
researchers presented a workshop, using music and movement to promote a better understanding of their water-
related problems and contemplate solutions. In the execution of the project, Dalcroze-inspired activities were used
to establish a sense of cohesion between diverse representatives of the community by enabling them to use music
and movement to express their emotions surrounding their communal crises.

2. Aim/focus of the work/research reported

The proposed paper is a phenomological hermeneutic study with the objective to reach an understanding of the
lived experiences of a random group of stakeholders in the community of Brandfort. The focus will be on the
meaning that these stakeholders ascribe to their experience of a Dalcroze-inspired workshop.

3. Method/approach of the work

Data was collected by means of video footage and still photographs of the group in action. Textual data was
collected during several thematised discussions in which participants were asked to: a) explain the nature of the
problems that they experienced in respect of water and sanitation service lapses; b) what they would do if they
were in a position to manage the town’s water and sanitation services; and c) share their views on how they
experienced the music and movement session. The videos, photos, movement-narratives and focus group
interviews will all be included in one heuristic unit in Atlas.ti 7, a computer assisted qualitative data analysis
programme. Data will be analysed to identify codes, categories and themes.

4. Results and/or summary of the main ideas

A preliminary assessment of the collected data presented salient themes: connection, letting go, being open to
others, spiritual experience, interaction, cooperation, working through trauma, joy and sharing the burden.

5. Conclusions and implications for music education
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The implications this research has for music education are that Dalcroze-inspired activities can be used to strengthen
relationships between people. Dalcroze-inspired activities can and should be used with non-musicians to put music
and movement to work for the betterment of a community.

Emile Jaques-Dalcroze and the music for performance
Elisabetta Piras

Background

Emile Jaques Dalcroze's (1865-1950) ideas about music education are known and studied in many aspects of the
application of the didactic method, and influence other thoughts, theories and activities. It’s less known that Emile
Jaques Dalcroze was a very active musician and a very skilled composer. During his life, the musical activities and
the didactic activities are ever intertwined (Brunet-Lecomte, 1950, Martin et al. 1965, Bachmann 1984), and his music
production is wide and various, although it is not very well known and considered, and presents many doubts in the
cataloguing.

Aims

Deepening the Jaques Dalcroze biography and knowing his music, many questions were born:

1) Is the Jaques Dalcroze music strictly linked to his didactic method, so, to the body dimension of that?

2) If yes, how?

3) Is possible to consider the Jaques Dalcroze music composed for performance useful also for didactic activities,
and vice versa?

Method

To answer these questions, two kinds of Jaques-Dalcroze compositions are analysed: some didactic composition,
like Dix Miniatures pour Jeunes Pianistes and Esquisse, and some composition written for the performance like
Impressions fugitives for piano. A specific grid, based on the foundations of the Jaques-Dalcroze method, in
particular on the plastique animeé technique, is used to compare the two types of composition.

Results

The composition activity of Jaques-Dalcroze appears strongly influenced by his conception of movement. The music
composed for performance presents many features of the pedagogical method, a very complex system, that deals
with music parameters deeply, and the more evident element is the variety of meters. Also the improvisation style,
formal, harmonic and melodic features are found.

Conclusion and implications

A categorization of the compositions based on performance and didactic context, offers an interesting element of
thought to consider the potential of Jaques Dalcroze repertoire from an original point of view.

Without intention of exhaustiveness, this study is a part of an articulated research in progress that aims to
investigate in deep the Jaques-Dalcroze thought.

This study proposes an original way to consider the Jaques-Dalcroze method, not only in a pedagogical way, but
also in a scientific and musicological way. There are not studies focused on this topic, and the big number of Jaques-
Dalcroze compositions are for the most unknowns or used for pedagogical activity, without a scientific
systematisation.

Examining the Place of Vernacular Musicianship in Pre-Service Music Teacher Education
Clint Randles

The purpose of this study was to explore the inter-relationships between the products of both individual and group
creative work and various variables including learning style and both in-school and out-of-school music experience,
within a sample of undergraduate pre-service music educators (N = 55). Consensual Assessment Technique (CAT)
was used to establish the reliability of the measures of creativity, craftsmanship, and aesthetic appeal. Significant
relationships were observed among songwriting, and the individual CAT sub-scales of individual compositional
creativity, craftsmanship, and aesthetic appeal. Pre-service music teachers with Abstract Random and Abstract
Sequential learning styles seem to rank highly among class members with regard to their involvement in out-of-
school music making activities. Individuals with the highest ranked individual and group creativity means seem to
also be individuals with the most prior experiences in vernacular music making, including songwriting, performing
in praise bands, and performing in acapella ensembles.

Initiating Mobilizing Networks: A Case Study on Inter-cultural Competences in Two Music Teacher Programs in

Israel and Finland
Laura Miettinen, Claudia Gluschankof, Sidsel Karlsen, Heidi Westerlund
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Societies worldwide are becoming more aware of the educational challenges that come with increased cultural
diversity derived from ethnic, linguistic, religious, socio-economic and educational differences, and in many
countries teacher education programs are expected to prepare teachers for this reality and develop their inter-
cultural competences. This instrumental case study is based on a project that aims to initiate mobilizing networks
between two music teacher programs to explore music teacher educators’ perception of their own inter-cultural
competences as well as the competences that their respective programs provide for the students. The concept of
inter-cultural competences refers to a set of skills, abilities and attitudes that are required from a music teacher
when teaching in culturally diverse contexts and students with diverse backgrounds. The data consists of a series
of focus group interviews conducted by a multi-national research team at the Levinsky College of Education in Tel
Aviv, Israel and the Sibelius Academy in Helsinki, Finland. The context-specific data will be analysed with respect to
current discourses in multicultural music education, which in the past has been lacking of studies on teacher
education specifically. Through the collaborative project as a whole a significant aim is to develop the two involved
music teacher programs by creating room for shared reflection and co-construction of knowledge.

Working towards educational transformation through building teacher agency: Music teacher research in
Botswana
Sheelagh Chadwick

This presentation will report on pilot research with music teachers in Botswana during 2013. The research aims to
work against and ultimately change relationships and power imbalances in Botswana’s education system that still
exist as a result of colonial history. By developing teacher agency and ownership over practice and knowledge, the
project strives to improve and transform music education for students and teachers alike. Music teachers in
Botswana lament their lack of control or say in curricular issues; they feel inadequate in the face of unrealistic and
culturally inappropriate curriculum requirements and assessment procedures. In the winter of 2013, | undertook a
short pilot study with a few music teachers. The research consisted of discussions with teachers about their work,
the constraints on it, the extent of teacher input and frustrations, and more specifically questions about what they
would like to change or address in their teaching. From there we planned and executed some minor interventions
and changes in their teaching and reflected on future goals. Work on teacher questions was begun but not
completed, yet even this limited venture into teacher research showed that these teachers are capable of curriculum
work and, given the necessary support and adequate time, willing to undertake research that will improve their
practices. They are the ones best placed to make decisions about their students, including the most appropriate
educational content and goals. | want to share what | learned about this process, and the changes | feel would be
needed to make this kind of curriculum research by teachers more successful in the future and ultimately an integral
part of music teaching and learning in this setting.

Troubling Whiteness: Moving Beyond White Subjectivity in Music Education
Juliet Hess

At the elementary level in Canada, white, female music teachers largely populate music education as a discipline. In
Toronto schools where the population is highly diverse, teachers navigate their white subjectivities in a range of
ways. My research examines the discourse, philosophy, and practice of four white female elementary music
educators who consider themselves radical. Their diverse practices include critically engaging with issues of social
justice, the study of a broad range of musics, creating new forms, and actively subverting hegemonic practices. In
many ways, these four individuals interrupt the traditional Eurocentric focus on Western classical music to explore
more open possibilities with their students. However, given the nature of the subjectivities of both teachers and
students, as well as curriculum policy makers, there were slippages—moments in each of the four classrooms when
whiteness as a dominant ideology was firmly reinscribed. These subversions and reinscriptions are instructive to
music education and carry broader implications for music education as a discipline.

| employed the methodology of a multiple case study to consider the discourse, practice, and philosophy of these
four elementary music educators. | observed in each school for an eight-week period for two full days each week.
Using a semi-structured interview process, | interviewed each teacher at the beginning, in the middle, and at the
end of each observation process. | followed a strict observation protocol at each school, in addition to completing
three interviews, and keeping a journal that | maintained throughout. In this work, | mobilize a tri-faceted lens that
brings together the theoretical frameworks of anti-colonialism, anti-racism, and anti-racist feminism towards
counterhegemonic goals.

Navigating white subjectivities in multiracial schools is complex and each teacher struggled at times with their own
assumptions that emerged over the course of the research in a variety of different ways. This paper first describes
the classroom practice and personal background of each teacher, followed by an exploration of key moments that
occurred where assumptions revealed themselves. Finally, I look at the ways that teachers actively worked to
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subvert hegemony in the hopes of furthering the discourse of anti-racism in music education. Both the reinscriptions
and the subversions are instructive to music teachers as we work to reflect on our praxis and bring an anti-
oppressive framework into the 21st century.

The Relationship Between Identity and Music-Making in Prison Contexts: Case Studies from the UK and the US
Jennie Henley, Mary Cohen

In recent years the UK government has acknowledged that preparing offenders to re-enter society is ‘critical in
providing them with an alternative to crime’ (DfES/PLSU, 2003, 3). Crucial to this shift from non-treatment regimens
to a desistance paradigm is the recognition of the complexity involved in confronting criminal identities and
changing this identity in order to reduce re-offending (Maruna, 2000). Ultimately, through a desistance paradigm,
the re-entry process can be supported in moving towards successful re-socialisation into society (McNeill, 2004).
The desistance process involves the development of attributes that allow inmates to realign their identity with
society. Farrall and Calverley (2005) suggest that the concept of ‘feeling normal’ is an important part of change
processes and that hope is a crucial resource for offenders to draw on. Burnett andMcNeill (2005) demonstrate that
personal motivation is further enhanced by the relationships formed with professionals and personal supporters.
The rise to mass incarceration in the US has resulted from an attitude that “nothing works” (Martinson, 1974). Deep-
seated problems of the U.S. prison system have become so extreme that Michelle Alexander (2010) has argued that
the prison system has legalized discrimination. However, some music educators and activists have begun music
programs in U.S. prisons and research indicates these programs positively impact people’s attitudes toward
prisoners (Cohen, 2012).

The role of musical interventions in this process of providing opportunities for inmates to develop both individual
agency and build social capital has been considered by McNeill et al. (2011). Moreover, project reports indicate that
musical activities can also bring a connectedness with the ‘outside’ world (Roma, 2010), they can enable
incarcerated women to express themselves in new ways contributing to a redefinition of their self-perception and
worthiness (Warfield, 2010) and they can offer a means to develop positive feelings towards society, regenerating
relationships with social contexts outside of their own immediate environment (Mota, 2012).

This paper draws on music programmes within the criminal justice systems of the US and the UK in order to
investigate the role of the music programmes in construction of new personal narratives relating to incarcerated
and formerly incarcerated people in the community.

Music as a Vehicle for Engagement and Participation in Global Issue Decision-Making
Brian Kaufman

Primary anthropological research conducted in youth projects, reveal levels of self-identified, negative sentiments
of non-integration in the dialogical decision-making processes of sustainable development at all levels. This causes
apathy and lethargy towards finding actual solutions in peace building processes linked with the UN. Increasing
alienation from the UN’s decision-making processes on both a local and global scale, are intrinsically connected to
current global challenges in sustainable development. The 2012 Rio + 20 Global Youth Music Contest, a global music
video competition, was a vehicle for children and youth to express through music their global concerns and
participate in the larger decision making process of Rio+20, a UN conference on sustainable development.

Aims

This study examines the role music can play in building youth participation in global issues and the UN system, using
the Global Youth Music Contest (GYMC) as a model for future music initiatives with this aim.

Method

GYMC methodology, design, and project outcomes, such as organizational structure, avenues for participation, and
overall participatory results in a variety of online platforms, were examined. Consideration was given to how music
served as a vehicle for engagement and the roles of different stakeholders including GYMC facilitators, youth
leaders, youth participants, UN affiliated orgs, and community members. Submitted videos were reviewed to
determine what they revealed about youth involvement.

Results

In our observations, there was a relationship between youth participation, music and engagement in global issues.
Group identification and social categorization through shared values, which first occurred within GYMC and then
spread externally to youth and a global audience, grew with increased youth participation and music video
contributions. The contest was broad enough in concept and specific enough in theme to relate to the vast variety
of participants on both a global and local level; this was evidenced by the diverse collective expression of the music
and contest participants from more than 40 countries. Global involvement in the voting process by over 200,000
people suggests the effectiveness of music as a vehicle for engagement and participation in decision-making.
Implications
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Through the GYMC, children and youth saw how music can be a vehicle for their thoughts, expressions, and actions
and can make a difference. By exploring the central importance of creativity, in this case music, to engage, influence
and change, we can create an innovative, transformational, and sustainable education that prepares children and
youth for the global challenges we currently face.

Building Identity in Collegiate Mid-Level Choirs: The Director's Perspective
Marci Major

At the collegiate level, top tier choral ensembles usually possess distinct identities. These choirs have well-known
names and directors, select members through rigorous auditions, maintain professional-level rehearsals and
performance schedules, tour nationally and internationally, and exemplify excellence in collegiate music. Second
tier choirs, by contrast, often consist of non-music majors, younger singers, and students not selected for the first
tier choir. These second tier choirs face challenges in developing a distinct identity.

| designed this study specifically to investigate the challenges directors face and the methods they use to develop
identity in mid-level choral ensembles. Four questions guided this research:

1. What impact does ensemble type exert on the second tier collegiate choral ensemble’s identity?

2. How do directors of second tier collegiate choral ensembles develop the ensemble's identity?

3. What challenges do directors face with second tier choral ensembles?

4. What vision do directors hold for second tier collegiate choral ensembles?

| conducted this study using a multiple case study methodology. Using critical case sampling, ten current or former
directors of second tier choral ensembles from eight mid-western colleges and universities, representing a variety
in gender, experience, size of schools, and types of mid-level ensembles, agreed to participate. Each director
participated in a one-hour interview, which was then transcribed, coded and analyzed for emergent themes.

Most college and university mid-level directors reported success in fashioning distinctive identities in mid-level
choirs when they served different purposes from the top choir and sang contrasting repertoire. Besides choir type
and literature diversity, other identity builders included director continuity, high performance standards, individual
activities, building personal connections, social networks, and faculty relationships. Most directors cautiously
revealed the challenges of second tier choirs; some mentioned low proficiency in sight-reading, others noted poor
student commitment and work ethic. However, directors reported that these problems decreased proportionately
to the number of years they worked with the ensemble.

The findings from this study offer suggestions for collegiate mid-level choir directors and also for directors of choirs
of all levels. Choir directors should strive to offer unique and varied opportunities to help build a sense of individual
identity separate from other choral ensembles. Ideas might include working with guest conductors, commissioning
new works, and having the group participate in recruitment activities. Most importantly, directors of all levels
should work to remove a derogatory hierarchy often implied between colleagues, helping all singers recognize the
importance of many choral ensembles.

Researching Australian School Children’s Perceptions and Outcomes of Music Learning
Gary McPherson, Margaret Osborne, Margaret Barrett, Robert Faulkner

There is a need to reconceptualise current literature in order to explain the core elements of young people’s musical
development, particularly perceptions about music as an area of learning and the positive attributes they acquire
from learning music, in addition to the significant role of their parents, teachers and schools in nurturing their
interest. A series of mixed-method studies have been conducted to profile young people’s motivation toward
learning music; the developmental assets acquired from learning music; and the personal, social and environmental
factors that are sufficient for personal commitment, engagement, and flourishing in music learning opportunities.
In Phase 1, 3301 students in Grades 5-12 from 16 schools in Australia completed an anonymous survey rating their
competence expectancies and valuing of music, English, maths, science, history, PE/Heath, and art. In phase 2, a 12-
month longitudinal study profiled an additional 150 students (approx.) across four music learning contexts obtained
data on literacy and numeracy skills, socio-emotional development, and motivation to learn music. Parents and
school teachers were also interviewed regarding their own beliefs about learning music. We anticipate these studies
will help to refine theory and practice to create more meaningful musical futures in schools and communities.

Development and Structure of Musical Hearing Abilities: Online Diagnostic Assessment in Primary and Secondary
Schools
Kata Asztalos

Transfer researches of the past few decades proved that music making and singing has an important role in the
development of other cognitive, affective and meta-cognitive domains. Despite of the findings most education
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systems still not pay enough attention on musical development. The enrichment of the evaluating culture and
frequent feedback for all of the participants of the educational process could be a solution for this problem.

In our research an online diagnostic tool was developed for measuring musical hearing abilities, which is broadly
available and easy to use in primary and secondary schools. The purpose of the study was to take advantages of the
technology-based assessment techniques in the field of musical hearing abilities, to examine the developmental
trends and structure of musical abilities among 7-17 year old Hungarian students, and to provide a useful diagnostic
tool for music teachers.

The participants of the study were 1st to 11th grader primary and secondary school students from different regions
of Hungary, 1791 children in total. The sample contained students from schools with special musical and normal
curriculum.

The test was administered through the eDia online assessment platform which was developed for delivering
diagnostic tests. Students completed the tasks in their own schools, and they received the instructions and musical
stimuli through headphones. The musical stimuli cover a wide range of hearing abilities from the successive and
simultaneous dimensions of music. The entire test contained 73 items (Cronbach’s alpha = .088). The musical test
was accompanied by a brief questionnaire to examine the relationship of musical abilities with background
variables.

Our results show growing tendencies of musical ability development during the first school years. After the 6th
grade those students’ achievement show developing trend who are attending in institutions with special musical
curriculum. The structural organization of the examined musical hearing abilities was analyzed by Mplus statistical
analysis software. Results of the structural equitation support the cognitive models of musical processing.

The technology-based musical ability test could be a useful supplement to high-quality music pedagogical work as
diagnostic information can facilitate the focused student development process. ICT may contribute to the
enrichment of musical experience; help to arouse children’s interest, and to improve motivation. Further research
is required to establish a complex musical development program.

Music - The Missing Link in Child Development?
Joanne Ruksenas

In an integrated classroom, it is typical to encounter children with a variety of developmental disorders, delays,
behaviour problems, physical disabilities, emotional problems, and emotio-social problems, alongside gifted and
developmentally normal children. How can we improve our understanding of our pupils’ individual needs, interests
and diverse learning styles? Taken at face value, the issues seem overwhelming. What needs to be considered is
that each student is an individual with the same core needs: they need to feel that they belong, that they are trusted,
that they are capable, and responsible. This helps children develop resilience, the ability to deal positively with what
life throws at them. High stakes testing has seen an increased homogenisation and narrowing of curriculum content
with an increased focus on literacy and numeracy. This has also seen the marginalisation of The Arts, including music.
This paper discusses the important role that music education plays in child development by helping children
transcend disadvantage and disability. Active engagement in well-structured music lessons provides a unique
learning environment which affords multiple opportunities for each child to connect with their teacher and peers
at their own level in meaningful ways in every lesson. This provides a strong emotional connection and sense of
community and understanding that reinforces the value of self and others. By exploring and examining the
experiences of children, their parents, and members of school communities, | am investigating the transformative
nature of active participation in music lessons.

Developing the method involved collaboration with colleagues in the US, UK, and Australia. The research utilises a
mixed measures design incorporating observation, psychometric measures of resilience, individual testing, visual
ethnography, surveys and interviews and includes school teachers, music teachers, parents, carers, and the
preschoolers. The aim of this design is to give as complete a picture of the children’s musical world as possible to
determine the role that active participation in music lessons plays in the children’s developing resilience, taking into
account the impact of their schooling, their relationships with their peers, their families, and their overall
development.

Jaques-Dalcroze and Villa-Lobos: Investigation on Compositional Pedagogical Thinking or Hypothetical Dialogues
Elisabetta Piras, Flavia Toni

We know the names of Jaques-Dalcroze and Villa-Lobos and it may seem hard to link these music personalities,
considering their distinct biographies and ways of life, and their musical activities. Nonetheless, they do have a lot
in common. Jaques-Dalcroze spent his life working in the field of music education, and his method has
revolutionized the pedagogy of music. He was a very skilled and prolific composer, writing music both for didactic
purposes and for professional performance; many of his compositions are for children. Villa-Lobos, in his turn, also
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wrote music for children, and was a prolific composer, besides being a famous conductor. He also dedicated a great
part of his life to music education.

All of these dimensions of their musical lives connect these two composers, which could seem so distant at first
sight. This said, many questions arise, for instance: contemporaries of Bela Bartok, Carl Orff, Paul Hindemith and
Darius Milhaud - all of them followers of the so called Gebrauchsmusik — were Jaques-Dalcroze and Villa-Lobos part
of this movement that incorporated folk music to composition as an aesthetic choice or did they compose “utility
music” only for pedagogical reasons?

We intend to answer if there are common features in both of the composers’ pieces for children. If yes, what are
they? Is it possible to identify a reason for such similarities?

In order to investigate these questions, we have selected from their catalogues the compositions for children, and
analysed those pieces. The most evident parameters were compared in order to understand how these composers
worked with folk songs for children and if there were similarities with their works for piano as well. Many of the
similarities we found may result from the Modernist thought, but perhaps some aspects are more evidently related
to pedagogical objectives.

The first results show that there are many common traits between the compositions that were analysed,
considering the instruments chosen and their pedagogical purposes. We also identified the use of the same ideas
or the same features in this kind of composition, as much as in their compositions for professional performance.
This preliminary study encourages us to investigate the relations between Jaques-Dalcroze and the Brazilian
composer, as well as how they influenced the pedagogical contexts they were part of. Did they know each other?
After the International Congress for Music Education in Prague, 1936, did they correspond with each other? It will
be useful to make different kinds of considerations on this repertoire, to deepen our understanding about the
relations between compositional and pedagogical thoughts.

Murray Schafer, Ecology and Music Education: The Sacralization of the Aesthetic Experience
Thiago Abreu

This study relates directly to my ongoing master’s research, which aims to discuss Murray Schafer’s pedagogical
ideas through the identification of the matrix of his pedagogical thoughts and its reflections in his educational
practice. “Pedagogical ideas” are here understood as the educational philosophy that guides and composes the
practice of teaching. As such, through the bibliographic review of Schafer’s work, alongside specialized periodicals
and related literature, three central axes that comprise his pedagogical ideas are proposed: philosophical
foundations, grounded on the principles of ecology, relations with the sacred and the aesthetical experience;
psychological foundations, which observe human development under a Jungian perspective; and pedagogical
foundations, which subscribe to the school of musical educators of the second half of the 20th century. Ecology, in
this research, is based on the theoretical framework of Fritjof Capra, who understands it as a “deep ecology”, in
which the interconnectivity and interdependence of all phenomena prevail, including individual and collective
manifestations, inserted in the cyclical processes of nature. According to the author, this view may be compared to
a spiritual perception of the world or to the experience of the sacred, especially those originating from the schools
of oriental mysticism, when it provides the individual with the conscience of these interconnections. Therefore, this
study analyses the sacralization of the aesthetic experience as a mediator of the ecological relation between the
individual and the whole in the pedagogical thinking of Murray Schafer. By proposing an approximation between
the author’s work, references regarding “ecology” and the “sacred” via Fritjof Capra and more specifically of the
“sacred” according to Mircea Eliade’s findings, it is pointed out that the educational work carried out by Schafer is
not limited to the teaching of music, but wishes to create a spiritual relationship between art and the individual as
a means of connection from the singular to the total, understood here from an ecological perspective. This study
intends to assist the pedagogical activity of teachers that employ the educational conceptions of Murray Schafer in
the teaching of music, hoping that by providing a more profound comprehension of the meaning of these
conceptions, these teachers may also better comprehend their own practice.

Hans-Joachim Koellreutter: Education Proposals for the Teaching of Music
Camila Zanetta, Maria Brito

The present work aims to address the contributions of Hans-Joachim Koellreutter (1915-2005), German composer
and educator naturalised Brazilian, to the Music Education area. After arriving in Brazil, in 1937, he realised the lack
of systematic actions in the teaching and learning of music in the country, starting to research and corroborate to
the growth and diffusion of new ideas. The proposals presented by Koellreutter are based on a music teaching by
the bias of creation and thought, always pointing to the development of the human as the main purpose of music
education. He starts to discuss, therefore, about a pedagogical process in music embracing improvisation, group
creation, inter-human contact, the overcoming of the competitive spirit, targeting an art teaching that does not
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stimulate egocentric and individualistic tendencies, highlighting the socialising function of music. The improvisation
models and communication exercises created by Koellreutter reflect these ideals, and are also games very useful in
the process of thinking about our current researches, that focus on the playful and interdisciplinarity in music classes
with children. Musical and theatrical elements are perceived in several of his games, whose exploration of sound
and improvisation arise after the previous presentation of scenery and characters, apart from the split of the class
in a group of players and another of observers/audience. Thus, with the aim of presenting the theoretical
conceptions and practices of the educator, we will raise data and pedagogical propositions obtained through
documentary research, analysing the interviews he gave, his published essays, as well as academic papers and books
that discourse about him and his legacy. The documentary research, in turn, is part of the Master’s Project in
progress that seeks to understand which are the contributions of musical improvisation experiences in scenic-
musical games to the development of children. We believe that the considerations produced by the investigated
materials can collaborate to the research and practice of many education professionals and, more specifically, to
music educators. In Brazil, the ideas of Koellreutter has increasingly influenced researches and directed many
teachers’ proposals that aim pedagogical spaces propitious to musical and human development. Therefore, we
believe that this work will enable a better understanding about this educator, spreading his ideas of music and
education to professionals from different countries.

Music Education Majors vs. Elementary Education Majors: The Relationship Between World Music Preferences
and International-Mindedness
Sharri VanAlstine, Alena Holmes

According to Fung (1995) “world music traditions brought into the country are worth studying and are worth being
incorporated as part of the nation’s musical life, including its education.” Many educators agree that the learning
of world music is beneficial for the development of international-mindedness. Reflecting the globalization of
society, pre-service music teacher education programs typically include at least one world music education class.
Elementary education majors, however, are not commonly required to take courses in multicultural or international
education. The purpose of this study is twofold: 1) to determine whether there is a significant difference in
preference and familiarity for world music between music education and non-music education majors, and 2) to
determine how international-mindedness is related to, or effected by, preference and/or familiarity to world music.
In this cross-sectional survey (Creswell, 2008) study pre-service teachers (N=85) provided insights into their
familiarity and preference for world music samples with which they may or may not have been familiar. They were
also asked to respond to survey items designed to measure international-mindedness. All participants were pre-
service teachers in music education (N=25) and elementary education majors (N=60) at a mid-sized university in the
upper midwest region of the United States. The survey instrument was administered to all participants on their first
day of class in the 2013 spring semester. Statistics used include: descriptive statistics, frequencies, Spearman rho
Correlation, Kruskal Wallace, and Mann Whitney U tests.

Findings indicate there is a significant difference between music education and elementary education majors’
preference for world music. Music education majors preferred the world music examples to a significantly greater
degree than did their elementary education counterparts. Interestingly, there was not a significant difference
between groups for familiarity with world music — only with preference for world music. Furthermore, there were
significant correlations between preferences and international-mindedness.

Elementary majors do not enjoy world musics to the same degree as music education majors. This may be attributed
to the variety of musical experiences that music education majors have enjoyed in the past. It is likely music
education majors have performed world musics before, and they may have even explored musical genres and
cultures simply arising from their passion for music. Perhaps more significantly, preferences for world music are
correlated to the development of international-mindedness. This suggests world music instruction is an important
component in the curriculum for both music education and elementary education pre-service teachers.

Integrating World Music in the Piano Education of Children: An Examination to Musical and Cultural
Understanding

Antonio Fermin

Children are often introduced to folk and traditional songs from other cultures within the context of what is learned
at home and school. Through singing they learn the stories of other people with a sense of expression and discovery.
This awareness - a persistent connection between education and culture - allows music to become a means of
socialization among children and their sensibilities of culture (Jorgensen, 1997). This early exposure can be
meaningful for the child acknowledges not only the existence of other kinds of music, but encounters other unique
characteristics to allow him to become a sensitive listener. When students are introduced to a great variety of
musical sounds from all over the world, their palette of musical experiences is expanded (Anderson & Shehan
Campbell, 2010). This collective learning - central to world music education - can support early musical training at
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the piano effectively, particularly when introducing children to music from other lands. This study addresses two
important questions: Can piano teachers provide children with the opportunities to experience music from other
traditions with the cultural understanding to support the learning process? Can these cultural insights strengthen
the quality of teaching? An examination and evaluation of relevant early and intermediate piano repertoire that
integrates folk and traditional material from various parts of the world proved significant to support the pedagogical
liaisons between musical and cultural backgrounds.

Mdsicas e Brincadeiras: Musical Features of Brazilian Children's Songs for the American General Music Classroom
Bradley Green

The purpose of this qualitative, ethnographic study was to identify the salient musical features of a diverse collection
of Brazilian children’s folk songs. The songs in this study were collected during 47 days of field work in several
locations of Northeast, Southeast, and Central Brazil. Songs were then compiled, analyzed, and annotated for use
in the American general music classroom. Songs were then notated in standard notation and mastercopy format,
translated, and pronunciation helps (IPA and phonetic) were included. Additional data collected by the researcher
included: content analysis of video and audio recordings, school observations, and structured and semi-structured
interviews. Triangulation of data was conducted in the form of multiple data sources, member checks with native
Brazilian Portuguese speakers, and the involvement of peers in reviewing material for authenticity and reliability.
The final collection of 30 songs was compiled after the following criteria for song selection were developed: 1)
accessibility for the young voice, 2) accessibility of Portuguese for the English speaker, 3) aesthetic reasons (e.g.,
beauty, novelty) 4) diversity, 5) and representation of Brazilian children’s songs overall. Raw data consisted of audio
and video recordings, and field notes. The results of this study yielded information regarding characteristics of
individual songs, as well as characteristics of the collection as a whole. The musical features of the songs identified
were: the presence of an anacrusis, outlines of the tonic triad, melodic sequences, repeated note group fragments
at the ends of phrases and motives, and descending pentachords (s-f-m-r-d or m-r-d-t,-I,) at the final cadence. The
text often contained animal sounds, repeated syllables and vowel sounds, and parlendas (tongue twisters). The
time signatures were 2/4 and 4/4, with only one song in 3/4.

Rhythmic content ranged in complexity from quarter notes to sixteenth-eighth-sixteenth notes and dotted
sixteenths. Approximately two-thirds of the songs contained anacrusis and two-thirds (20 of 30) of the songs
contain semitones. The smallest range found was a minor third, and the largest range is an octave. With the
exception of one song in the Aeolian mode, the tonality of the songs was either major or intervallic centered with a
major feel. Formally, the songs were usually divided into two or four sections. Songs in this collection may be used
at many levels of teaching and learning music because of the broad range between simple and complex musical
material.

Group Practice Course of “Jardim de Gente” as a Space for Dialogue, Human and Musical Formation
Gabriel Ferreira, Marco-Antonio Toledo Nascimento

The Centro Cultural Bom Jardim (CCBJ) is a cultural space of the State Government of Cear3, created in 2006, in the
neighborhood “Grande Bom Jardim” on the outskirts of Fortaleza. The project “Jardim de Gente” acts together
with the CCBJ and is responsible for training in Art and Culture of the residents whose function is to democratise
access to cultural resources, motivating autonomous income generation and professional market placement.
Courses, workshops and free activities for all age groups are available in various parts of the “Grande Bom Jardim”
through partnerinstitutions to the CCBJ which aim to assist as many people as possible and taking into consideration
that the related area is of considerable size.

This study aims to show the Group Practice Course of “Jardim de Gente” in a non-formal and formal space using
concepts based on observations of Afonso (1987), Trilla (1996) and Garcia (2005). A strategy of Mixed Methods
Research (Cresswell & Clark, 2013) was conducted and this paper uses data from a variety of sources, such as the
project “Jardim de Gente” annual magazine, as well as stories and experiences of the researcher and the students
of the course, but always following a philosophical assumption that helps in understanding the function for the
music learners of the region through concepts of everyday informal and also formal knowledge proposed by Heller
(2004). The music is included in the neighbourhood even before the beginning of the CCBJ and the project “Jardim
de Gente “, primarily through rock bands, but unfortunately due to lack of incentive and difficulty with raising in the
city, this was a discontinued activity.

We then conclude the importance of the Group Practice of “Jardim de Gente” as forming activity, not only
professionally, but also as a space for musical dialogues and acquisition of formal learning in the outskirts of
Fortaleza, besides the importance of formal and non-formal environments for the same activity.

Guided Participation in Musical Learning: a Study on Hand Clapping Games
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Fernanda Souza

This research intends for understanding how children learn and develop musical skills, departing from those
relationships built among their pairs during the period of school playground in which they spontaneously live and
play hand clapping games.

The study was based on a sociocultural perspective of human development as by Barbara Rogoff, especially
according to her concept of guided participation, which approaches children participation in sociocultural activities
in their communities. This theory resembles and complements Barbara Rogoff’s. The study is also based in the social
learning theory as by Etienne Wenger. Wenger argues that learning depends on people engagement as legitimate
peripheral participants of a community of practice, always considering that this engagement is variable. Based on
these ideas, it was thus aimed here for understanding how children that collaborate in a same activity, say the hand
clapping games, link and structure musical ideas which emerge from the degree of their attachment in the process
of guided participation.

The research methodological design was case-study based, mainly as participant observation. The data collected
includes video recordings, field annotations, informal talks and interviews. During 35 meetings, a group of children
between 5 and 10 years old was observed playing hand clapping games in the school playground. Departing from
the transcription of data generated during these observations, it was possible to verify and evidence those creative
musical processes involved, as well the guided participation established among those children from their individual
and collective expressions. These emerging creative musical processes testify themselves an amazingly efficient
teaching-learning process, characterised by a holistic, collaborative apprenticeship, by means of mutual experiences
and living exchanges.

Departing from the analysis of these two processes, that is, children’s creative musical processes and the efficient
teaching-learning processes installed in them, it was possible to understand how individual and collective reflexive
processes happen during the creation, transformation, appropriation and simplification of hand clapping games.
Children built a repertoire of gestures and body movements, dances, rhythms, melodies and songs that are
progressively amplified and which orient their future musical creations. In hand clapping games, children develop
musical abilities in collaborative interactions and learn to mutually link and structure their ideas, as well as to solve
usual and specific musical issues.

It was concluded that hand clapping games are an appropriate medium to musical learning development, which is
risen from own children perspectives thus contributing with the understanding of their musical minds.

Ontopsychological Pedagogy as Humanist Premise for Music Education
Patricia Wazlawick

This work, characterized as theoretical study, discusses the importance of pedagogy in approach of
Ontopsychological School as humanistic premise for music education in the formation of children, youth and adults
in the roles of students and teachers. Pedagogy, according to Ontopsychology, is understood as the art of assisting
and developing a subject to realization. Has the practical scope of educating the individual to do and know yourself,
to a pedagogy of themselves as leading people in the world, and educate one I logical-historic record with winning
skills and behaviors. The key-concept that underlies this pedagogy is the responsibility, because every human being
is given the responsibility of being a person, to answer for their actions, acting consistently with themselves, with
their training/education with their tasks and work, in every small and great action that builds as the subject and
gives you the possibility to develop. The tutoring is to perform a subject capable of being true to yourself and
functional for society. The main ideas addressed concerned the responsibility for the continued pursuit of
qualification, training and technical preparation of teachers, ever-higher levels of theoretical and practical
knowledge, leading and coordinating projects in music education through continuous study and technical training
in music, lifelong learning, enabling up, qualifying and continually improving the know-how to become more
competent professional. Also noteworthy is the lifestyle consistent with their own identity, which attempts to
successfully manage their lives, health, wellness, nutrition, sleep, personal presentation, hygiene, intellect, physical
environment, in short, all the singular existence for further development in social context. It should be the integral
role of the teacher: the teacher is the driver of student learning, as well as being a mediator between this instrument
and knowledge. This is evident when teachers are examples of life that prompt the children and young people the
desire to learn, study and perform more. Thus, the implications relate to resume humanist assumptions in music
education that encourage the reaction to develop, qualify, to mature, to improve as a smart person, encouraging
each student to reap the learning tools, knowledge and crafts at work, developing their own autonomy and
responsibility for yourself, and produce a healthy art with ethical and aesthetics function for the social.

Overnight Summer Music Camp and the Impact on its Youth: A Case Study
AriNemser
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This study explored the niche environment of an overnight music camp (OMC) in the US, aiming to better
understand the music camp environment itself, while uncovering the possible unique ways it may impact the social
and musical developments of its participating youth. Research questions focused on the ways OMC impacts
attending youth, and how it may facilitate growth that may differ from or be non-existent in the traditional
classroom; concentrating on how youth perceive these differences. Attracting both American and International
students, a well-established camp was used for this qualitative case study, framed by the concept of
multidimensional growth. According to Gillard et al (2011) “Camp is one setting for experiential education that holds
the potential to foster positive relationships and competence-building opportunities that offer experiences for
youth to initiate and engage in behaviors that aid in the transition to adulthood”(89). This framework was
particularly helpful in the exploration of a comparative outlook between the formation of learning environments
within said camp and those of traditional music classrooms. Data collection was accomplished through two series
of surveys, interviews with campers and staff, focus groups with campers, and on-site observations.

The study uncovered strong positive responses toward social and musical growth among the attending youth, aged
12 to 17. Themes highlight isolation from technology and the establishment of a community of practice fully
immersed in music as key factors. These in turn, facilitated the establishment of learning models and engagement
patterns that are not prevalent in many traditional school settings. The camp provided formal structured music
education but within the context of a holistic environment where choice and self-motivations are fostered.
According to Thurber, Scanlin, and Henderson (2007), camps are “Ideal for positive youth development” offering,
“structured voluntary activities” with ample opportunity to take initiative, take risks, and develop mastery (p.243).
This combination of highly motivated youth being given the space to take initiative within the context of a well-
organized environment of musical immersion is precisely what was observed throughout this case study.

A scarcity of representative music education research is felt today, particularly those attempting to explore and
evaluate the learning opportunities unique to overnight music camps. This study outlines patterns of student
interest, teacher effectiveness, and other variables related to creating optimal conditions for learning, offering
pedagogical, structural and conceptual insight to those interested in the role of environment upon the education
of youth, within or outside traditional classrooms.

Concert Hall Education in the United States and The Netherlands: A Comparative Review and Analysis on Young
Audience Development
Antonio Fermin, Michel Hogenes

Effective trends in music education and their implementation in schools can lead to wider involvement of young
audiences. In both, the United States and The Netherlands, music programs - from primary to secondary schools -
are framed within the general context of educating students in art and their cultural heritage. These aims
encompass not only the development of musical and expressive skills, but also, the cultivation of the individual as
an active listener and participant. The authors examine this theoretical assumption through a systematic review of
relevant concert audience development programs in both countries that contribute towards greater musical
involvement through planned activities in the classroom and concert hall, and attempt to identify relationships
involving American and Dutch young people’s musical experiences and the factors that play a role in bringing
awareness to concert hall education. On the basis of their review, the authors raise questions about the assumption
and propose research that can lead to a better understanding of the correlation between the quality of students’
music learning and the contexts in which this learning occurs.

Audience Response to an Interactive Musical Performance
Christine Carucci

Interactive recitals are a way of presenting live music in an engaging and educational format, while maintaining the
integrity of the musical composition. The purpose of this study was to examine if the use of an interactive recital
influenced audience member’s interest, understanding, or engagement following a musical performance. To
examine each variable, an interactive recital of classical piano music was programmed. A theme of Brazilian
contemporary compositions was used, and each musical selection was studied for salient musical elements. One
piece was used to present an overview of the elements of music, and three others were used to demonstrate
harmony, rhythm, and form, respectively.

To examine the research questions, a variety of interactive components were implemented within the performance.
The interactive recitals were presented for six different music appreciation classes at a public university in the United
States. A total of 293 students participated by completing a survey after each performance. Subjects were described
as being 60% female, with an average age of 19.6. They largely identified themselves as being non-musicians (50%,
n=141) who did not participate in any performing ensemble during their formative schooling (36.5%, n=104). The
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subjects reported attending an average of 1.2 performances (SD=2.31) of “classical” or “art music” within the last
year.

For each of the six performances, one of the interactive components was omitted, and the performance of that
particular selection was presented without audience interaction. Results between interactive and non-interactive
performances were compared using ANOVA calculations, and Tukey’s HSD tests were used to test for significant
differences between groups. Interaction during the musical performance was significantly higher when compared
to the non-interaction group on the rhythm selection [F(2, 291)=13.06, p=.00] and the form selection [F(2, 268)=59.3,
p=.00]. In addition, audience members reported being more engaged when using an interactive component [F(2,
285)=13.24, p=.00], and reporting a greater likelihood of attending a performance similar in format [F(2, 285)=3.71,
p=.02] than those that did not have the interactive form presentation.

Results of this study demonstrate that interactive recitals can be helpful for engaging self-identified non-musicians
in the classical music paradigm. Suggestions for training student performers to apply interactive components within
their musical performances are provided, as well as a discussion of how traditional music appreciation courses might
incorporate more interaction and engagement within the curriculum.

Distance Music Education Teacher's Training
Leonardo da Silveira Borne

This paper, part of a masters’ dissertation, aims to provide information on the comprehension of practices in the
distance education done by music professors. Based on the perceptions of eight professors who teach or taught in
distance music classes and courses, which were gathered by the means of semi-structured interviews, we observed
their discourses to verify common points and peculiarities about their training to teach in the distance modality. We
sustain that this training will resonate in their praxis and, therefore, provide glimpses and some enlightenment on
their praxes. The theory regarding teacher’s work from Tardif and Lessard (2008) was our main basis for the analysis,
although other literature were also used to enrich our comprehension. This study is qualitative and descriptive and
the analysis shows multiple ways and possibilities of training in distance music education, and some points can be
withdraw of their training: none of them had distance education experience as a student; most of them did not have
training in technology and/or online tools; the most part of the professors attended to courses and workshops
about distance education after or short before started to teach in this modality; and these courses were about some
tool or technology as well as the conception and theory of distance education field. All these factors sustain that
the training is related to the professors' previous praxes (in non-distant education), what configures in a Praticum
(Pimenta, 2009), being this a possible space for reflection, criticism and discussion, which contributes for the re-
signification of this new praxis, the distant music teaching. With these conclusions, we advocate that the
undergraduate courses should consider to include in their curricula practices and/or courses about/in the modality
of distance education, which would enrich and provide a wider training for the musicians and music teachers.

Distance Learning Music: A Study of Online Music Pedagogy in Higher Education
Fernanda de Assis Oliveira

This paper presents a completed study on the online musical pedagogy of a distance music course that has as a
virtual musical learning environment Moodle platform. In this study, the online music pedagogy includes:
methodologies, resources and used instructional materials and the direction of these theoretical-methodological
contributions in the formation process of the distance music course from the relation among the Moodle platform,
tools, content and their social actors.

In order to understand the music teaching and learning from their agents - coordinators, managers, teacher author
| supervisor, distance tutors, virtual students in the context of their social relations in its various forms of
manifestation in cyberspace, the study built its theoretical basis in the following fields of sociology: music education
(Souza, 1996, 2000, 2008), communication (Lemos, 2008), education and distance education (Halaban, 2010;
Fainholc, 2007), from their shafts and connections theoretical. The research aimed to understand how to set up the
online music pedagogy which is configured as a virtual musical learning environment in a Distance Musical Degree.
The methodology used was the case study with a qualitative approach (Poupart et al., 2008; Deslauriers e Kerisit,
2008; Godoi et al., 2007; Yin, 2005; Bogdan e Biklen, 1994) and the online interview as a technique for data collection
(Nicolaci - Da - Costa, 2007).

The results indicate that the reasons for choosing the distance music course are linked to access, flexibility, beyond
the reach of a second training and conducting "a dream", to do the music course. Prejudice is linked to education
quality, knowledge about the music course in this mode, the credibility about learning music on the internet.
Furthermore, this type of education combines work, family and leisure.
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The data confirm that the online music pedagogy needs to be considered from their specific demands in each
discipline, linked to each context inserted in the training process. Thus, it is for professionals in music education area
prepare, test, revise and rethink strategies needed to develop the music course in this distance mode.

A Proposal of Musical Training for Teachers in Nurseries
Malba Cunha Tormin

This study presents data on the second stage of research a doctoral thesis carried out at a nursery centre in the city
of Sdo Paulo, Brazil. This step was performed in guidance and training to musical education teachers who work in
child public nurseries. From the results collected in the first stage of the research it became clear that the musical
activities in the nursery occupied a marginal space in educational practices with children aged zero to three years,
revealing the absence of theoretical and methodological strategies. This fact is mainly because the nursery teachers
have no musical training courses in pedagogy, and also there is the presence of music educator in childcare
environments. As a methodological resource within the action, research was carried out on Extension Course 60
hours in the classroom and distance mode with the goal of providing musical training to teachers in nurseries. The
course was held at the Faculty of Education at USP with the participation of 35 professionals from twelve schools in
the public nurseries network in Sdo Paulo. The musical was based on meditational assumptions by Vigotski and
Feuerstein and structures of learning and Bruner theory of learning music for newborns Edwin Gordon. The course
content is presented through experiences, body movements and interpersonal practices, establishing links between
theory and practice of music, besides the positive interaction between teachers and seizure of the content. The data
was collected through participant observation, field notes, video recordings, questionnaires and reports from
teachers. The results were analysed using qualitative analysis of Bardin and coded into five categories: Body work,
mental and emotional teacher; difficulties and overruns; musical training teacher; musical language in school and
change the design and practices. The results were positive and surprising, raising awareness of teachers about the
role of music in child development. Also the changes in practice, culminating in the development of musical projects
undertaken and videotaped in their schools, were presented at the end of the course.

Keywords: musical learning, teacher training, mediation.

Marking the Passage of Time: Reflections on ISME at its Sixtieth Anniversary
Marie McCarthy

ISME celebrated the 60oth anniversary of its birth in 2013. This paper surveys and evaluates developments in the
Society since the 50th anniversary in 2003. The paper continues the story of ISME documented in the book, Toward
a Global Community: The International Society for Music Education, 1953-2003, which was published on the occasion
of the 5oth anniversary.

The goal of the paper is threefold: to document salient developments in ISME since the 50th anniversary, to provide
the Society with a record of its history, and to stimulate interest and curiosity in the history of ISME as it relates to
the history of music education internationally. The overall effect is one of forming deeper bonds among the
members through knowledge of the history of this global community. Participants witness the variety of activities
conducted by the Society, the expanding reach of its impact, and the contributions of particular nations and regions
to the overall achievements of the Society.

The method used is continuous with that employed in writing the narrative of the first five decades. Primary sources
accessed in the ISME archives and from ISME officers are examined against a backdrop of global developments of
the period. Themes are gleaned that form the basis of the paper. The story begins with a brief overview of global
events and innovations that influenced the Society’s development during the decade. A description of changes in
the priorities, policies, and administrative structures of the Society follows. Themes and directions of world and
regional conferences are placed in context. Commission and SIG activities and achievements are related to the
overall goals of the Society. The scope and function of ISME publications are compared to earlier periods.
Conclusions focus on patterns of development as well as the primary achievements and challenges of the decade.
These findings are placed in the context of and interwoven with ISME’s earlier history. Bringing together insights
from the past into the sixth decade of its history leads to considerations for future directions.

Teacher and Student Perspectives on One-to-One Pedagogy: Practices and Possibilities
Gemma Carey, Catherine Grant

Research into higher music education conveys a strong sense that the one-to-one model of instrumental and vocal
tuition plays a valuable, even irreplaceable, role in the training of professional musicians. However, some studies
suggest that the model can have adverse consequences for students, including a tendency towards teacher-
dependency and the erratic development of musical skills. Several recent studies into conservatoire education
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explore specific issues relating to one-to-one tuition from the perspectives of teachers and/or students, the two
groups of people arguably best able to provide insight on current practices and future possibilities for this
pedagogical approach in the tertiary context.

Building on these studies, this study juxtaposes and analyses teacher and student perspectives on the nature, value,
effectiveness, and challenges of one-to-one vocal and instrumental tuition. Teachers and students at one Australian
conservatoire participated in semi-structured interviews and focus groups that explored their experiences and
perceptions of one-to-one pedagogy. These interviews and focus groups were a part of a larger research project
that sought to generate empirical evidence about one-to-one learning transactions in the conservatoire context,
and to explore and document the processes of one-to-one teaching and learning, with an overarching aim of
systematically reflecting on how those processes might be made more effective.

Four key themes emerged from the interview and focus group data: the importance and value placed on
customising teaching to the learner; the varying perceptions of the optimal nature of the teacher-student
relationship; the challenges for both teachers and learners in negotiating issues of student dependency versus self-
sufficiency, and the perceived possibilities, advantages and challenges that (may) arise from situating one-to-one in
a broader learning context within the institution. Aside from an undisputed view that one-to-one is essential to
students’ learning and development, reported experiences and perceptions of the nature and value of one-to-one
tuition varied considerably, with teacher-participants indicating a variety of pedagogical styles and techniques, and
student-participants a variety of learning preferences and approaches. Conclusions therefore primarily reference
the diversity of learning and teaching perspectives and experiences, rather than pinpointing their nature and quality.
By drawing on voices ‘from the inside’ to characterise one-to-one practice in this way, the study contributes to
evidence-based research about learning and teaching in the conservatoire environment, with implications for
optimising instrumental and vocal music education both in the tertiary context and more widely.

ePortfolios in the Teaching of Music and other Creative and Performing Arts in Four Australian Universities
Jennifer Rowley, Dawn Bennett, Diana Blom

This paper presents findings on the influences of the use of ePortfolios on teaching in music and other creative and
performing arts. It is based on a two-year project in four Australian universities in 2012 - 2013. Rather than
concentrate on the effects of ePortfolios on students, it focuses on teachers and their responses to teaching
through the use of ePortfolios. As each of the universities involved in this project has different types of degrees in
these discipline areas, and different policies and uses for ePortfolio-based work, ways that teaching responds to
ePortfolio use differ between them. To explain this, roles of ePortfolios and ways they are used in music and other
creative and performing arts areas in each of the universities are explained. This is followed by comments from staff
members using ePortfolios in their teaching; changes to teaching as a result of ePortfolio use are particularly noted.
These comments are derived from semi-structured interviews with the staff members involved in each of the four
institutions of the project. The results of the project indicate various ways in which teaching in music and other
creative and performing arts is being influenced by incorporation of ePortfolios into university work. Specifically,
these relate to changes in assessment procedures, rethinking by staff of ways of demonstrating the longitudinal
nature of study in music and other creative and performing arts, the ability of ePortfolios to provide holistic views
of university learning, and the significance to staff of ePortfolios as representation of the multiple identities that
music students develop during their studies.

Consensual Assessment Technique and the Measurement of Creativity in Music Education
Clint Randles

The purpose of this study was to explore the reliability of measures of both individual and group creative work using
the Consensual Assessment Technique (CAT). CAT was used to measure individual and group creativity among a
population of pre-service music teachers enrolled in a secondary general music class (n = 23) and was evaluated
from multiple perspectives for reliability. Consistency was calculated using Cronbach’s Alpha. Judges were found to
be highly consistent for Individual Creativity (a = .90), Individual Craftsmanship (a =.87), Group Creativity (a =.86),
and Group Craftsmanship (a = 81). Judges were much less consistent with their ratings of Aesthetic Sensitivity for
individual compositions (a =.67) or group performances (a =.69). Absolute agreement was calculated by using
Intraclass Correlation Coefficient (ICC). Judges were found to be highly in agreement for Individual Creativity (a =
.79), Individual Craftsmanship (a =.83), Group Creativity (a =.87), and Group Craftsmanship (a = 83). Judges were
much less in agreement with their ratings of Aesthetic Sensitivity for individual compositions (a =.57) or group
performances (a =.71). Judges ratings for individual creativity were consistent over time, as evidenced by test-retest
reliabilities of .89 (creativity), .83 (craftsmanship), and .79 (aesthetic sensibility). Results indicate, in agreement with
prior research (Hickey, 2001; Priest, 2001), that CAT is a reliable measure of creativity. The researchers introduce the
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idea that absolute agreement might be a worthwhile construct to explore in future work in the measurement of
creativity in music education.

Music Experience and Effect on Adult Creativeness: Final Report
Peter Webster

The paper will present the results of a nationally funded study of the effective of music experiences in K-18 on the
creativeness of adults in the fields of architecture, industrial engineering, and culinary arts. The research was funded
by the National Association of Music Merchants (USA). Preliminary design and early results were presented in the
ISME meeting in China. This paper will present to membership the final results, including quantitive and qualitative
data. A detailed questionnaire was administered to several working professionals in the three professions (n=200)
drawn from samples working in Chicago and Los Angeles. In addition to their music background data, informants
also nominated who they considered the 10 most creative professionals working in the fields today. From that list,
the research chose to interview the "creatives" in detail and results were compared to the full data set. It was
determined that indeed for some of these professionals, extensive experiences in music did contribute to their
creative success; however, no definitive conclusions can be drawn given the role that personal knowledge and
professional circumstances played in their success. Fascinating personal accounts will be summarized for the
audience.

How Eight Musicians and Teachers Verbalize the Creative Process at Work when Practicing Interpretation
Isabelle Heroux, Laurence Lambert-Chan

Several research led among expert musicians helped define what constitutes effective rehearsals (Parncuttt &
McPherson, 2002; Jgrgensen & Lehmann, 1997), identified the elements constituting the expression as well as its
role (Friberg & Battel, 2002; Juslin & Sloboda, 2010) and described the work steps of a piece of music (Chaffin & al,
2003; Sloboda, 2005). However, none have analyzed the entire creative process in the work of interpretation of a
piece of music. While models were developed to explain the creative process of an improvisation (Press, 1998;
Kenny & Gellrich, 2002) and a composition (Collins, 2005) through observation of expert musicians, no model was
developed for the creation of a musical performance. However, the musical interpretation is often at the centre of
music teaching, whether in private or group lessons.

This paper presents part of the results from a research aiming to understand the entire creative process of a musical
interpretation of eight expert soloists and teachers. Thus, from these eight expert soloists, we present their
conception of creativity underlying the work of interpretation and how they transmit it in their teaching. Data
collection was conducted in two steps: first, through semi-structured interviews, and then through self-
confrontation interviews (Theureau, 2010/12) and explicitation interviews (Vermersch, 1994). The results were
analysed through a grounded theory analysis (Paille 1994).

Results and Conclusion

The results highlight the difficulty for musicians to spontaneously verbalize their creative process underlying their
interpretation work. The results also suggest that musicians do not explicitly address the creative process in their
teaching. However, the various interview techniques borrowed from phenomenology (i.e. self-confrontation
interviews (Theureau, 2010/12) which enables the verbalization of the action a posteriori, and explicitation
interviews (Vermersch, 1994), which facilitates access to the nonconscious processes and a detailed description of
the action) led us to identify creative processes. Thus, for the musician experts participating to our study, their lack
of knowledge of their own creative process might explain their difficulty to teach how to develop creativity
underlying the work of interpretation.

Creative Musical Product in Music Improvisation: The Mediating Role of Higher-order Thinking Skills
Ku Wing Cheong

The purpose of this study was to investigate the mediating effect of higher-order thinking skills on the relationships
between two teaching strategies (aural-imitative and aural-motivic analysis) and creative musical product in
improvisation. The data for the two teaching strategies and creative musical product were collected and assessed
by three expert judges using with researcher-designed measurement instrument Higher-order thinking Skills Test in
Improvisation (HOTT) and Creative Musical Product Test (CMPT).

The findings imply that teaching strategy aural motivic-analysis has an effect on higher-order thinking skills in music
improvisation and higher-order thinking skills is a catalyst for creative musical product. The results also indicated
that cognitive variables in the thinking skills fully mediate the effects of teaching strategies on creative musical
product in improvisation with an increase of effect size. From the findings of this study, a theoretical model for
musical improvisation is also proposed.
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Back to the Future: A Role for 1960s Improvisatory Scores in the 21st Century University Music Performance
Program
Diana Blom

In the late 1960s Universal Edition, UK, published several music scores by composers Bernard Rands, David Bedford
and George Self for use in the school music classroom. These improvisatory framed scores introduced school
students, for the first time in twentieth century music education, to modern classical music sounds which emerged
from the ideas and music of Cage, Varese, Stockhausen, Penderecki, Maxwell Davies and Ligeti. The scores are
concerned with a range of ideas including pointillism, texture, electronic and indeterminate sounds. For composer,
music educator and author, Brian Dennis, writing in 1970, they also offered colour, that is, the imaginative use of
pure sound qualities with textures and sound patterning, to students in that decade and beyond.

Aim: This paper focuses on research into student responses to preparing and performing these scores, in a university
music department which adopts a largely class-based approach to teaching performance, from a large cohort of
first year students who play classical and popular musics. The scores offer a way of engaging a large number of
players in group music-making. But they also offer a non-traditional approach to score reading and improvisation,
an engagement with a seminal time in the history of music education when contemporary composers and
educational thinking aligned, and a focus on elements of music, including colour, texture, pattern and improvisation,
which are seldom discussed in classical music.

Method: A questionnaire, which received 72 responses, asked seven questions concerned with familiarity with the
scores, artistic outcome from the group, skills learnt, notation, the roles of performer and composer in such scores,
composition and whether the students liked the pieces.

Results: While findings noted familiarity with some Zappa, minimalism, Cage and Pink Floyd, plus others through
YouTube explorations, overwhelmingly students had not encountered any music like this before. Skills learnt
ranged from ensemble playing, extending vocal sounds, interpretation, understanding alternative notation, to
thinking outside the square and losing one’s tunnel vision of how composition is understood.

Conclusions: Among other considerations, the responses indicated to us, and to other music educators, that the use
of the improvisatory framed scores with first year performers is a positive experience for several reasons, in
particular because they encourage musical thinking outside the square in relation to such aspects as style,
interpretation, notation, composition and ensemble, and allow us to consider the impact these musical activities
have on these (mostly) young musicians as composers as well as performers.

Why are Musicians Driven to Study Academic Music?
Claire Slight

The majority of professional musicians’ careers will include an element of teaching or performing, however many
individuals within music are choosing to study for longer, delaying their full-time entry into working life. Whilst there
is much research on children’s decisions to study music, and adults’ decisions to partake in musical activities, there
is currently little research upon the motivations to study music to a high level, particularly choices to study non-
performance courses. The aim of this paper is to discuss the motivations of students studying non-performance
based music graduate degrees. The research draws upon theories of identity, motivation, and life transitions. The
hope is to increase our understanding of this group of students’ needs and expectations so that institutions may in
turn be able to provide more specialist and relevant support.

The results discussed within the current paper are from the first phase of a two year longitudinal study on music
graduate students’ experiences. Semi-structured interviews were conducted with 17 participants and transcripts
were analysed using Interpretative Phenomenological Analysis to observe emerging themes. Travel costs to these
interviews were funded by SEMPRE. The findings showed that students were motivated to study due to a natural
curiosity, strong sense of self as musician, and desire to learn more deeply about music. Many felt that the academic
master’s degree enhanced their experiences within music, as performers, teachers or listeners. Where the degree
was flexible, participants were able to be proactive in using the degree in a way which benefited them the most. For
some this meant research preparation, for others it involved viewing the degree as more vocational, allowing the
time and space to develop knowledge and skills directly relevant to their professional careers. Those who were
uncertain of the next step seemed to benefit the least from the degree, and were least certain of skills developed
during the degree. The research has highlighted the importance of allowing a flexible approach within academic
courses so that they may be tailored towards both vocational and research preparation needs. Individuals who lack
clear career plans may need more support in understanding the skills they possess and have developed through
their degree so that they feel more confident in exploring their career choices. The study highlights the way
academic study can be used to compliment other forms of musical involvement.
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Music in Advertising and Analysis of Audiovisual Communication
Sandra Fortuna

We all know how much advertising is conditioning the choices we make every day, but not many are aware of how
sound affects the multimedia communication, and advertising in particular. In many cases, the sound log can not be
reduced to a simple musical add on, as instead it's a very powerful tool for communication and able to influence the
buyer because the language is less processed at a critical level .

Aim

The aim of the listening experience focuses on the research of the functions of the music in the spot. The purpose
is to get the listeners experiencing how crucial is the sound in the general meaning of the spot and how it changes
the interpretation of the images and the qualities attributed to the product, each time that the spot is repeated with
a different musical background.

Method

The experience was repeated with different groups divided by age and musical skills : as students of the
Conservatory Music Teaching department, students of the Conservatory Instrument department, students of a high
school and adults non-musicians adults. A series of commercials were viewed and analysed using the method of
"masking" and the method of "forced marriage" (Chion, 2001). The process of "masking" consists in isolating the
visual and sound levels so to analyse them separately, “forced marriage”, instead is based on the overlapping of
different and contrasting sounds on the same visual sequence.

Summary

Several stages of analysis were followed: collection of advertising adjectives; cataloguing of the responses; separate
analysis of the visual sound and verbal register; analysis of musical structures according to some reference grids;
collective individuation of the correlations between music and image.

The analysis has confirmed that the meanings of music in one advertising spot have their roots in the synaesthetic
perceptions, in the evocation of kinetic and kinematic aspects caused by sound, as well as in a number of musical
stereotypes.

CONCLUSIONS AND IMPLICATIONS FOR MUSIC EDUCATION

The listeners have obtained awareness of the relationship between structure and meanings in music and of the
influence on audiovisual communication.

For these reasons, during the educational activity of listening, it is advisable to take into account within the teaching
environment such a commonly used and conditioning repertoire.

Music Economy Field Configuration: An Exploratory Study
Silvia Carvalho, Annibal Scavarda

The universe of music encompasses several manifestations that evolved alongside with mankind. Since immemorial
times, music became embedded in the very fiber of society. Other than that, most musical manifestations or
activities tend to provide direct or indirect means of livelihood for people in many music related fields, while the
power of the music market has by far extrapolated artistic situations, as well as socio-cultural boundaries.

As music and economy become more and more closely related, the knowledge of the deeper implications of this
relationship should no longer remain a privilege of those who already hold the economic power. It is time for music
research to build an academic understanding on the quality and on the extent of the economic dimension within
the otherwise socio-cultural and artistic complexion of music.

In that sense, the present study intends to gather and analyze data from different sources, in order to outline a field
configuration of the economic structure within the contemporary musical milieu.

The methodology is based on an exploratory study undertaken through the establishment of a multidisciplinary
groundwork. It departs from a literature review on topics concerning music economy, music sociology, and music
anthropology combined with the collection and evaluation of data regarding ways, means, and environments
possibly related to the music economy field configuration.

Throughout the evolutionary path of music, the associations amongst its social, cultural, artistic, and economic
dimensions became quite evident, and from their specific combinations, a vast number of domains, relationships,
industries, and organizations may be recognized within the economic structure of music. Thenceforth it is possible
to maintain that economy is to a large extent related with the socio-cultural and artistic complexion of music.

In addition, this study points to the inclusion of technology alongside the social, cultural, artistic, and economic
dimensions of the contemporary musical phenomenon.

As to the implications for music education in general, it is reasonable to presume that the comprehensive
understanding of music economy may contribute to widen the scope of training for professionals in a variety of
music related areas, as well as in expanding audience building towards alternative musical styles, genders, and
approaches.
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Gender Elements in the Music of a South African Musician: A Phenomenological Approach
Zoliswa Twani

Bowman'’s (1998) views about music’s role in the gender debate relate to this research. South African female jazz
singers emerge as dynamic players in the South African music industry, yet little is known about them. Their
contribution is a topic that is almost unheard of in formal South African academic contexts while young heroines
hold flagship in this genre. My contention is that industry readiness is not sufficiently addressed in our educational
institutions for preparation of the young and this impact on the musical development of musicians in the industry.
The paper aims to bring to light educational values embedded in some popular music that can be useful in nurturing
developing musicians even in academic settings and to conscientise educators to include gender sensitivity and
other values in the music programmes. The phenomenological investigation on the life and music of Siphokazi
Maragana asks the question: what can we learn from her experiences and her music? The significance of using her
story sustained by Freire’s conscientizacdo theory is advanced. | posit that narrative inquiry when used by a
researcher acting from within the critical paradigm has a strong researcher-distinctive product. Using thematic
content and deconstruction analysis techniques, significant results which have implications for socio-economic
survival efforts of musicians emerged. Kamien’s (2008) suggests that “Music in African society emphasises ... a
variety of societal occasions that seek to heal, entertain, criticize, unite, commemorate.” this idea is addressed
through several themes in Maragana’s songs. Some challenge and educate the youth about various values, customs
and traditions. The song: Ngekhe balunge refers to the plight of women and girls; encouraging them to fight for
their dignity. The music and text make reference to a variety of gender trajectories to exonerate women and girls,
while sensitively honouring the fathers. A number of conclusions are drawn: gender barriers before her meaningful
recognition and that engendered biases interfere with educational and developmental spaces of women; her own
consciousness about gender sensitivity and how to navigate through them for survival and success is strong; she
embodies and becomes the voice of troubled women and the youth including boys. Without fail she recognises men
for their contribution to humanity, and is in no way anti-men. In bringing values to the classroom the importance of
music nuances that communicate the universality and functionality of music permeates all genres and cultures as
these are artistically weaved into song.

Why is Choir a Man's Thing? An Australian Perspective
Sarah Powell

This paper reports aspects of a doctoral study, which explores the phenomenon of males in choir. It focuses on their
perceptions of success, expressions of masculinity, and the role of identity from a theory of possible selves. It is
clear that singing in a choir has significant benefits across a range of different life criteria and that to ignore its
potential is to deprive individuals of a natural form of communication. In Australian society, boys are missing out on
the opportunity to exercise creative and personal expression, affecting the development of healthy identity.

The aim of the research was to explore the experiences of males in choir by focusing on their perceptions and
definitions of success; understandings of masculinity; and the role of possible selves. Possible selves theory suggests
that conceptions of future and past selves will influence the current self, thereby motivating individuals to pursue a
desired future or avoid a feared one. The study proposes that participation in choir is significantly affected by the
stereotypes defined by the dominant, ideological, Australian male.

The study used a combination of methodologies: phenomenology, case study and narrative inquiry. Data was
collected from four choirs through surveys, interviews, focus groups and observations through video recording.
Data was coded around three main themes: masculinity, possible selves, and success.

This paper reports on elements that emerged in relation to masculinity and particularly focuses on one participant
choir, the male community choir. Stereotypes are considered in terms of how choir is perceived and males typecast,
particularly in Australian male culture. Mateship, expressed as friendship and relationship with other men, is
discussed in terms of the social ramifications, and working together was an important part of this.

Understanding the concerns and motivations of boys and men, whether personal or socio-cultural, is a critical
component in planning for choirs. Helping young males formulate clear goals for future selves that include choir is
part of this. It willinfluence a range of decisions regarding the repertoire chosen, rehearsal techniques, performance
opportunities, timetabling and a conductor’s overall approach. This research suggests that in order to make choir
an acceptable activity in the Australian male culture, educators must consider the impact of male perceptions of
success and cultivate it as a meaningful male context.

Harp, Gender and Orchestra
Lia Lonnert
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In research from the 1980s, it has been shown that harp is considered as a feminine instrument and that most
harpists are women. This corresponds very well with the common view on harpists and harps: that it is a feminine
instrument played by women. In this paper the aim has been to examine the background and to regard the
consequences of the harp being connected with women and feminine values. The focus has mainly been on
education and its connection to orchestra playing.

The harp has since the 18th century been seen as an instrument suitable for young women, especially regarding the
sound, the way the musician look when playing, and that accompaniment was not needed. Women playing the harp
suited the idea of an “ornamental” education of the aristocracy and the bourgeoisie in Europe. The harp was first
used in orchestral works for the stage as incidental music, operas and ballets from the 18th century. During the 19th
century harp was used in programmatic orchestral works and later towards the end of the century in abstract
musical forms. During this time and development women were playing orchestra. Women were also teaching harp,
writing methods, composing harp music and working as professional musicians although most professional
composers, teachers and musicians were men. In the early 20th century, and in some orchestras even at the end of
the century, often the harpist was the only woman in the orchestra. In the end of the 20th century women have
gained entrance to orchestral positions and teaching positions on equal, or almost equal, terms as men. Female
orchestral musicians could be regarded in different ways. They could be seen as being able, or unable, to perform
music due to their sex, or they could be seen as musicians based on competence regardless of their sex.

The sources in this paper have been letters, diaries, autobiographies, interviews, newspaper articles as well as
research on history of the harp, history of the orchestra, and gender studies. Besides looking at working conditions
for women in orchestra, the study raises the question if orchestration has been affected by the fact that mostly
women play the harp and that the harp is considered a feminine instrument. This paper puts focus on different
aspects of female participation in orchestras, the education of musicians, and the idea that some instruments are
gendered.

The Effect of Gender on Perceptions of Quality in Musical Composition: An Experimental Study
Robert Legg

Persuasive arguments have been made for the existence of pedagogical discourses that invoke masculinity and
femininity as factors in the ascription of quality to musical compositions, and previous research has shown that
some music teachers ascribe ‘maleness’ to the characteristics of musical compositions that they regard as markers
of high quality. Drawing upon Lucy Green’s theory of ‘inherent’ and ‘delineated’ meanings in music, this presentation
reports research that set out to explore the effects of these gendered discourses upon the subjective judgements
of musical quality.

The quasi-experimental study reported in this presentation sought to explore whether problematic and potentially
discriminatory associations - specifically between ideas of maleness and the ascription of value — are made by
school-aged children. In particular, the study attempted to test the hypothesis that musical compositions believed
to have been composed by males are perceived by school-aged children to be of better (and different) quality
compared with those made by females. This hypothesis was explored with a large sample of school-aged
participants (n=951), resulting in a large and statistically powerful dataset.

The respondents were divided almost equally between two groups. Both groups completed a questionnaire in
which they evaluated two short musical compositions (A and B). The pieces were presented in the same order to all
participants, but in the version designed for the first group Composition A was entitled ‘Katie’s piece’ and
Composition B was called ‘John’s piece’ whilst in the version for the second group these titles were reversed. The
effect of these mirrored titles was to lead each of the groups to different conclusions about the gender of the
compositions’ respective composers.

Univariate analysis of variance (ANOVA) found that there was a modest but highly significant (p<.01) advantage to
whichever piece was presented as the work of a male composer. Further analyses showed similarly significant
advantages in terms of the subjective perceptions of structural and melodic quality. Respondents were also invited
to select from a bank of adjectives those that best described each piece; analysis of their selections showed that
terms like ‘delicate’ were used significantly less (p<.01) to describe music presented as the work of a male composer,
whilst adjectives such as ‘catchy’ were significantly less often used to describe compositions presented as the work
of a female.

The implications of the studies findings for the wider education community are discussed.

Educational Concerts in Basic Education: Developing Musical Appreciation
Gina Soares

This paper presents part of the research that investigates the social representations of orchestral music along with
teachers from five different elementary schools served by the Philharmonic Orchestra of Espirito Santo (OFES) that

102



performs educational concerts through the program Série Musica nas Escolas (series Music in Schools). The aim of
this research is to propose a teachers training program focusing on music appreciation using the educational
concert as an inspiring event. The teacher training program will be constituted from the social representation
concerning the orchestral music of the teacher, if any, or from their level of comprehension of the same, along with
the understanding of the appreciation offered by the literature, which will be discussed at this time. According to
the relationship between the teachers and the orchestral music and its aspects, we adopted, as reference, the Social
Representations Theory proposed by Serge Moscovici (1985) and developed by Denise Jodelet and collaborators.
Social representations are "a way of knowledge socially produced and a common reality to a social group" (Jodelet,
2001, p.22). In order to collect and analyze the data, we have been using as methodology the discourse analysis
proposed by Duarte (2004) which aims "the apprehension of the senses showing the argumentative and
communicative character of the discourses which they are conveyed" (Duarte, 2004, p.71). The instruments used
for the data collection will be the semi-structured interviews and the focus group in the panel format. This research
is justified by the need to build joints between musical knowledge and the school context. The educational concert
can be configured as an appropriate approach to connect orchestral music with the teachers and their students,
developing the understanding. The OFES, like other orchestras in this countries and abroad, proposes an
educational activity. The research analyses the educational concert and its conditions. It also investigates the
teachers from the schools located in five countries (Vitdria, Vila Velha, Cariacica, Serra and Viana) served by the Série
Orquestra nas Escolas (series Orchestras in the Schools) and it reviews the literature to propose the training
program. We undertook a literature review to apprehend the aspects related to music appreciation that may offer
ways for the development of our proposal of teachers training, which is our ultimate goal.

Keywords: music appreciation - educational concerts - basic education

The Musical Theatre as a Pedagogical Approach: Improving Musical Skills in a Different Way and in Different
Contexts
Marcus Freitas

The musical theatre as a pedagogical approach is historically recent and its musical and pedagogical possibilities
may lead it to a place far beyond where it is in this moment. Considering the different spaces and dimensions where
the music education occurs, this paper presents the musical theatre as a possibility for teaching music in those
different contexts. Aiming to do it, we will discuss the relevance of the work with musicals and its various
possibilities for musicalizing, ear training, rhythmic developing and improvising stimulating. In order to evaluate the
efficacy of this work we are composing a musical through the collaborative process. We are preparing its
presentation during a whole semester as part of research to complete a master degree. The musical will be
performed as one of the holiday ceremonies of a Baptist church in Brazil and the group involved is part of this church.
All the members of the cast were invited to the musical theatre company and experimented, there is no selection
process so that everyone who is interested can join the group freely. Throughout this semester, the students have
been stimulated to perform (singing, playing, dancing and acting) and have also been given the opportunity of
expressing their opinions in each step of the creation process. They have been stimulated to improvise (rhythmically
and melodically) as well, through different warming-up activities, which culminated to the composition of many
parts of the musical. At the end of this process of rehearsals and performances, we believe we will find different
benefits from this work. At first, these benefits will be shown by the students themselves through semi-structured
interviews and personal reports that will be catalogued by the researcher. After that, the researcher and the
teachers that have helped him through all this time (the dance teacher, the acting teacher and the physical
educator) will try to punctuate what they could observe in students’ development. We expect that this work will
help students improve their musical skills in a different way so that social, cognitive, affective and psychological
aspects may be improved as well. We also expect that the other artistic abilities will be developed, helping students
to get a full artistic and holistic growth. Finally, this work may provide us another possibility to teach music in
different contexts and contribute to the musical educator’s development, preparing him/her to act in different
ways, multiple spaces and various dimensions.

The Learning Process of Three Electronic Music Producers of Dance Floor
Eliza Vazquez

This work has focused on understanding the learning process of three producers of electronic dance music, they
belong to the underground scene of Brasilia. Around this theme we are looking for to understand how those
producers to get the learning process. The ethnographic case study was the chosen methodology, where the
observation environment is the dance floor and the social network sites are the producers. It was noticed that the
three built their knowledge independently, exchanging experience among peers, searching for information in
cyberspace, on the track (such as a DJ or goer) and making use of manufacturing technologies for learning how to
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produce. On the track the producer interacts both as a DJ and as goer and these experiences are moments of
analysis and expansion of repertoire, where he sees the reaction of the runway to the sound elements of music and
seeks to understand the best way to compose for this context. The producer uses cyberspace to publicise their
work, buy songs, search, share information and receive feedback from their productions. Their listening is active,
seeking to recognise styles, tones, shapes and constructs sets. Through cyberspace they foster the scene, exchange
information and music, expand knowledge and establish relationships between other producers, DJs and patrons
of the scene.

Involvement with the production technology is key to building these knowledge producers, and computer software
are the tools used to build their music, and as they understand the logic of the program they can better produce.
Their knowledge is built into do during sound manipulation, letting himself be guided by listening, the producer
builds his music, evaluates and modifies if necessary, in a dynamic process of production and learning. This
interweaving of experiences in a non-formal learning space opens reflections for music education in formal
education, which should seek a teaching methodology that understands cyberspace and the dance floor as places
of learning, proposing specific activities and experiences in these environments, as well as understand the
importance of experimentation and different music software, leaving the listener to guide the composition,
developing a critical perception, active and creative.

Solo Practising? Challenging Assumptions About the Role of Social Mediation in the Practising of Musicians
Albi Odendaal

This paper reports on one aspect of a larger investigation into the influence of the theory of perceptual learning
style on the practising of instrumentalists in higher music education. It aims to challenge a basic assumption of the
theory, that learning can be considered as only individual, cognitive and acquisition oriented, through pointing to
several areas of social mediation in the practising of pianists. The data were gathered through observations and
stimulated-recall interviews with six student pianists. Each pianist was observed and interviewed on four occasions,
with two different works at an early and late stage of work with each. Coding of both observation and interview
data allowed comparisons between individuals. Two areas of social mediation are discussed, the active social
mediation of individual learning by teachers and the cultural scaffolding of the wider milieu of classical music. In
suggesting that social mediation is an important influence in practising it argues not only that the conception of
perceptual learning style does not adequately address the variation that occurs between the practising of
individuals, but also points to an under-researched area of investigation into the practising of musicians, arguing
that further research into such mediation is necessary for the development of a complete understanding of
practising.

Aspects of Gesture and Agency within the Social Worlds of Western European Art Music and Improvised Jazz
Marc Duby

It is because human beings have thus been thrust into history, and into participation in the labour and the struggles
which constitute history, that they find themselves obliged to view their relationships in a clear-eyed manner (Guy
Debord 2006, p.48).

In this paper | consider some tactics whereby improvising musicians attempt to define themselves as individuals
within what Pierre Bourdieu has termed the ‘social topology,” examining how Bourdieu’s spatial metaphor may be
applied to western European art music (henceforth WEAM) and improvised music respectively. In examining the
potential tension between the individual’s need for self-expression and the legitimating function of the tradition, |
interrogate some tactical moves employed by improvising musicians to express their subjectivity within their
particular (and musical) topologies. In this regard, Michel de Certeau's definitions of “tactics” and “strategies,” for
which he finds evidence in everyday life, prove appropriate theoretical concepts for the analysis of improvisation as
a potentially subversive interrogation of boundaries, rules, and limits. Drawing on ideas from critical theory and
poststructuralism, | consider some of the ways in which musicians may be said to signif(y), how they engage with
John Corbett’s three arbiters: firstly, the body of the performer/instrument (the musician as the embodied agent in
time and space), secondly, how the performer acquires a vocabulary, and, finally, the performance context (intra-
performer and intra-audience relationships).

3:00pm Research-P88: The Body of the Singer on the Scene
Deborah Oliveira

Emotions influence physiological processes, and these, in turn, influence acoustic processes, changing the
characteristics of speech and singing. This premise of the 19th century grounded the basis of most attempts to
explain the articulation between expression and vocal music. The body as an active participant in reflecting and
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causing emotions can be seen in philosophical writings of the 19th century and earlier, but also in writings of
cognitive science in the last decade of the 20th century. The body on musical creation also has had its place in
theoretical discussions in the 1990s, when Musicologists began to consider the role of embodiment, bearing in mind
the need for repetition of movements for the complete mastery of a technique. The idea of a disciplined body
influencing emotions is only contradicted by the writings of the 1960s and 1970s, period regarded as the golden
years of cognitivism, when contributions of the body to emotion were seen as too unspecific, and cognition was
thought of as something disconnected from the body. Even though body language relates to emotion, trying and
working on emotion is a complex and subjective process. Many individuals have difficulty in exposing/identifying
their feelings. Singers present excessive technical concern, focusing on internal processes of sound production. My
goal is to provoke emotions and lead the individual to expression, starting from external stimuli to body movement
and scenic displacement. My methodology was a series of experiments with students and interviews with voice
teachers. Experiments were applied to a heterogeneous group of thirty students, for four months, with eight-hour
weekly meetings, and consisted of rhythm and sound body movement exercises. The strategy was to stimulate
singers with sound, so they would react quickly to it with gestures/displacements. These experiments showed that
80% of the students began to demonstrate greater scenic clearance and vocal improvement. The interviews showed
that: 1) most respondents agree that at least 80% of the voice students need help with the development of corporal
expression and scenic space utilization; 2) most respondents did not work the body expression together with the
vocal development; 3) there is no systematic scenic/body development for singers. From the obtained data, it was
possible to observe that the approach to the singer’s corporal expression, when applied from external stimuli, with
the goal of achieving significant immediate reactions, can be an effective way of training, as well as a great help in
the vocal development.

Vocal Flexibility in Meredith Monk: Expressing Feelings We have no Words for
Susan Silva

Meredith Monk (1942) is an American artist (composer, singer, director/coreographer, and creator of new opera,
music-theater works, films and installations), pioneer in extended vocal techniques and interdisciplinary
performance. To Monk, the voice is a direct line to the emotions, expressing feelings we have no words for. In her
Notes on the Voice she refers to a dancing voice, a voice as flexible as the spine. The voice would be a solid body
and Monk a coreographer. The vocal flexibility and the relationship with the body is the focus of investigation in the
present work. For this purpose we have selected three compositions of Meredith Monk to analyse: “Biography”
(1972), a solo from Education of The Girlchild; “Earth Seen from Above” (1987), from Atlas, an Opera in three parts;
and “Panda Chant II” (1987), from the Opera “The Games”. Through bibliography about Meredith Monk and
bibliography on twentieth-century vocal music we have identified some resources and techniques Monk uses, such
as syllables instead of words and extended vocal techniques. Our personal experience in participating in workshops
with Meredith Monk and Vocal Ensemble, in appreciating live performances and in performing in one of Monk’s
works was also taken into consideration. They’ve enabled us to see the body present in the voice work, from warm-
up to improvisation and performance; in addition, we could notice skills demanded from the performer: memory;
attention; motor coordination; independence of voice and body; and independence of each side of the body, for
instance. The aspects of Meredith Monk’s vocal flexibility and relationship with the body that we present here are
helpful to have a basic understanding of the richness of her work. This research is a reflection on the relationship
between body and voice in the performance and on ways to the training of artists of the performing arts.

Vocal Development at Primary School: A Study of General Music Teachers’ Training, Procedural Knowledge, and
Motivation to Teach Singing
Irma Sofia Herrera Rascén, Patricia-Adelaida Gonzalez

One of the most important activities in most music education curricula comprises singing and vocal development,
particularly in early developmental stages. This study aimed to diagnose the current state of vocal music education
in primary schools in Chihuahua State, Mexico. The study examined music specialists academic training, musical and
teaching experience, including their psycho-pedagogical approaches, and their motivational profile to teaching
singing. This study draws on the expectancy-value theoretical framework that situates the expectancies and values
as the main components that determine achievement and participation. It also takes into consideration, the
pedagogical, philosophical and psychological perspectives of authors such as Dewey, Welch, and Eisner. A
questionnaire was developed including items for demographic information, musical profile (formal or non-formal
training), teaching expertise, procedural and technical knowledge in vocal development (vocal technique,
breathing, warm-ups, relaxation, etc.), motivational profile in relation to including vocal activities in their current
practice, teachers’ perceptions of student motivation to singing, and institutional support to music education and
vocal development. Results from the study show a limited level of professionalization of general music teachers,
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since only around half of participants (52.2%) held a specialized degree in music or music education. Only 43% of
participants reported formal knowledge in voice teaching. Teachers reported a good level of knowledge and
understanding of contemporary approaches in general education and music education, which also reported to be
applied in their daily practice. However, despite they attributed a high value to apply psycho-pedagogical strategies
to improve their practice, they do not express adequate levels of competence and expectancies for success.

Singing Ability of 1-3-year-olds Measured in terms of Pitch Accuracy and Singing Range
Helga Gudmundsdottir

There are numerous reports on toddlers’ impromptu singing of standard songs and invented songs. Young
children’s individual singing increases from age 1 to 3 years and during this period toddlers are known to generate
large amounts of singing of various kinds. In general young children are reported to use large singing ranges in free
vocal play but very narrow ranges when singing standard songs. Few studies, in recent years, have systematically
collected singing from large groups of infants and toddlers.

The purpose of the present study was to develop methods for systematic collection of singing data from children 3
years and younger that would accurately estimate young children’s vocal abilities. This included singing a favorite
song and learning a new song using age appropriate methods. Most of the methods tested proved successful with
the 2-3 year olds but only some of them were successful in eliciting consistent responses from 1-2 year olds. Pitch
analysis on the young children’s singing of a new song and a song of choice revealed that pitch accuracy was higher
and singing range was larger than expected for this age group.

The results will be examined and put in perspective in terms of implications for research methodology and data
collection with very young children. Furthermore, the issue of systematic underestimation in the research literature
of young children’s singing abilities will be addressed in the context of research methodology. Implications for music
education will be discussed.

Ethnic Features in Children’s Spontaneous Singing: Implication for Music Education in China
Yiying Wang, Yanjie Yang

1. Theoretical Background

According to previous researches, it seems that the studies on children’s spontaneous singing are mainly included
in the studies on spontaneous music behavior with an expanded range. And previous researches are focus on
several dimensions, such as: (1) Analyzing the holistic feature of children’s spontaneous singing; (2) Exploring the
function of spontaneous singing; (3) Categories of singing behavior; (4) Discussing adults’ reflection.

2. Focus of the Work

Based on the literature, the study will explore the cultural influence emerging from children’s spontaneous singing;
try to figure out if there are any ethnic cultural differences. Specifically, the study collects the contents; repertories;
musical features of children’s spontaneous singing; analyzes cultural elements that appears and draws the
implication for music education.

3. Method

The study employs quality methods of observation and interview to collect data. The use of paper files and recording
devices help to revisit each episode.

4. Results

Based on the data, children’s spontaneous singing falls into two categories in our study: flowing chant and the
normal songs. We also find out that: (1) traditional ethnic music culture is in a functional transform; (2) local dialect
influences the pitch of children’s flowing chant; (3) the repertoires of children’s normal song singing tend to be
similar.

5. Conclusion

Children living in different ethnic region will begin to chant in different pitch, which can be influenced by various
ethnic language systems. The real traditional ethnic music almost fades away from children’s daily lives. Dominated
by mass media and pop culture, children in diverse ethnic regions would spontaneously sing the same songs. They
have the same repertoire. Meanwhile, this may be also rooted from the functional changes of ethnic musical culture:
from communication to artistic performance.

Considering the little ethnic features emerged in children’s spontaneous singing, we should make an effort to
conduct a proper ethnic music education by developing local ethnic music materials (such as textbooks), and inviting
ethnic artists to the classroom. Therefore, the goal of preserving traditional ethnic music culture and enriching
children’s understanding for diverse music styles can be achieved.

Investigating the Practice of Choir Leaders
Pia Bygdéus
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In my licentiate thesis Expression through action. Mediating tools in choral leaders’ work with children’s choir and
youth choir, accepted by Lund university in December 2012, | investigated children’s choir directors in their
professional development as individuals as well as at a collective level.

The study is qualitative in character and the aim was to describe, verbalize and make visible the mediating tools that
choir directors working with children and young choirs use. In a longitudinal study, four choir directors were
observed closely while working with their choirs. They also took part in semi-structured interviews. The empirical
data material consist of observation notes, reflective writing, individual interviews, focus conversations and
videotapes.

The results demonstrate that the role of the choir director is a complex one. When working with a choir, choir
directors often use several aspects of their professional role. Analysed from a sociocultural perspective, the result
points at eight groups of mediating tools: a) A listening attitude towards the choir, with the music in focus; b) a
variation in ways of working with the choir, where a variety of physical tools are used; c) the use of musical routines;
d) the choir director acting as a role model in shaping musical expression with the group; e) a concentrated
cooperation with the choir through short and expressive instructions; f) reflection in practice by planning and self-
evaluation; g) storytelling, which results in memory training, stimulation of the imagination and the sharing of
common experience, and h) the use of target images expressed as visions, small/big goals or jointly stated,
communicated targets. The choir directors who participated in the study use a variety of these approaches and ways
of working as a strategy for communicating and working with children’s choir and youth choir.

In this presentation, the study described above, and the preliminary results of the continuing study of choir leaders
will be presented and discussed.

Keywords: choir leadership, choral pedagogy, choral conducting, mediating tools, sociocultural perspective.

Measuring Student Growth: iPads and Authenticity in the Choral Rehearsal
Rhonda Fuelberth, Susan Cogdill

Choral music educators are responsible for developing and utilizing assessment tools that measure student growth
in the choral classroom. Ensemble/group singing presents a number of challenges for measuring individual progress
in musicianship and skill development. Choral educators often have students demonstrate their musical
understanding by singing in small groups in front of the choir to determine the level of individual musical preparation
and/or vocal development. To authentically assess student growth in the ensemble setting, students should be
evaluated within that context. Authentic assessment can be carried out in an engaging and efficient manner by
utilizing current technologies such as digital recorders, playback equipment, and electronic evaluation software. An
additional assessment challenge in having students sing in front of their class alone and within small groups is that
it may not provide an accurate reflection of student growth due to possible performance anxiety associated with
individual public performance. While allowing students to complete assessments in practice rooms may alleviate
anxiety, it may also increase concerns over student supervision and safety. Measurement of student growth within
the choral rehearsal would seem ideal but teachers may find it difficult to monitor individual student growth while
trying to manage instruction for the entire classroom.

Participants in this study were singers participating in choral ensembles in American high schools. Ensemble
members participated in an assessment model where four conditions were implemented. Both instructors and
ensemble members completed digital assessments using iPads under the following conditions: 1) individual singing-
practice room, 2) small ensemble singing-practice room, 3) individual singing-ensemble rehearsal, and 4) small
ensemble singing-ensemble rehearsal. Digital recordings were evaluated using an online rubric designed to assess
musical preparation and vocal development. This paper compares self and instructor evaluations, examines student
responses to the four assessment conditions, and provides insight into students’ reflections of the experience. In
addition to measuring student progress, the study compares physical indicators of anxiety (heart rate), as well as
more subjective, self-reported indicators of anxiety including student scores on an adapted Kenny Music
Performance Anxiety Inventory (K-MPAI). Choral music educators should be encouraged to utilize various
assessment options in order to meet the individual needs of the students participating in ensemble singing. Further,
teachers should be sensitive to student performance anxiety in a variety of assessment and performance
environments.

Cross-referencing Multimodal Responses to Structural Elements: A Neurobehavioural Approach to Music and
Emotions
Anri Herbst, Efthymios Papatzikis

It has been repeatedly reported that motivation for listening to music is majorly driven by the latter’s emotional
effect. Nevertheless, there is a relative opposition to this approach, suggesting that music does not elicit true
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emotions. Counteracting this notion, contemporary research studies employing behavioural and neuroscientific
methods indicate that listeners do respond affectively to music. Psychological studies show that listeners are quite
consistent in associating basic or primary emotions such as happiness, sadness, fear, and anger to musical stimuli.
Even children as young as three years of age reliably associate musical experts and emotions. There is also evidence
of emotional responses related to structural musical elements.

Although there is a scientific basis in differentially approaching and registering affective responses to music — as of
their behavioural or biological states — no study has yet combined behavioural and neuroscientific research domains,
cross-referencing their results. There is furthermore a quest for more research focus on the temporal dynamics of
music-related emotions, examining music emotions in longer pieces of music where emotive responses may differ;
this ‘continuous-response research’ requires new research tools and approaches, which suggests that multimodal
approaches that would include neurobehavioural responses should be used.

This talk will present preliminary results on measurements taken in a multimodal way from a group of musicians’
responses to structural elements within two compositions (South African and Greek). Based on the hypothesis that
‘an emotion, projecting a certain valence or intensity to a specific musical stimulus, provides a common behavioural
and biological imprint’ we will discuss and try to disentangle the question whether certain musical elements reliably
induce certain neurobehavioural responses. Three listening tests, an interview, as well as electrophysiological data
(EEG) will be provided. Findings of this study have multiple applications and are of consequence to the fields of
music psychology, composition, music education, music technology, music therapy and the film industry.

If You Listen, I'll Tell You how I Feel: Understanding the Phenomenon of Emotional Expression Through
Songwriting with Incarcerated Men
Catherine Wilson

Throughout human history, music has served as a coping mechanism when people have endured extreme hardships
in life. Music and songs in prisons evolved out of a necessity to express the pain of the prison experience. Research
has suggested that song writing is a powerful therapeutic and educational catalyst, and that song writing may
facilitate the processing of difficult emotions.

The purpose of this study was to gain a greater understanding of the emotions expressed in the songs of people
who are incarcerated, and how songwriting as an outlet for emotional expression influences the writers. Data
collected for this study included 47 songs written by 17 incarcerated men, written observations and reflections by
participants and three facilitators, transcriptions of four workshop sessions, and sound recordings/transcriptions of
16 spoken introductions and 13 songwriter-performed pieces. An additional 32 songs were collected from case-study
Axel James for examination. All data were collected using ethnographic methods. Modified grounded theory
techniques, including initial coding, focused coding, and memo writing were used to analyse the data.

Findings revealed that although the men expressed more happy emotions than sad in their song lyrics, the most
frequently expressed emotion was desperation, and desperation was most often expressed in songs with a context
of incarceration. Furthermore, findings suggested emotional connections and tensions among codes within
individual sets of lyrics. In addition, songs that expressed wonder and humour were often a way to cope with
incarceration, and song writing was also a way express the pain of addiction.

Throughout the workshop sessions, the men experienced feelings of psychological comfort in routines and
relationships established over time. Letters from participants stated that group interactions and opportunities to
perform for an audience were primary motivators in their decision to participate in the Songwriters’ Workshop. For
most men, group response processes generated new ideas for songs, and greater song quality. Some of the men
further stated that participating in the Songwriters’ Workshop helped them to foster better relationships with
others, and re-envision their futures.

Based upon these findings, | suggest that Waterman’s theory of the Personally Expressive Personality extends
beyond the individual. | propose a theory of the expressive community, in which the community influences
individuals, and individuals influence the community. | further suggest collective-actualization, in which individuals
in the communally realise the potentials, capabilities, and talents of the group and seek the achievement of these
potentialities.

Does Slow Music Always Sound Sad? An Exploratory Study of Listeners’ Affective Responses to Music Using
Linguistic Inquiry
D.Gregory Springer

Psychologists and other researchers have measured listeners’ affective responses to music using various static and
continuous methods, but few have measured affective responses as manifested in linguistic patterns. Prior research
has demonstrated the perceptual link between tempo and affect; many sources explain that slow tempi are often
associated with negative emotions (e.g., sadness) and that fast tempi are often associated with positive emotions
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(e.g., happiness). The purpose of this exploratory study was to analyze listeners’ affective responses to music based
on the linguistic content of their free-response writings.

Participants (N = 44) were undergraduate students at a large research university in the United States who were
sampled from music methods courses. They listened to four excerpts of solo piano music used in previous research
studies - two compositions by Mozart and two compositions by Chopin. Excerpts were labeled by composer name
and relative tempo as follows: fast Mozart (FM), slow Mozart (SM), fast Chopin (FC), and slow Chopin (SC).

After listening to each excerpt, participants wrote free responses describing the music. Responses were transcribed
into text files and subsequently analyzed using Linguistic Inquiry and Word Count (LIWC) software to investigate
the following dimensions: (1) word count, (2) general affect words, (3) positive emotion words, and (4) negative
emotion words. For each linguistic dimension, significant differences were observed among the four excerpts (FM,
SM, FC, and SC) with medium and large effect sizes. Results suggest that, although listeners’ use of general affect
words was influenced by tempo, their use of positive emotion words and negative emotion words was affected by
specific excerpt, rather than tempo. This finding, which is consistent with results of a prior study, suggests that
listeners’ written responses might be influenced by other collative or perceptual variables. Implications and
suggestions for further research are discussed.

2:00pm Research-P98: An Exploratory Study of a Rating Scale for Piano Improvisation
Chang Liu

The purpose of this study was to construct and examine a rating scale for collegiate piano improvisation. The 7-item
Piano Improvisation Evaluation Scale (PIES) was constructed and refined through a facet-rational approach to scale
development. Four piano students and one professional piano teacher were asked to record two improvisations
based on two motifs. Items of evaluation were made based on input from accomplished pianists and the knowledge
and expertise of the piano teachers. Twenty-five pianists with varying degrees of piano experience evaluated the 10
improvisations using the PIES. Reliability was good ranging from .82 to .91. Construct Validity for the PIES was
confirmed through the analysis of a multitrait-multimethod matrix (MTMM). The results of this study indicate that
this approach is an effective method of developing a rating scale for collegiate piano improvisation. The results
suggest that piano teachers need criteria that are specific to adjudicate the piano improvisation. This rating scale is
to provide piano teachers with tools, such as an evaluation package-PIES, that they can exchange their thoughts
and feelings about the ways of piano improvisation.

Seeing the Sound, Hearing the Images: From the Visual to the Sonic Through Explorations in Group Improvisation
Anthony Branker

The purpose of this study was to examine the classroom experiences of college students who were presented with
the challenge of creating group improvisations by interacting with visual art serving as creative stimuli that included
artefacts of photography, drawing, painting, sculpture, as well as objects of urban/street, computer, abstract, and
landscape art. This activity took place within the context of an academic course offering where twenty instrumental
and vocal music students from a liberal arts university worked together over twelve-weeks in various improvising
ensemble configurations to create works emanating from collaborative-based activities that made use of freer
approaches to music-making. Resulting data were collected from observing group rehearsal sessions and
discussions, student responses to questions following weekly sessions, field notes and informal jottings, and
responses to post-study questions. Select meeting sessions were recorded by audio and videotape.

When sharing their views on how interacting with visual imagery can impact one’s ability to create music through
improvisational means, students acknowledged that such a method can: introduce new approaches to creating
music in improvisational settings; offer alternative strategies for heightening communicative interaction in a small
group, especially one’s ability to listen and respond to the musical contributions of others; and help develop an
awareness of the importance of pursuing mutual understanding in group situations. Yet, students also recognized
that: it can be quite challenging to reconcile the often-conflicting interpretations found within a group; relating to
or “connecting with” an image in stimulating ways can sometimes be a difficult thing to achieve; crafting a group
improvisation without some manner of discussion can be both freeing and impeding; and the creative tension
between structure and freedom can be difficult to negotiate.

When visual imagery is used to stimulate sonic creation, such a method can: encourage exploration and risk-taking;
empower students to unearth new relationships between music and the visual arts; and promote communicative
interaction, collaboration and shared ownership.

Findings from this study suggest that interacting with visual art in ways that serve to inspire group improvisation
can provide students with the opportunity to re-imagine the process of creative music-making thereby serving to
facilitate the development of creative and critical thinking.
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Reshaping Musical Understanding Through Ipad Use: A Study of a Fifth Grade Composition Class
Katie Carlisle

This study is situated within the developing literature on touch interface technology use for composition within
music education settings. While there has been discussion on the use of this technology, with attention to the iPad,
in K-12 school music instruction (Burnard, 2010; Randles, 2013, Riley, 2013), there have been limited studies focused
upon the impact of touch interface technology use upon students’ developing musical understanding. O’Neill and
Peluso’s chapter (2014) documents a study of iPad use and impact within higher education settings for music.

The purpose of the study was to uncover fifth grade students’ developing musical understanding as they
participated in a project-based music technology curriculum focused upon creating original music. The technology
utilized was primarily iPads. The research question is: What is the developing musical understanding as a result of
student participation in a 5th grade music technology class focused upon project-based creative learning?

The study used semi-structured interview with student and teacher groupings. Four classes of 15 fifth grade students
were interviewed on a weekly basis for nine weeks. The class was taught by a teaching artist composer and a
graduate student composer at an urban charter school in the southeastern United States. The composers were
interviewed four times over the teaching period.

A major result from this study is students’ musical understanding was reshaped through their use of touch interface
technology. First, students with little to no experience with staff notation benefited from first interacting with the
GarageBand application for iPad, where pitched instruments students touch are labeled with letter names. When
students then utilized the Noteflight notation program, they were more confident naming notes on the staff.
Second, playing the instruments in GarageBand created a sense of confident musical play in students as they
developed their compositions. Third, tension ensued regarding the argument of the iPad as an authentic instrument
(Randles, 2013). The composers in the study presented the iPad as a instrument and tool for composition. Students
identified the instruments within iPad applications as instruments because of the realistic sampled sounds they
produce. However, students viewed the iPad itself not as an instrument because of the lack of tactile feedback
response when the screen is touched.

While students develop confidence and control manipulating and shaping sound through touch gesture, the current
lack of tactile response on the iPad that one experiences performing on an acoustic instrument is concerning.

English as Global Language in Music Education: Some Critical Considerations
Alexandra Kertz-Welzel

Internationalization and globalization created a global music education community which is not only linked by
similar ideas, but also shares a common language. English functions as global language, as Lingua Franca, and
facilitates the international discourse in music education. While it seems to be good to have a common language in
terms of improving music education globally through international dialogue and exchange, it also has its clear
downsides that are often overlooked: First, English as Lingua Franca can cause disadvantages for Non-native
speakers. This not only concerns English grammar, but also rhetorical practices that vary across cultures. Second,
the concepts, approaches and music education terminology of the Anglo-American music education tradition clearly
dominate the international discourse. Non-native speakers of English have to adapt their own ideas to the
vocabulary and concepts available in English, even though there might be inconsistencies. Third, the standards in
international music education journals follow Anglo-American notions of good writing. This does not take into
account sufficiently the diversity of rhetorical and scholarly practices in music education internationally. The aim of
this presentation is to raise awareness for the challenges and opportunities of English as global language in
international music education. By using approaches from globalization studies and English for academic purposes,
the presentation aims to offer new perspectives for more diverse thinking and terminology in international music
education. It is important for the future of music education, that the richness of various music education traditions
and research cultures can be part of music education internationally. Therefore, research is needed addressing the
diversity of music education and research cultures in a global world. Then, it might be possible to shape the
internationalization of music education in a way that takes into account the diversity of music education practices
and research worldwide and thereby facilitates the improvement of music education significantly.

Musical and Linguistic Negotiations of Cross-Cultural Music Learning Contexts
Brent Talbot, Alice Broadway

In the summer of 2013, thirteen American participants flew to Bali to engage in a course about language, culture,

immigration, and music. The purpose of this research was to examine these participants in three cross-cultural
settings involving gamelan music in Bali, Indonesia and the discourse surrounding transmission. The three settings
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included: 1) the Bali Arts Festival in Denpasar, 2) a facility for westerners to learn music and dance near Ubud, and
3) the village of Banjar Wani.

Borrowing from Talbot (2011) discourse was defined as "meaningful, mediated language-in-place" (45). We borrow
the word transmission from the field of ethnomusicology to convey an idea of teaching and learning that is socially
and culturally situated. We give further definition and description of the word by connecting it to research in
discourse analysis. For the purpose of this study, transmission is the process in which ideas or information are
conveyed and received from one person to another. The primary medium of transmission was gamelan music.

This research was conducted using nexus analysis, a methodological approach developed by Scollon and Scollon
(2004). Through this method we: 1) entered a zone of identification with key participants, 2) mapped the cycles of
people, places, discourses, objects and concepts in place, 3) explored these as mediational means, 4) focused on
interpersonal relationships and participation structure, and 5) examined how social power interests are produced
in the discourse. In these cross-cultural sites of transmission, objects (i.e. instruments) and concepts (i.e. gestures)
used as mediational means were common. We separated language from meditational means, allowing us to
examine how discourse changes its meaning, form, and function when it travels to new places (a concept
introduced by Blommaert, 2005).

Initial findings uncovered that individuals in these cross-cultural learning settings brought different cultural, musical,
and linguistic repertoires and experiences to bear on the creation of a collective group identity in which each
individual took ownership of teaching and learning. This co-constructed identity provided participants with a sense
of belonging, in turn serving to shift the initial roles in the group dynamic over time and allowing for individual
participants to form their own identities as teacher-students. We also found that cultural, musical, and linguistic
repertoires and experiences employed do not necessarily maintain their shape, form, and meaning when placed in
new contexts. Additional findings, implications for the field of music education, and suggestions for future research
will be presented at the conference.

Cultural Musical Appreciation in the Classroom: Theoretical Perspectives
Jessy Vargas Casas

This paper will review the concept cultural musical appreciation in the classroom and explore the main perspectives.
Research in music education has had its greatest achievements in the application of various methodologies called
active, instrumental, creative and others. Second, currently in Peru teacher performance in music education has a
greater impact on teaching instrumental music groups forming band, choir, plucked strings (guitars), sikuris group
(similar flute pan) and other for submitting music competitions causing a sensation. Few music teachers considered
context relevant context musical learning based on appreciation musical cultural. This qualitative research present
the anthropological perspective de Merriam  about music as culture; this premise have relationship to the
coexistence cultural heritage y cultural diversity. The philosophical perspective of Morin present the confluence the
fact musical in the organisation and chaos that promotes diversity observed during the music class; explained by
the complementarity Perspective of folklore and education of Arguedas argues that in order enter into intimate
communication with the child should know his way of being, the community where he lives and how s is the way of
being his parents. . On the field of musical education, Willems says that the conception of the music should not
prevail over the practice. However, you can make a difference with the premise you learn music, "feeling and doing"
which is complemented by an understanding of musical action. Moreover, Cultural music appreciation conventional
is emphasised for the instrumentation, the composer of the play and the aspect aesthetic. The role of the music
teacher in the classroom about music appreciation is to identify the prior knowledge of the musical experience of
their students. The analysis divided topics principals into subtopics these are incorporated to identify the elements
relate. Here the premise of music as culture re-articulates with the meaning of diversity and complementarity for
provides a way forward to inform and theorise.

The implication for music education is explain theoretical perspectives and re-articulate with cultural diversity for
generate new spaces culture in the classroom through strategies related to cultural music appreciation that
determines the understanding of the experience. The study concludes with the impact of duality tradition and post-
modernity as a cultural factor influencing the daily life of teachers in music education.

Keywords

Music appreciation cultural, theoretical perspectives, music, culture

The African Culture and its Presence in Schools, Music and Dance
Denise Andrade de Freitas Martins

The present paper overlooks the possibility of the approach of African music and dance as a strategy of recognition
and valuing of the African history and culture in schools, pinpointing the difficulties to the strengthening of the
Brazilian identities and to the access to the knowledge of our intercultural origin. The aim is to communicate the
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possibility of, through music and dance, approaching the side-remarks of the African culture in schools and the
presence of arts, as a strategy to the implementation of the Federal Laws 10.369/2003 and 11.769/2008. Thus,
presenting an intervention with the African culture in music and dance in a Brazilian school of basic education,
located in the state of Minas Gerais, with children ranging from 9-10 years old. The intervention, carried out in seven
meetings approached activities like conversations about Africa, story-telling, instruments building, African music
and dance practice, questionnaires and music performance. Of a qualitative nature, this paper used as a data
collection tool the field journals with registers from the meetings, later analysed based on the methodological
references of Phenomenology, in the scope of Sited Phenomenon. The results indicated the presence of the
inseparability of African music and dance and its potential of mobilisation towards the involvement of the children.
The activities carried out by the participants were permeated by a collaborative environment - carrying, organising,
distributing, putting away and using books, maps, CD players, albums and musical instruments, and, sympathy -
teaching one another to build and play musical instruments and allowing the sharing and cession of the instruments.
One might consider that such activities are capable of generating bonds of complicity (confidences of the teacher
to the researcher regarding the students), affection (greetings, kissing, hugging between the researcher and the
students) and enchanting (the know-how and the will to not stop playing, singing or dancing of the students and
the satisfaction of the teacher) may establish themselves as potentially humanising practices. Being with children
in social practices which involve African music and dance in the school might be a way of significantly enjoying the
forming potential of art and favouring the knowledge and recognition of culture and history of the African people,
consequently of our inter-cultural formation, whose attributions we should equally voice.

Key words: Social practices and educational processes; African culture; music and dance; school.

Dance and Music Learning in School Education: Narratives of Children about Bodily Experience
Fernanda Anders, Leda de Albuquerque Maffioletti

This work is a dissertation project in progress that seeks to understand the meaning that students attach to dance
music classes from their narratives about the bodily experiences that prepare learning a musical instrument.
Participate in this research students of the fifth year of elementary school in a private school in a big city Porto
Alegre/RS, which regularly offers Music Education from the second to fifth year. Students participating in the
research , during the four years they attended the musical education classes participated in a transformation
methodology, where classes began providing music activities involving body movement and greater mobility within
the classroom. Chairs and classes have been pushed to the side and the center of the room was free for the dances.
Experiments carried bodily consist of circular dances or dances in pairs and hand in rhythm games, most of them
coming from the folklore of different countries. In continuation of these activities, the songs initially experienced
by the body are added to the repertoire that is studied with flute and students are encouraged to create musical
arrangements collectively for the performance. It was noticed then a greater interest and engagement of students
through these activities that led to the development of this research. In the literature that deals with the body and
learning, the authors have added Strazzacappa (2001, Storolli (2011), Maffioletti (2012) and Pederiva to reflect on
the contributions of body movement to musical learning. The theoretical basis of the research is based on the
autobiographical method, adopting mainly Jean Clandinin and Michael Connelly (2008) as a methodological
orientation and Dorneles and Bujes (2012) considering the specificities of the research with children. Three
interviews were narratives captured in group sessions and one held immediately after the bodily experience and
two immediately after the execution of the recorder. The importance of this research is to listen to what children
have to say about their experiences with the music school and the role of bodily experience as an instance of
learning music.

Keywords: music school. Narrative Research. Dance and recorder . Body and learning. Research with children.

The Musical Diversity in the Classroom: What, How and Why Children and Youngsters are Listening?
Ana Lucia Gaborim Moreira

This survey realised with children and youngsters in elementary schools shows that the ways of listening and
appreciating music nowadays are changing. We can affirm that these ways are essentially related to the technology
and the repertoire is essentially influenced by the media. The researchers interviewed students in private and public
schools where the students have music classes. They used a prepared questionnaire with four simple questions to
learn about their musical preferences based on: what they know — we mean, what they usually sing and play; what
they listen to more; what they want to listen to (if they choose it or not) and what they like to listen to. We also
investigate how they learn this repertoire — in what places, in what context — and how they reproduce and share it
with their friends. We based our discussions in theoretical works about music and media (Subtil, 2006; Valente,
2004), about critical listening (Shafer, 2000) and about conceptions in music education (Swanwick, 2003). With this
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survey, we hope to help other music teachers to understand better what is the contemporary musical context
where we work and what are the children and youngsters’ feelings and ideas about music.

The Relational Turn in Aesthetics — a New and Radical Rationale for Music Education?
Kari Holdhus, Magne Espeland

Artistic practices in western societies seem to be in a process of changing their views on audiences,- in particular
young people. In the field of aesthetics, a paradigm shift from a work-based rationale to a more relational approach
to art and arts education seems to be emerging (e.g., Bourriaud, 1998). This coincides with relational trends in
psychology (e.g., Gergen, 2009). These practices reflect and mirrors an incredible culture of sharing which
increasingly seems to be a global phenomenon. How do, or should, music educators respond to this challenge?
Based on recent research and discussions (Holdhus & Espeland, 2013) we will reflect upon the significance of
relational trends in aesthetics and psychology for music education. If relations to art are considered to be part of
and even central in as well as for artworks, what are the implications for music teachers and musicians involved in
music education?

We approach this topic through our general research experience (Espeland, 1987, 2007, and 2011) and the specific
research experience of a doctoral work on school concerts in Norwegian schools (Holdhus, 2013). Our theoretic
input are various aspects of relational aesthetics, but also theories of Bildung (Klafki, 2011) and relational pedagogy
(Biesta, 2004).

The relational turn triggers a need for musicians and teachers to take on roles as initiators of communication,
becoming connecting transmitters of energy to pieces of art that evolves through co-action with the involved. As
we see it, the artistic and the educational fields have never been closer to a common and shared philosophy about
the educational value of the arts as a foundation for sustainable and democratic societies. What remains, however,
is to see to what extent art institutions as well as schools are willing or ready to adopt the change from a work-
based focus towards the relational in their respective and shared practices.

What we propose then, is to actively embrace, but also to adapt, the relational turn, but not uncritically and not in
a way that might reduce the meaning and importance of

great art, nor the quality of educational learning and Bildung. We think art and aesthetics as

well as education has something to offer in the construction of a new relational arts based

pedagogy.

A Cross-generational Examination of Musical Agency and Engagement in Non-traditional Music Education
Programming
Jennifer Hutchison

This research was designed to investigate the relationship between musical agency and musical engagement in
multiple generations in three different alternative music programs: secondary school students in a pilot informal
learning program, undergraduate music education students in an improvising and composing class, and seniors
partnered with secondary school students in an intergenerational choral program. A multiple case study
methodology was designed and each case study included two research phases completed between September 2011
and June 2013. The researcher attended the learning sessions, which were facilitated by program leaders, and
documented observable behavioural and attitudinal indicants of musical agency and engagement through field
notes, audio and visual recordings, informal discussions, and the collection of reflective artifacts. At the conclusion
of each study, flexible interviews were conducted with participants, program leaders, and program administrators.
The benefits of participation in music activities have been well documented (Colwell & Davidson, 1996; Gadberry
2010; Pitts, 2005; Reimer, 2009, 2003) and strong advocacy organizations have developed for music education in
many countries. As such, increased participation in music activities is posited to benefit society at large. Optimal
levels of engagement in music-making activities, resulting in rewarding musical experiences, are key to increased
participation, regardless of age or life-stage (Boswell, 1992; Freund, 2003; Hoffman, 1981; Hoffman, 2003; Lamont
2011; Myers; 1995; Nazareth, 1998; Rickard & McFerran, 2012; Thibeault, 2013). Therefore research that promotes
understanding of how to identify and facilitate optimal engagement of music learners is crucial to extending the
benefits of music programs across society. Karlsen (2011) observed that outcome-based learning in music neglects
consideration of students’ musical agency, undermining the meaningful process and value attributed to students'
conditions of experiential learning. This research therefore, focused on the experiential perspectives of participants
in relation to music programs that acted as vehicles for transformational learning (O’Neill, 2012) and heightened
levels of agency and engagement.

In combination with Deci and Ryan's (1985) Self-Determination Theory (SDT), the research identifies affordances
specific to the development of musical agency and engagement in educational contexts. While SDT highlights the
psychological commonalities of autonomy, relatedness, and competence required to facilitate optimal learning
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environments across all programs, each cohort in this investigation reveals specific agentic factors categorized as
affective response, relevance, relatedness, recognition, realization, recollection, rejuvenation, and reconnection
that facilitate rewarding music learning experiences. The research indicates that the facilitation of musical agency
(Karlsen, 2011) is a key element of musical engagement.

The Relationships between Attitude and Preference on World Music of College Student
Tian Tang

Descriptive and experimental research in music education has drawn distinctions between attitude, opinion, and
preference. Attitude, the broadest concept of the three, cannot be measured directly; rather, attitudes are inferred
from opinions, behavioral intentions, and preferences. It is conceivable that many studies have emerged fields of
psychology and sociology to theoretical examinations of attitudes toward music, but the emphasis has been upon
the western music. This study examined the relationship between attitude and preference of music and non-music
major college students on world music. Two hundred students were selected randomly and tested individually on
both attitude and preference. Subjects were college students, 157 music major and 182 non-music major in central
China. All subjects were tested individually for both world music attitude and preference tasks. The order of task
testing was counterbalanced to prevent possible test-order bias. Scores on the attitude of world music test served
as the basis for seven music-style within each major. Music excerpts from 7 countries were used as examples of
different world music. Participants listened to 12 musical excerpts and completed the WMFPT questionnaire.
Analysis of world music attitude indicated a non-significant difference between the major groups, and subjects
expressed favorable attitudes toward China, Euro-American and Korea. Pearson correlations between the two
groups were generally high on attitude and preference. This study could have implications for collegiate course
offerings and teaching strategies for the same.

Musical Education in the Family: The Invisible Logics
Celson Gomes

This study is about a families musical learning from the city of Santarém in the state of Pard in northern of Brazil,
whose members developed, and are still developing, musical activities. The research aims at analysing the dynamics
of production/reproduction and the processes of transmission/musical learning experienced by this family over four
generations, including a period of about a century. Taking into consideration sociological assumptions, the study
considers that the training and musical learning, are overlapping pattern into a context of multiple interactions and
learning. The data analysis seeks to understand educational issues underlying these interactions and learning, such
as parents' educational project, expectations and opportunities for learning and musical training, as well as their
relations with the cultural dynamics of social changes experienced by this family throughout its existence. From the
references of Bourdieu, Gayet, Lahire, Setton and Singly, and using the methodology of the Oral History, it is possible
to certify that the practices and the musical learning as well as educational project are related to their own family
histories, values, heritages, and special features are also present in the family’s musical production: composing,
arranging, recording, cataloging and writing about music and about music. This production is also related to the life
in broader society, pointing to the importance of musical practice in social and familiar socialisation. This dynamic
of familiar musical learning, also comes monitoring and adapting to the sociocultural changes.

Based on the memories of those interviewed, it was possible to identify ways of musical transmission/learning
related to the practice of a “family music tradition,” configuring the existence of “musical education in the family”.
There were moments of teaching/learning in the family described as natural, such as classes and moments in which
“there was no awareness of the learning process”, showing, through their reports, the existence of a “diffuse”
learning method.

This “diffuse” or “silent” method was revealed in the games from their old childhood memories, or in leisure times
lived in their youth in which the learning occurred “subconsciously”. Sometimes the musical learning happened “by
looking at" the father’s hand, when the son stayed by the father ‘s side “for years and years” watching him produce
music. According to those interviewed, the learning process happened in a “natural” manner. The work sought,
therefore, to uncover what was behind this “natural process” concerning the musical learning of the members of
the family researched.

Musical Experiences Reconstructed in/by Elderly Women’s Remembrance: A Study Based on the Oral History
Jaqueline Marques

This research communication presents a clipping of a research that focused elderly women’s musical experiences.
The main goal of the study was to comprehend musical experiences that are in the elderly women’s remembrances.
To analyze this theme, it was necessary: to comprehend the experiences that the elderly participants of the research
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had with music during their lives; evoke spaces in which these musical experiences happen/ed; reconstruct the types
of these musical experiences; interpret the means in which these experiences were lived; describe and discuss the
forms and contents of these experiences. To conduct this research, there was a literature review on available papers
and that have thematic study on aging, old age. Regarding studies on musical education and aging, | mention some
fronts of study, like: choral singing in old age and music teaching procedures for elderly. Also, about Teaching music
in old age and learning music in this stage of life and studies related to musical Education and memory. Considered
as qualitative research, it has the Oral History as methodological choice and uses the interview as data collection
procedure. Ten women who are part of the Coral do XXXX took part in this research. The theoretical reference was
based on the discussion about musical experience, like social experience, and the issue about the memory and
remembrance related to old people’s memory, which, in this case, are women. Due to the choice of the clipping for
the presentation in communication format, | will present the results of one of the chapters of the analysis: elderly
women’s musical experiences in this stage of life. This study may contribute to the musical education field, in the
preparation of pedagogical-musical proposals that involve this public, to the organization and planning of public
policies related to aging, to the comprehension of how music and its teaching/learning may be present in this
process, making another perception of old age possible.

The Elderly Relationship with Musical Learning
Carolina Giordano Bergmann

This research was held in Campinas (Brazil), with elderly who attended music classes in CEMULC's course. The
research aim was to understand the symbolic representations and perceptions about music and making music, to
know the tastes and preferences, reaping reviews of seniors who participated in lessons and to understand their
relationship with music. The research adopted the methodology of case study with the direct non-participant
observation and semi-structured interviews. The theoretical background used was: Ecléa Bosi, for issues relating to
memory and on Tratado de Geriatria e Gerontologia, compendium of papers addressing issues related to aging. In
the field of music education, we sought support in John Paynter and Murray Schafer, musical educators who worked
with the proposal of music education based on creativity, making music and listening. Data analysis has highlighted
some aspects as different difficulties in learning music process and the fact that the elderly have the capacity to
learn new things.

Constructivist Learning and Teaching Perspectives within Tertiary Music Education in South Africa
Debra Joubert, Sonja Cruywagen

Research shows that university lecturers do not provide students with an understanding of constructivist concepts
and opportunities to bring student-centred perspectives to their own learning. It is our view that the
reconceptualization of teaching within tertiary education is therefore essential to enable the successful
implementation of a constructivist approach in the classroom.

Aim of the research

We regard constructivism as an essential part of learning research theories and the aim of this paper is to share the
personal understanding and perceptions of these theories amongst tertiary students. These students questioned
their perspectives as they move towards student-centred learning approaches.

Method of the work

Third year Music Education Students at the University of Pretoria, South Africa, enrolled in BMus and BA (Mus),
participated in this study. Data sources included structured interviews, workshops and group discussion to evaluate
the level of acquired knowledge and perceptions of tertiary students on the concept of constructivist theories. Class
assignments were given to the students to define their perceptions regarding the implementation of these theories
in the classroom. Observations were made to determine the practical feasibility of their understanding by including
student-centred games and activities.

Results and summary of the main ideas

Data analysis of interviews and workshops revealed that tertiary students have a theoretical understanding of
constructivist learning theories, but the observations during practical lessons revealed a gap between their acquired
conceptual knowledge and opportunities to apply them successfully in the classroom.

Conclusions and implications for music education

We feel that it is of great importance that music educators evaluate and revise university learning programmes to
facilitate a constructivist learning environment within tertiary education. It is crucial that various adjustments and
challenges need to be taken into account in order to empower music students to introduce a student-centred
approach in the classroom. The outcomes of successful implementation in the classroom can only be applied when
tertiary students are faced with their own teaching and learning perspectives. A South African classroom
environment is ideal for constructivist building theories because of the unique cultural diversities amongst learners.
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“Blending with Purpose” (Picciano): A Multimodal Model to Enhance Tertiary Music Education in South Africa
Sonja Cruywagen

The extensive worldwide variety of communication and information technologies currently available has enriched
teaching and learning experiences over the past few years. Innovations and challenges in music education curricula
have forced teachers to rethink the content, provision of tuition and assessment. It is of paramount importance to
utilise multiple approaches including face-to-face methods and online technologies that address the learning needs
of tertiary students.

Focus of the work

The purpose of this paper is to explain the significant and essential enrichment in teaching and learning in Music
Education through multimodal learning. Music Education at the University of Pretoria (UP) in South Africa, is an
elective or fundamental module for full-time undergraduate students enrolled in BMus or BA (Mus) courses.
Approach of the work

South Africa is one of the most diverse countries in the world. This diversity is also represented in the different
personality types and learning styles of the Music Education students at UP to which the blended pedagogical
objectives and activities greatly appeal. To enrich the teaching and learning experience in Music Education, the need
for the incorporation of digital technologies led to the evaluation of the Blending with Purpose Multimodal Model
of Picciano (2009) and the implementation of an adapted multimodal model for Music Education at UP.
Results/summary of the main ideas

In order to focus more time on education and to use contact time in class effectively for creative and collaboration
sessions, multimedia lectures are delivered online. To measure the efficiency of these lectures, online exercises
integrated immediate practice, feedback and support. Through online discussion boards the students respond to
questions and provide their own perspectives, while evaluating and responding to the opinion of others. My
research shows that the benefits of the “flipped classroom’ approach encourage students to explain the newly
acquired knowledge through their own experiences. The application of their newly acquired knowledge, are
focused on coghnitive skills. In the face-to-face sessions students are active in the learning process and engage in
problem-solving activities which give them a reason to want to learn.

Conclusions and implications for music education

The pedagogical approaches and technology that are included in the adaption of the multimodal model are driven
by the programmatic goals and objectives of Music Education. In using multiple approaches, students experience
learning in ways that encourage increased competence, success and the convenience of engaging in course material
anytime, any day, and anywhere.

A Study on Credit System Reforms Carried in High Music Institutions in China
Yue Yan

Credit system acts as a teaching system in institution of higher education. In the early 20th century higher
professional music institutions in China conducted credit system and in mid-20th century it drew academic year
system from the former Soviet Union. In the 80's of 20th century, in order to meet the diverse needs of community's
cultural talents, each institutions conducted reform on teaching management system and embarked on the road of
credit conversion. Professional music education has its special nature that is different from normal higher education;
the credit system has its own advantages and specific requirements. Credit system reform in higher professional
music education must strive to make the two aspects’ advantages and characteristics reach ideal state.

This paper focuses on credit system management mode and characteristics in higher music education in China. To
combine with the particularity of professional music education, it makes analysis on the necessity and feasibility for
Chinese senior music institutions to carry out credit reform; on how to overcome barriers of the credit reform of
senior professional institutions, it puts forward views and thinking on credit system. Base on analysis on national
conditions, generates perfect credit system for professional music education to help train more outstanding
musicians.

A Study from the Motivation Perspective on the Musical Learning of Participants in a Carnival Block through O
Passo
Lizzie Lessa, Rosane Cardoso De Araujo

This text brings evidence to research about the musical learning and motivation of the participants in the percussion
section of the carnival block Sargento Pimenta (Rio de Janeiro/Brasil). The goal is to investigate this learning process
through the O Passo (The Step) method from the motivation perspective. Sargento Pimenta is a carnival block that
emerged in 2010 with the idea of mixing The Beatles’ music and Brazilian percussive rhythms using O Passo, a

116



method by Lucas Ciavatta, as a tool for musical teaching and learning. About 150 people currently belong to the
group composed of two sections: the band (electric guitar, electric bass, cavaquinho, brass instruments and vocals)
and the percussion section (surdo drums, tambourines, snares, repiques, tamborins and agogds), combining
carnival tradition and thematic innovation. O Passo suggests a way of structuring the musical practice through a
specific gait, where the student moves the body axis working the balance and having the notion of regularity —
essential to beat learning. The Flow Theory by Csikszentmihalyi and the studies on motivation and learning from
Bzuneck and Boruchovich are used as the main theoretical framework in this research. A case study is used as the
methodology, conducted by interviews with the block’s leaders, field observation and a questionnaire to the
members of the percussion section. The motivational elements analysed through O Passo are organised in the
following categories: a) initial motivation (participant’s interest to search musical learning in the block, when they
started and why); b) current motivation (reasons to continue in the group); ¢) performance assessment (how the
participant evaluates its own performance); O Passo activities (how the participant feels during the activities and in
relation to the context and to the group); e) concentration and engagement in the activities (distortion of temporal
experience); f) repertoire influence (appreciation of the performed repertoire and musical preferences). This study
intends to contribute to the researches on motivation in the Brazilian musical and educational contexts and to foster
the discussion about O Passo, a relatively new active method, not academically researched yet.

Keywords: musical education, O Passo, motivation, Flow Theory.

An Approach to the Educational Experiences of the School of Initiation to Music and Dance Ollin Yoliztli
Palacios Lourdes

1. Theoretical/Pedagogical foundation

The present work encompasses an experience in musical education that takes place in the School for Music and
Dance Initiation Ollin Yoliztli (EIMDOY), which originated from the idea of incorporating the common expertise to
Mexican traditional music and dance, together with the knowledge of classical music and dance, common to
academic circles. The study is made from a cultural perspective that conceives music making as a complete social
phenomenon, and relies in the same manner in theories that are focused in the inquiry regarding the peculiarities
of a knowledge based on oral and written means, so that the repercussions of these processes in the human
conscience structure are better understood.

2. Objective

The research proposes the identification of the elements that distinguish the education model generated in the
EIMDOY, and to understand and describe the educational experience processes - through both oral as well as
written procedures - that subjects display and develop.

3. Methodology

The study is made from an ethnographic methodology perspective, an interpretative focus that considers the
understanding of the social environment that makes the specific learning situation possible. The observation of
cultural and educational practices from everyday interactions, as well as thorough interviews, to better understand
the meaning of their actions, the subjective significance and the relations between them.

4. Results

From the perspective of the protagonists, the integral studies of the types and procedures of classical music and
traditional Mexican music, has had very positive repercussions in child development, allowing for a more complete
musical education, expanding and strengthening their capacities and widening their horizons; and in this way
favoring the development of a holistic and integral musical thought and a more organic acquirement of musical
language.

5. Conclusions

The EIMDOY has generated a model for interdisciplinary and inclusive music education, with its own identity and
features, that sustains the heritage of oral and written cultures and that contributes knowledge not just in the
sphere of professional music education, but that it also possesses significant qualities that can be considered for
giving solutions to the needs of music education in the sphere of basic education.

Re-imagining Schools as Music Festivals
Kristina Kelman

There is widespread agreement that entrepreneurial skills are crucial for young people today (Down, 2006), yet
there are few studies of high school students engaging in entrepreneurship education that might prepare them for
music industry careers. This design-based study (Barab & Squire, 2004) has been developed in response to these
challenges. It explores a group of high school students (15 — 17 years) who alongside their teacher, have co-designed,
developed and implemented a youth music festival in the inner city of Brisbane, Australia, as an extra-curricular
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activity, occurring annually since 2010. The project was designed to give students a real business situation for
learning about entrepreneurship in the music industry.

The study is informed by the concepts of network learning (Siemens, 2006) and social capital (Coleman, 2000;
Putnam, 2000) and examines the process of learning with and through others, in particular, peers. It responds to
critiques of traditional music education models (Green, 2006) and calls for new approaches to teaching and learning
for the knowledge economy (Leadbeater, 2000) where both teachers and students are seen as prod-users (Brun,
2008).

Students organised themselves through online social network sites. Online meetings in Facebook were captured
over a two year period to extract evidence of both explicit and implicit learning in their process. Interviews and
focus with students mid-way to provided a richer sense of the learning taking place in the online conversations.
This high-stakes environment increased their sense of presence and participation and made it possible for these
young people to distribute expertise and learn from each other in a reciprocal and more democratic way.

The ongoing success of this annual music festival can be attributed to the entrepreneurial attributes students
developed, enabling them to test their ideas and solve highly complex problems. The outcome has enabled the
prod-users to reflect on the challenges around the emerging exclusivity, particularly in regard to the groups’
reluctance to welcome and induct new, younger members, as well as the challenges for the festival’s sustainability.
The festival was an extension to the curriculum and as such placed heavy demands on the students.

The experience of self-directed and network learning, and recognition of a music education that gives students a
real business situation constitutes a rich resource to build into future contexts.

The Insertion of Music in the School Context: A Case Study in a Private School in Porto Alegre/RS
Carla Lopardo

This work is a doctoral result of researching in progress, looking up to observe, analyze and discuss the ways that a
private school in Brazil travels to implement the Law 11.769/08, which makes compulsory the teaching of music in
schools, in all levels of education. Two aspects were constituted as guides in the process of observation and analysis
of the music inclusion in this school, they are:

e innovation school: they think the schools that innovate and vision of the school as a learning organisation from
new challenges.

» the school routine: the vision of the educational community on the new institutional reality.

The method is the case study and data collection techniques to semi structured interviews, participant observation,
field diaries and focus groups. In this research, interviews were lead to the directive team of the school, with
teachers, staff and families who have experienced the first moments of the insertion process of music in the school
environment. On the other hand, the community und