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Abstract

An extensive review of music education in Australia, The National Review of School
Music Education, was conducted in 2005, but due to the self-determining nature of
Victoria‘s schools, the report was unable to determine the number or nature of classroom
music programs operating in Victoria. Anecdotal evidence would suggest that many
schools do not operate classroom music programs due to a shortage of qualified staff, but
with access to tertiary music education rapidly diminishing in regional Victoria, there is
little indication that the situation will improve.
This mixed methods research set out set out first to show numbers and types of music
programs operating in rural schools and universities, then how music teachers perceived
their roles and undergraduate preparation for music teaching.
The research was conducted via online and personal communication with universities and
via two surveys emailed to all Victorian regional state, Catholic and independent primary
schools.
Findings show that tertiary specialist music education has all but disappeared from
regional Victoria and a large percentage of country primary school students are receiving
little or no qualified music education. Principals are struggling to find staff to teach music
in their schools and only a small percentage of responding music teachers were qualified
specialists. Pre-service training in music is seen to be lacking in both quantity and quality
and teachers are highly critical of the placement of music within the Arts Key Learning
Area particularly when it comes to reporting.
The thesis concludes that despite the arts‘ inclusion in the new National Curriculum,
Victorian primary schools students will not have equality of access to music education
until there is an increase in the number of music teachers being educated. The Queensland
model in which music is compulsory, shows that this is possible, but only with an
increase in the status of music in the curriculum together with a resulting increase in
funding.
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1.0 INTRODUCTION
1.1 Introduction
In November 2005, Professor Margaret Seares reported to the Honorable Brendan Nelson,
Minister for Education, Science and Training on what was the most extensive review of
music in the history of Australian education. In The National Review of School Music
Education (NRSME) Seares stated:
The review has made the case for the importance of music in Australian schools… while
the submissions and surveys revealed some fine examples of school music programmes,
they also reveal cycles of neglect and inequity which impact to the detriment of too many
young Australians, particularly those in geographically and socially disadvantaged areas
(DEST, 2005, p. iii).

Existing literature reveals that there have been some initiatives in response to the review‘s
recommendations (Lierse, 1995-6; Pascoe, 2007; Stevens, 2010). However, seven years
on from the review‘s release, little evidence has been found to indicate that these
initiatives have had a significant impact on the number of music programs operating in
regional Victoria. Data gathered for this thesis show that a large percentage of schools in
rural regions of Victoria are missing out on a music education program and that much of
what is being taught is neither sequential nor taught by qualified staff.
Until now, no local research has been undertaken to ascertain the extent of the music
education shortfall in regional Victorian primary schools. In the 1990s, research
investigated the state of music programs in secondary schools in Victoria, it concluded
that it was not possible to ascertain how many music specialists there were teaching in
Victoria because of the state‘s decentralized administration system. In addition, neither
the Stevens report of 2003 nor the NSRME had the figures to show the numbers of
programs operating in Victoria.
One of the disturbing observations from the research undertaken by the Review is that it
is not possible to give a complete and accurate portrait of student participation and
achievement in music across Australian schools (DEST, 2005, p. 50).

All of these factors highlight the need for this research. There appears to be numerous
factors at different levels contributing to the current situation. Over the last two decades
the profile of music has significantly shrunk from the face of Australian education. In
13

1988, when the states and territories agreed to ten common national goals for schooling in
Australia (MCEETYA, 1988), music was absorbed into one of eight learning strands
known as The Arts. Within subsequent models, it has been suggested that this, at least in
part, is the reason why music appears to have been devalued in the eyes of the public
(DEST, 2005, p. 106). The lowered profile seems to have equated to less time and less
funding. This has added to the pressures arising from an emphasis on literacy and
numeracy as schools have difficulty justifying time and money needed to incorporate
quality arts programs in the timetable. Minimal experience in music means that few
students leave school with the confidence to enroll in music electives at tertiary level. A
natural consequence of this is that music in regional teacher education institutions is
restricted to compulsory arts units which are ever decreasing in contact hours
(Temmerman, 2006a, p. 37; 2006b, p. 7). As a result, teachers are emerging without the
confidence and expertise needed to implement effective music programs and a cycle of
arts deprivation continues for Australian students - particularly in ―geographically and
socially disadvantaged areas‖ (DEST, 2005, p. i).

1.2 Purpose and significance of study
Despite or perhaps because of, political changes since the release of the NRSME, very
little has changed for the better in the world of primary school music education in
regional Victoria. The majority of problems cited in the review still exist along with other
concerns raised by education professionals. The purpose of this study is to determine the
extent and nature of these problems in country Victoria, particularly with reference to the
provision of teachers to the profession, and to explore possible strategies to improve the
current status of music education here.
The significance of the study lies in its ability to provide empirical evidence of school and
university program numbers and nature in country Victoria. In addition, it will gather data
on the experiences of principals and music teachers operating within the sphere of music
education. This study is the first of its kind, setting out to examine in detail, each factor
that impacts on the provision of primary school music education in the state of Victoria.
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1.3 Background to the study
Essentially, the impetus for this research was driven by a professional concern in the
realm of teacher education. I have been a music teacher in primary and secondary schools
for over twenty years and throughout the last ten, I have also been involved in
undergraduate primary teacher education, running several music elective units. During
my tenure, I regularly received requests from local principals, asking me to recommend
―a good music graduate‖ for a teaching vacancy while at the same time, music electives
were slowly being discontinued. While this was obviously of concern to myself and the
music students in the university, I began to wonder if there was a connection between the
two and just how widespread the problem was. Were we the only institution being forced
to cut music education options for our students? Were principals all over country Victoria
struggling to find music teachers and how did currently practising music teachers
perceive the situation? The question of ―supply and demand‖ of music teachers underpins
this study. It looks at the flow of provision of music education from its origins in teacher
education, through the experience of music teachers themselves to its destination in
primary schools (through the eyes of principals). In this research, the dual role of the
music teachers is pivotal. They can assess the quality of music programs offered at
universities while at the same time reflect on the nature of programs they themselves offer
in schools. This led to the formation of my research questions.

1.4 Research Questions
The questions pertain to provision of music education to music teachers and to
schools/principals that employ them. Therefore, it became clear that although my overall
question pertained to music education in rural schools in Victoria, a number of guiding
questions were necessary to determine more specific information about each level of
provision.
General research question
What are the factors affecting the provision of classroom music programs to regional
Victorian primary schools?
As the study examines three different components of music education, specific guiding
questions were developed for each area:

15

Guiding research questions
For Universities
1. What tertiary options are there for undergraduate students in regional Victoria wishing
to become music teachers?
For Music teachers
2a What is the education background of participating music teachers?
2b What is the nature of music programs operating in participating schools?
2c How do participating music teachers view working in rural Victoria?
2d How do participating music teachers view their teacher education?
For Schools (Principals)
3a What is the background of schools participating in the survey?
3b How are music programs being implemented in participating schools?
3c What are the experiences of participating principals in employing music teachers?
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1.5 Mapping the provision of classroom music education
The diagram below shows the relationship between the three providers involved in the
delivery of music education.

GOVERNMENT AGENCIES
Provide

Policy, Curriculum, Funding

Music Education

Music Programs
SCHOOLS
(PRINCIPALS)

MUSIC
TEACHERS

UNIVERSITIES

Jobs

Enrolments

Figure 1.1 Parties involved in the provision of classroom music education

Universities (and other teacher education institutions) are at the commencement of the
‗chain‘, being responsible for educating the deliverers of classroom music programs. If
they are not providing adequate quantity and quality tertiary music education, it follows
that music teachers will not be available for schools to employ in adequate quantity or
quality. Music teachers themselves are at the centre of the study as both the customers of
tertiary music education providers and as employees of schools, while schools (with
principals at the helm) are at the receiving end of the music provision line. Over-arching
the provision line is the influence of government which determines policy and
curriculum* (examined in the literature review). These elements provide the framework
within which all of the other providers must operate but even appropriate policy and
curriculum will not ensure quality music education if adequate government funding is not
supplied.
* It should be noted that independent schools operate outside the illustrated model to
some degree, being less constrained by government funding and curriculum than Catholic
and state schools.
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1.6 What defines a “music teacher”?
There are several different ways to interpret the term ―music teacher‖ and it is important
to clarify how it will be used in this study. In some instances, ―music teacher‖ may refer
to a person who has had some form of specialist education in music, in others, it may
refer to someone who has a generalist background but who is solely responsible for
teaching the music program in a school. It may also refer to someone teaching a musical
instrument. As we will see in Chapter 2, the Victorian Institute of Teaching (VIT) has
clear guidelines for principals defining what qualifications it requires for a teacher to be
considered a music specialist.
For the purposes of this thesis however, a reference to a ―music teacher‖ or ―music
specialist‖ refers to the role of the teacher rather than to their qualifications (unless
otherwise specified). Music teachers surveyed for this study were responsible for music
programs that operate for a full class of children usually during ―release time‖ for the
generalist teacher. Some schools offer choirs, ensembles and instrumental tuition and
while principals were asked whether or not their school operates these sessions, this
information was only a small part of the data gathered.

1.7 The scope of the study
This study addresses the provision of classroom music programs to all primary schools in
regional Victoria. It does not examine programs in secondary schools where data has
previously been gathered in the 1990s, nor does it address provision in metropolitan
primary schools. This is because of the focus on teachers and their education, the
opportunities for which are quite different in the country to those in Melbourne. The
research does not examine in detail, provision of practical music (instrumental lessons,
choir, ensembles etc) which are deemed beyond the scope of the study. It does not look at
the final destination of provision which lies with country Victorian school children.
However, their provision needs are referred to extensively in Music education for
children, why provide it? in the first section of the literature review.

18

1.8 Brief outline of thesis
Chapter 2 presents a review of the relevant literature. Its first section examines the
evidence that provision of music education is of benefit to children. The second section of
the chapter examines literature on government policy and curriculum while the third
looks at the role of teacher education. Chapter 3 outlines the methodology for the study
while Chapter 4 pertains to Guiding Research Question 1 and describes the precise nature
of music education made available by Victorian universities to undergraduate teachers.
Chapters 5 and 6 describe, analyse and discuss the data gathered via two internet surveys.
One of these was for music teachers and the other for principals (the spokesperson chosen
for schools). This data pertains to the remaining two guiding questions. Chapter 7
includes an evaluation of the method framework and recommendations based on the
research findings.

1.9 Conclusion
This study sets out to answer questions about the provision of music education in regional
Victorian primary schools. If the role of the music teacher is at the centre of the provision
flow, an adequate numbers of quality teachers is pivotal to the success of music
education. If there are insufficient qualified teachers to meet demand in regional schools
then it follows that attention must be given to teacher education programs, particularly in
regional universities.
This thesis intends to investigate these issues and will propose ways forward for ensuring
the quality provision of music education in regional Victorian primary schools.
The following chapter is a review of the literature examining national and international
material of relevance to the topic.
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2.0 LITERATURE REVIEW
2.1 Introduction
This review of literature identifies and reports upon relevant material in the field of music
education. The topic is broad and therefore necessitates an extensive review, covering a
wide range of material. It provides a critical view of current research, gaps therein and
also provides the context for this study at a state, national and international level. The
review commences with literature examining the reasons for offering music education.
This exploration provides authoritative justification for music educators‘ belief that music
is of benefit to children and school programs, for this belief underpins the need for the
research. The middle section explores policy, curriculum and funding while the final
section examines the relevance of pre-service teacher education.

2.2 Music education for children: why provide it?
Extensive research has been conducted on many different levels into the advantages of
learning music in schools. Evidence is presented in this section showing that parents and
the wider community would like to see music and the arts occupying a more central
position within school education. Some literature advocates for equality of access to
music education. The argument that music ―makes you smarter‖ is examined with regard
to its effect on other subject areas and its ability to cause structural changes in the brain.
Music‘s benefit to students with learning difficulties and its role in enhancing self-esteem
are examined together with its possible role in social and emotional education. Literature
showing the importance of music content choice is examined together with its intrinsic
value to a well-rounded student education. The section concludes with an exploration of
the importance of quality teaching.
2.2.1 Community attitudes to music education
In its Background Briefing Paper to the standing committee on Education and Training
(2008, p. 14), the Australian Music Association claimed that there is a significant
contradiction between existing educational frameworks and the way music is valued by
parents and the community. The Association claims that music is too often seen by
educational institutions as a ―low value area of learning‖ or a nice ―extra‖ to be fitted into
an over-crowded curriculum when its status within the community is something quite
20

different (2008, p. 8). In 2001 The Association commissioned Nexus Research to prepare
a report based on triennial research conducted in America for the last 20 years. The
research in Australia was carried out with 1,000 randomly selected households and
surveyed 2,400 people (2001). The survey found near unanimous agreement that the
study of music should be part of a well-rounded education (95%) and all schools should
offer an instrumental music education as part of the regular curriculum (91%). The study
also found that 87% of respondents supported the notion that music education should be
mandated by the states to ensure every child has an opportunity to study music in school.
Currently this is the case in only one state in Australia – Queensland.

In 2000, the Australia Council for the Arts published a landmark research project on
Australians and the arts (Costantoura, 2000). This report found that 85% of people agree
that the arts should be an important part of the education of every Australian child, while
86% would feel more positive about the arts if there were better education and
opportunities for students in the field.
In addition, in its final report, The National Review of School Music Education's
Augmenting the Diminished found:
Overwhelmingly, the submission responses revealed a groundswell of broader and local
community support for the provision of music education in schools, expressed
specifically as an understanding of the value of music education (DEST, 2005, p. 57).

2.2.2 Equality of access
The National Review (NRSME) offers as its second strategic direction:
To ensure every Australian child has opportunities to participate and engage in continuous
sequential, developmental music education programmes regardless of geographic
location, socio-economic circumstances, culture and ability (2005, p. 111).

As funding for such programs has not been forthcoming, it is important to consider the
implications of this statement. A recent report into tertiary music education in Australia
(Global Access Partners, 2011) points out that there are large costs involved in training
young musicians that have been subsidised by parents for decades. It states that
financially privileged students are advantaged when they graduate from high school and
seek university entrance:
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In the absence of adequate musical training at school, the identification and nurturing of
musical talent lies very much in the hands of the private sector, an option denied to the
less advantaged… Equality of access to tertiary music education depends upon equality of
access to pre-tertiary music education, which at present is spectacularly absent in
Australia. Pre-tertiary music education must become a priority on the national cultural
policy agenda (2011, p. 8).

It goes on to recommend that:
The Australian Government should invest in the development of a strong pre-tertiary
music education sector, promote a higher standard of music teaching in schools and
increase opportunities for children of all socio-economic backgrounds to study music
from an early age (p. 35).

Other documents examined in the policy section of this review refer to the importance of
equality in Australian education, but there appears to be a gap between what is regarded
as important and or ideal and what it is actually possible to implement at ―coal face‖
level.
2.2.3 Does music enhance other areas of study?
The phenomenon of music study enhancing other areas of study is a process referred to as
transfer. The easiest form to identify is ―near transfer‖ when there is a close resemblance
between the training domain and the transfer domain. An example of this could be the
fine motor skills that develop while learning to play a musical instrument leading to
increased speed in typing. Whilst these effects are easy to illustrate, it is far more difficult
to demonstrate ―far transfer‖ where the resemblance between training and transfer
domains is much less obvious. For example, learning to read rhythmic notation and
understanding fractions in mathematics is an example of far transfer (Hyde et al., 2009).
Lois Hetland conducted a meta-analytic review synthesizing the results of 15 independent
studies addressing whether or not active instruction in music enhances preschool and
elementary students‘ performance on spatial tasks (2000). Spatial abilities she claims, are
said to be useful in the study of mathematics (Deheene, Spelke, Stanvescy, & Tsivkin,
1999). There are two types of theories put forward to explain why music instruction might
enhance performance on spatial tasks: ―neural connections‖ theories and ―near transfer‖
theories (2000, p. 180). Of the first type, the best known is the ―trion‖ theory which
suggests that music and spatial processing centers in the brain overlap so that music
training at an early age is effectively ―exercise‖ for spatial-temporal reasoning. The
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second type of neural connection theory, the ―rhythm theory‖ suggests that processing
rhythm stimulates the ability to perform mental rotation tasks - an aspect of spatial
temporal reasoning useful in mathematics. As far as the near transfer theories are
concerned, Hetland states that making music requires co-ordination over extended periods
of at least six of the intelligences defined by Howard Gardner in Frames of Mind:
musical, bodily-kinesthetic, logical/mathematical, interpersonal and intrapersonal. ―Since
visual-spatial intelligence is required to make music, training in music should lead to the
enhancement of visual-spatial abilities of many kinds (not only spatial-temporal ones)‖
(Hetland, 2000, p. 181). It is helpful that Hetland describes the actual nature of music
activities useful in enhancing spatial-temporal reasoning: learning to use a keyboard
instrument, moving in response to music, learning notation, using creative and symbolic
imagery and training memory – including that required to think ahead while playing or
improvising in performance. She argues that the depth of music learning is going to affect
the level of transfer and that factors likely to be active in the process include: intensity or
duration of instruction, parental involvement, practice and attendance at lessons and
subjects‘ ages (brain imaging studies have shown greater changes in brain structure in
students who begin learning music at an earlier rather than later age) (2000, p. 182).
Hetland suggests that the results of the studies in her analysis be interpreted with caution
as, out of the 15 studies, only five reported a positive association between music training
and spatial outcomes while the remainder had negative, null, or mixed results. It is
important to note that the results were recorded soon after music instruction and testing
did not allow for how long effects lasted after instruction. Hetland says that it is possible
that music simply speeds up a universal developmental process in spatial ability, rather
than providing a lasting advantage. She is not advocating that music instruction should
replace instruction directly designed to enhance spatial understanding, for example, Lego
blocks and Cuisenaire rods, but rather a combination of both, as this would lead to the
strongest outcomes (2000, p. 223).
In considering other results, it is important to note research conducted in the United States
in 2008 which had somewhat contradictory findings (Forgeard, Winner, Norton, &
Schlaug, 2008). The authors conclude that findings in regard to the connection between
music and spatial, verbal and mathematical skills together with general IQ are each
somewhat mixed. In their research, the authors test the hypothesis that children receiving
instrumental music training perform better than those without in four areas of cognition:
spatial, verbal, nonverbal and mathematical. The subjects of the research were fifty-nine
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children from the Boston area with an average age of 10 years. The mean number of years
learning a musical instrument was 4.6 years. There were 37 children in the instrumental
group learning a range of different instruments and 18 children in the control group. Both
groups took general music classes of around 30-40 minutes per week and children took
part in 3-4 testing sessions totaling 6 hours over 3-4 weeks. The researchers found that
children who had received instrumental music tuition for at least three years outperformed
their control counterparts in areas closely related to music: fine motor skills and
discrimination between melodies. The instrumental group was also stronger in verbal
ability (vocabulary) and in non-verbal reasoning. However there was proven to be little
difference between the two groups when it came to phonemic awareness or spatial skills
(2008, p. 6). The authors specifically point out that the difference in findings with those
of Hetland (2000) are likely to be explained by the fact that the studies examined by the
latter mostly involved research of a shorter duration (six weeks to two years) rather than
their average of 4.6 years.
Both Hetland and Forgeard et al. (2008) draw attention to Costa-Giomi‘s findings
(discussed later) which showed that visual-spatial skills were accelerated in children
learning piano skills for the first two years, but that the control group caught up in the
third year. Costa-Giomi (2004) offered the possible explanation that this might be due to
hormonal activity – a proposition buttressed by similar findings in research by Hassler
(1992, p. 67). This promped an explanation similar to Hetland‘s that instrumental study
may merely accelerate spatial abilities rather than confer a permanent advantage to
musicians. Forgeard and her co-authors were unable to say conclusively whether the
findings in their study were causal (a result of transfer) or non-causal – related to other
factors for example, children who have been learning an instrument for an extended
period of time may come from home environments that are particularly supportive or
students in this category may have been more persistent and motivated than those in the
control group. This is an important point and one noted in a report examining four school
music programs in the United Kingdom. The principals interviewed here also stated that
in their experience, good quality music programs resulted in ―an increase in students‘
concentration, perseverance and self-discipline‖ (Schroff, 2006). Forgeard and her
colleagues are currently undertaking further research in an attempt to ascertain whether
the findings in their study were causal (a result of transfer) or non-causal (2008, p. 7).
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Beatriz Ilari compiled a literature review (2003), in which she addressed the claim made
by some music educators that ―music makes you smarter‖. She cites R.A. Cuttieta (1996)
who found that although musical and mathematical skills are closely related, there is no
guarantee that by learning one of them, the student will be successful in the other.
Cuttieta‘s findings are similar in the area of language development. Ilari concludes that
even though students enrolled in music programs have been shown to be better at
language perception and articulation than their non-enrolled peers, there is no evidence to
suggest a cause and effect relationship. She cites the work of both Costa-Giomi (2004)
and Trusty and Oliva (1994) when asserting that some positive effects have been found of
music instruction on several dimensions of self-concept including self-esteem, selfreliance, and social adjustment but that music educators need to exercise caution when
using alleged positive ―side-effects‖ of music education in the discourse of advocacy.
Ilari also refers comprehensively to the phenomenon known as The Mozart Effect which
is based on research conducted by Rauscher and colleagues (1993). In these studies, the
team observed that listening to Mozart improved the spatial temporal abilities of both rats
and college students. These abilities are part of many intelligence tests, so it was perhaps
prematurely concluded that listening to Mozart would ―make people smarter‖. These
findings are controversial for several reasons. First, it cannot be assumed that spatial
abilities are a synonym for intelligence as a whole. Second, results from the tests show
that the improved spatial abilities last only for a short period of time (15 minutes) and
third, the effect has not been reliably observed by others trying to replicate the results.
Some scholars have also argued that the effects are likely to be caused by attention and
arousal levels rather than by increased intelligence as such (Ilari, 2003, p. 90).
In 2002 another meta analysis from the United States, Critical Links: Learning in the Arts
and Student Academic and Social Development, came up with very different conclusions.
It summarizes and discusses 62 research studies that examine the effects of arts learning
on students‘ social and academic skills. The music portion of the document was compiled
by Larry Scripp. He concludes that positive relationships between music learning and
learning in other academic subjects can be found and that ―generative neurological and
cognitive models for ‗teaching for transfer‘ are emerging from research on music and
learning‖ (Scripp, 2003, p. 129).
Scripp is well-positioned to discuss these claims as he is also the founding co-director of
the Conservatory Lab Charter School in Boston. The school has the freedom to organize
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around a core mission, curriculum, theme and teaching method. Music is the central
organizer at the school and research and education are conducted concurrently
(Conservatory Lab Charter School, 2011). ―We are contracted by the state of
Massachusetts to look at intensive musical training as an optimal environment for
learning, and we‘re committed as a laboratory to show how this works‖ (2003, p. 121).
Scripp says that usually music is considered a subject for the ―talented few‖ and is thus
not mandatory in schools. Scripp and his colleague Martin Gardner have found at the Lab
school that notational skills (music literacy) in music and not musical performance ability
correlate positively with academic achievement in literacy and numeracy. Those that
work with symbols in music are more likely to do better on the Stanford tests of
Academic Achievement. ―The ability to process musical symbols….is a leading predictor
of music‘s association with learning in other subject areas‖ (2003, p. 122). For three
years, test scores have continued to improve at the Lab school though they spend less
time on reading than other schools and five times as much time on music.
It would appear that this is a controversial area of music research. The majority of the
literature examined here would suggest that there are positive links between the study of
music and enhanced achievement in other areas of study. However, in 2012 it is still
difficult to ascertain whether the links are of a direct or indirect nature. As Hodges and
O‘Connell say: ―human learning is such a complex phenomenon that any simplistic
explanation … must be rejected. Therefore, some music experiences have a positive
impact on academic performance under certain circumstances‖ (2005, p. 21).
2.2.4 The effects of music training on brain development
Referring to a comprehensive range of literature, Noel Geoghegan (2004) explores the
impact of early music education on childrens‘ cognition and spatial-temporal reasoning.
He reports a physical change in the brain structure of people who start music training at
an early age (Geoghegan, 2004, p. 164). He quotes the findings of Gottfried Schlaug of
the Beth Israel Hospital in Boston who reports that a bundle of nerve fibres called the
corpus callosum, which carries signals between the two brain hemispheres, is about 12
per cent thicker among keyboard players who started training before the age of 7,
compared to keyboard players trained later, or to non-musicians.
Three researchers from The Chinese University of Hong Kong found that children with
music training demonstrated better verbal but not visual memory than did those without.
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They conclude that music training on an instrument systematically affects memory
processing in the left temporal lobe of the brain (Ho, Cheung, & Chan, 2003).
In 2004, the Dana Arts and Cognition Consortium brought together cognitive
neuroscientists from seven universities across the United States to examine why arts
training has been associated with improved academic performance. In their summary of
findings, the group reported that an interest in performing arts produces a high state of
motivation leading to sustained attention improving performance in other areas of
cognition. They found links between high levels of music training and the ability to
manipulate information in working and long-term memory and also that correlations exist
between ―both reading acquisition and sequence learning‖ (Gazzaniga, 2004, p. v).
There would appear then to be good evidence to suggest that certain kinds of music study,
particularly from an early age, can produce positive changes in the formation of certain
parts of the brain.
2.2.5 Music as an aid for students with learning difficulties
Further effects of music training on the brain were published in the report by Hyde et al.
(2009). A longitudinal study was conducted on two groups of children from the Boston
area who had no prior formal musical training. The ―instrumental‖ group undertook
keyboard training for 15 months while the ―control‖ group received a weekly 40 minute
group music class. At the beginning and the end of the 15 months, all children were given
a magnetic resonance imaging (MRI) scan and underwent a series of behavioral tests.
Findings showed that musical training over only 15 months in early childhood led to
structural brain changes that diverge from typical brain development.
These findings of structural plasticity in the young brain suggest that long-term
intervention programs can facilitate neuroplasticity in children. Such an intervention
could be of particular relevance to children with developmental disorders and to adults
with neurological diseases (2009, p. 3024)

Patricia Bygrave (1996) conducted research in Australia during a 30 week intervention
program in which students with learning difficulties participated in a daily music program
or a story listening program. Bygrave‘s emphasis throughout the paper is on the
importance of activity in the music lessons to which students could apply their listening
skills. She drew attention to the use of ―tools‖ in this case, musical instruments, in
developing cognitive activity and cites other research to this effect (Vygotsky, 1981).
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Also contributing to the success of the program, she states, was the practical nature of the
activities, including singing, creative work, playing percussion instruments and
movement activities. Bygrave concluded that participation in a music program of
appropriate musical activities can develop cognitive processing skills in students with
learning difficulties and goes on to suggest that ―serious consideration be given to
implementing appropriate musical activities in classrooms in schools for all students,
particularly considering the large and rising number of young students experiencing
learning difficulties in Australian schools‖ (p. 37).
There is much more research available on the value of music for many types of therapy
but its breadth is beyond the scope of this study. Suffice to say, that it is not only within
the bounds of mainstream education that music has been judged to be of value.
2.2.6 The role of music in enhancing self-concept
Australia‘s National education and the arts statement claims:
A growing body of international and Australian research demonstrates the multiple
benefits of an arts-rich education from an early age. Over and above the obvious
development of individual creativity and self-expression, school-based arts participation
can increase learners‘ confidence and motivation, thereby improving school attendance
rates, academic outcomes and the wellbeing and life skills of children and young people
(MCEETYA, 2005, p. 4).

In 2004, Dr Jennifer Bryce of the Australian Council for Educational Research (ACER)
evaluated four Australian school-based arts programs with a view to establishing the
impact arts programs in the schools had on students‘ academic progress, engagement with
learning and attendance at school. While pointing out that it was important to consider the
extent to which similar benefits might also be present in other programs, Bryce reported
that the arts can provide learning opportunities in particular for ―at risk‖ students who
struggle academically. Many students who were thought of as ―low achieving‖ responded
positively to being able to express themselves without having to read or write. Success in
the arts programs of her study was also found to be inclusive, allowing disabled students
or those who were socially ostracized to be included, creating a great ―leveling effect‖
(2004, p. 4). She also reported that the students involved in arts programs scored better in
the generic competencies of problem solving, planning, communication and working
with others than the students who were not (p.4).
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In Musical dimensions A Festschrift for Doreen Bridge (Comte, 2009), Jennifer Rosevear
argues that there is a two-way reciprocal interaction between positive self-concept and
academic achievement on the basis of Bandura‘s self efficacy theory, that ―expectations
of personal efficacy determine whether coping behavior will be sustained in the face of
obstacles and aversive experiences‖ (Bandura, 1977). In addition she refers to Janet Mills
of the U.K:
It may be the raising of children‘s self-esteem through success in music-making helps
them towards achievement more generally. It may be that enjoying music helps children
to enjoy school more. It may be that chemical changes induced in the brain by music
facilitate learning more generally (Mills, 2005).

In her unpublished Masters thesis Freely Painting with Glorious Sound, well-known
Melbourne music educator, Susie Davies-Splitter writes, ―It is my strong belief that it is
through music, singing, dance and drama that human beings can make sense of their
world‖ (2009, p. 6). In support, she quotes Snyder:
When a student is given a musical challenge to sing, play, improvise, compose, listen and
analyse, move or otherwise respond appropriately – and then encouraged and helped to
succeed – self esteem is built ... the building of self esteem and confidence is the single
greatest predictor or success in school (1999, p. 47).

In 2007, the Australian Broadcasting Commission ran two documentaries presenting
evidence of the impact of music on well being and self-esteem. The first of these, The
Choir of Hard Knocks (Australian Broadcasting Corporation, 2007), followed the story of
fifty homeless people in Sydney who answered the call to form a choir. One of the
participants, Jenny, remarked on the difference having access to a form of musical
expression had made to her life:
When you‘re depressed, you don‘t inhale deeply because you‘re closing down on life.
When you sing you can‘t help but breathe deeply, breathing in life. It makes you feel
better physically and emotionally (Hawkins, 2007, p. 49).

The second documentary was broadcast on the radio series, PM and reported on a twentyweek, Sydney-based program called Sounds of the Street (Australian Broadcasting
Corporation, 2007). One of the co-ordinators of the program, Ben Moore, described its
aims:
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The point of the program is to build self esteem, self confidence, to write songs about the
students‘ issues and to have a musical experience, as well as a positive educational
experience (Australian Broadcasting Corporation, 2007).

One of the participants, 21 year old Bekk Moffitt had been struggling with a cycle of
unemployment and was overwhelmed with feelings of anxiety. She said of the music
program:
Instead of having to hide the things that you have trouble with, they nourish you and they
guide you to work through all these things at the same time as learning all these fantastic
new skills (Australian Broadcasting Corporation, 2007).

While these programs were not conducted for primary school students as such, they serve
to show the power of the creative process in improving well-being - a phenomenon
plausibly transferable to the classroom music. In 1999 The Arts Education Partnership
and The President‘s Committee on the Arts and the Humanities developed Champions of
Change: The Impact of the Arts on Learning (Fiske, 1999). This is the work of seven
teams of researchers in the United States investigating why and how young people were
changed through their arts experiences. One researcher, James S. Caterall of the
Imagination Project at the University of California at Los Angeles (1999), analyzed data
on more than 25,000 students from the National Educational Longitudinal Survey (NELS)
to determine the relationship of engagement in the arts to student performance and
attitudes. His analysis demonstrated that students with high levels of arts participation
outperform ―arts-poor‖ students in virtually every way. The size of the database allowed
Caterall to show that high arts participation makes a more significant difference to
students from low-income backgrounds than for high-income students.
Another researcher from the same project, Shirley Brice Heath (1999), spent a decade
studying dozens of after-school programs for disadvantaged youth. Her team found that
the students in all these programs were doing better in school and in their personal lives
than were young people from the same socioeconomic categories, and that those in
specifically arts - orientated programs were doing the best. Although the youth in the arts
programs were actually at greater ―risk‖ than those in the other programs, the researchers
found that characteristics particular to the arts made those programs more effective.
Although the teams of researchers all worked independently, a marked consensus exists
across their findings:
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The arts reach students who are not otherwise being reached.



The arts reach students in ways that they are not otherwise being reached.



The arts connect students to themselves and each other.



The arts transform the environment for learning.



The arts provide learning opportunities for the adults in the lives of young people.



The arts provide new challenges for those students already considered successful.



The arts connect learning experiences to the world of real work (1999, p. x).

The breadth of the data collected and analysed across the research in this report is
impressive. There can be little doubt as to the validity of the results. Whether the findings
have generalizability that extends to Australia and specifically to music is perhaps more
contentious. There is also the age of the research (almost a decade old) to be taken into
consideration. The agreement between the findings and those of more contemporary and
local scenarios (Australian Broadcasting Corporation, 2007; Hawkins, 2007) however,
lends strength to the argument that there is certainly a valuable degree of relevance to the
Australian context.
In 2004, a study conducted by Eugenia Costa-Giomi on the effects of three years of piano
instruction on a sample of 117 fourth-grade children attending public schools in Montreal
concluded that piano instruction had a positive effect on children‘s self-esteem and school
music marks (2004). No affect on their academic achievement in mathematics and
language was measured by standardized tests and school reports, however. The
longitudinal nature of the investigation makes it possible to assert that continuous
participation in the piano lessons was the cause of the difference among the groups of
children. The self-esteem levels between the groups of children were equivalent at the
start of the study. Although the piano lessons would not be the only factor likely to have
affected the students‘ self-esteem throughout the three years, the uniformity in increase
amongst the piano students suggests the lessons to be the most significant contributor.
Anne Bamford agrees that self concept is vital to effective educational achievement and
the pursuit of lifelong learning (2002). She cites a report from an arts alternative program
in New Jersey that indicated significantly improved attitudes relating to self-expression,
trust, self acceptance and acceptance of others, amongst the students involved. A second
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arts-oriented after-school care program at an at-risk high school in Pittsburg resulted in
significant modification of antisocial behavior amongst teenagers. She concludes:
It has been often said that traditional schooling fails to meet the needs of many at-risk
children and that the arts may serve to redress this concern (Bamford, 2002, p. 17).

The Song Room (TSR) is a non-profit organization offering free programs in the
performing arts to approximately 200 schools and 40,000 students throughout Australia.
TSR received a three-year grant from Macquarie Group Foundation to study the impact of
its programs on 10 schools from 3 relatively disadvantaged communities in New South
Wales (Caldwell, Vaughan, & Harris, 2011). The grade 5 and 6 students were from three
groups: 3 schools who were exposed to the program short term (6 months), 3 longer term
(12 to 18 months) and a control group of four schools with no TSR program. Results
showed that students in the TSR program showed significantly higher grades in their
academic subjects in general and in their Year 5 NAPLAN 2009 results than those in the
control group (2011, pp. 16-18). In the social and emotional wellbeing analysis, 2 schools
from each of the 3 cohorts were involved. The results showed an impressive range of
positive changes to student well-being including: increased confidence, decreased anger
and stress, and increased attendance (2011, pp. 31-32). While pointing out that the
findings cannot be generalized to other schools in similar settings, the author rightly
concludes that the results are ―particularly striking in their consistency‖ especially in that
students in the longer-term program tended to outperform those in the initial program.
The sense of empowerment and self worth achieved through creative self expression is an
important educational consideration. Statistics show as many as one in five young people
will have experienced depression by the time they reach adulthood (Sawyer, Patton, &
Spence, 2008, p. 60). To give young people the means to express themselves creatively is
possibly to implement one of the most potent barriers to falling into the category of ―at
risk‖.
2.2.7 Educating the whole person
Mandy Stefanakis (2002) expresses concern about the issue of educating the whole
student. She discusses music‘s importance in the curriculum with reference to its role in
the representation of our humanity. We are not just cognizant beings, but emotional,
physical and spiritual ones too.
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Awareness or sensory perception is a complicated affair bringing together the cognitive,
the emotional and the physical, that is the foundation of the arts experience, the
cornerstone of aesthetic experience. If we are to help students learn to the utmost of their
potential, we must educate the whole person not just bits (Stefanakis, 2002, p. 14).

When we look at a flower, a sunset or a new-born baby, there is an inexplicable wonder, a
sense of the magical - the intangible that is as important to being human as anything else
we might experience: ―Imagination is more important than knowledge‖ says Albert
Einstein (Viereck, 1929, p. 117). Many artists will attest to the sense that the creative
process provides a direct connection with that which might be termed ―the sacred‖ or ―the
mystical‖. ―The heart of creativity is an experience of the mystical union; the heart of the
mystical union is an experience of creativity‖ (Cameron, p. 2). Of his opera, “Madame
Butterfly” Puccini said, ―The music of this opera was dictated to me by God, I was
merely instrumental in putting it on paper and communicating it to the public‖ (as quoted
in Cameron, 2007, p.2).
In his forward to the Senate Inquiry into Arts Education, Senator Robin Coulter argued
that the arts have been present throughout all of human history and that to ―deny this
aspect of our humanity diminishes us - part of our humanity remains unsatisfied if we
cannot express ourselves in creative and artistic ways‖ (Coulter et al., 1995, p. v).
Each of these authors is expressing in a different way the importance of the arts to our
humanity and arguing an important point, that students need a holistic and balanced
approach to education in order to help them reach their potential: ―Every child is an artist.
The problem is how to remain an artist once he grows up‖ (Peter, 1977, p. 25).
2.2.8 Education as vocational training
An extension of the previous point is the rationale that education is not a means to a
purely vocational end. In the United States, Paul Lehman supports this:
It is not the primary purpose of education to help the student get a job. That kind of
narrow-minded thinking ignores the very skills that tomorrow‘s graduates will need most
- the ability to think clearly and the ability to communicate effectively (Pearson, 1995).

In his forward to the Australian Senate Enquiry into Arts Education, John Coulter (1995,
p. v), comments on this phenomenon:
I view with alarm the growing dominance of the view - the dominant paradigm - that has
come to be called economic rationalism. Artistic expression and arts education, like
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almost every other element of our lives, have become subservient to some degree to this
paradigm. Arts education is valued chiefly as a training for employment. That is not to
say that economic factors are unimportant; but we must attempt to redress the balance and
to stress the pre-eminence of the human and the creative for its own sake.

The economic factors are indeed not unimportant and make their own positive
contribution to the importance of music education. Global Access Partners (GAP) Pty
Ltd is an independent, not-for-profit public policy ―think tank‖ which initiates high-level
discussions on pressing social, economic and structural issues across a broad range of
sectors (GAP, 2011). The organization recently released a report titled, 20 Years after the
Dawkins Report Tertiary Music Education in Australia which points out that the
production, performance and sale of music in Australia was worth $6.8 billion, or 0.7 of
gross domestic product in the 2005-2006 financial year (Global Access Partners, 2011, p.
11). This figure includes not only the value of live and recorded performance, musical
instruments and equipment, but also education and broadcasting. It goes on to state that in
2007, 335,100 people worked in the sector in Australia - more than in car manufacturing
and mining combined. In addition, it claims that 265,000 people regard music as a major
hobby and indicates that overall, more than 1.3 million Australians are actively involved
in music. The writers continue:
Though music makes a significant contribution to our economy, the business rationale
should not dominate the debate regarding its rightful place in higher education. Beyond its
economic benefit, the study of music serves other ends, including the pursuit of
knowledge in its own right, increasing personal and societal options for a rich and
meaningful life, health and wellbeing, and the expansion of cultural expression and
communication. Heightened musical activity builds cultural capital and strengthens the
cultural identity of the nation (2011, p. 13).

No doubt part of the reason for music being omitted from many school timetables is the
notion that it is not necessary for finding a job – that it is an extra ―frill‖ for students to
enjoy should the luxury of time and resources be available. Two important points are
made here:
1. A career in music is both viable and valuable for students in Australia and the
opportunity should be made available for all students who wish to pursue it.
2. The study of music and other creative art forms is intrinsically valuable to students as
part of a well-rounded human education.
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2.2.9 Educating leaders of the future
The research of Lois Hetland and Ellen Winner (2007) from the United States indicates
that despite findings that students studying the arts do better academically than those that
do not, correlation is not causation and there was no actual evidence to suggest that arts
study improves exam results in other subjects. They conducted further research to
determine what specific skills did arise from arts study and produced some useful
conclusions. While studying the arts, it was revealed students learned a wide variety of
mental habits not taught elsewhere in the curriculum. These included eight studio ―habits
of the mind‖: persistence, expression, making clear connections between school work and
the world outside the classroom, observing, envisioning, innovating through exploration,
and reflective self-evaluation (Winner & Hetland, 2007, p. 1). It is these modes of
thinking, they argue, that will cultivate innovative leaders of the future, able to contend
with issues such as global warming, terrorism and pandemics. While the article does not
refer specifically to music education, several of the modes of thought can be seen as
relevant to students learning music; certainly persistence, expression, innovating through
exploration and reflective self-evaluation are highly applicable.
The research of Australia‘s Nina Temmerman supports this view:
Music educators have long recognized the substantial contribution that music education
can make to the development of unique aesthetic and intellectual abilities as well as the
acquisition of relevant life skills such as time management, decision making, goal setting,
personal planning, critical thinking, self-directed learning, interpersonal skills and selfconfidence (Temmerman, 2006a, p. 37).

There is a growing demand in society for responsible citizens with creative and
innovative problem-solving skills such as those manifest in many arts-trained students. In
its National education and the arts statement, the Australian government states:
The arts foster imagination, risk-taking and curiosity—important aspects of creativity.
Governments, businesses and communities now widely regard creativity and innovation
as fundamental to social, economic, cultural and technological growth. Arts-based
enterprises are vitally important to economic success (MCEETYA, 2005, p. 4).

Similar trends were identified by a report carried out as part of a British project called the
International Review of Curriculum and Assessment Frameworks Project (INCA). The
research was conducted by the National Foundation for Educational Research in England
and Wales (NFER) and drew on information supplied from nineteen educational systems
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in order to provide a comparative analysis of the arts, creativity and cultural education. It
identified creativity as an important component in helping students feel included and
valued and it noted that employers ―need people who have creative and innovative ideas
because if they fail to respond to new challenges, businesses will quickly be overtaken by
their competitors‖ (Sharp & Metais, 2000, p. 43).
2.2.10 Shifting directions in education priorities
There is an increasing awareness among primary school educators of the need for
innovative ways to engage children and to help them on their journey as independent and
creative learners. Children cannot be expected to learn when they cannot function socially
and emotionally at school or elsewhere for that matter. A study funded by the Marcelino
Botín Foundation into the developments in social and emotional education across six
countries describes life skills as ―our ability to communicate, work with others, and
manage and resolve conflicts‖ (Clouder et al., 2008, p. 24). Clouder argues that in the
past, education has been thought of as a set body of knowledge to be delivered in a
manner conforming to tradition. In this generation however, schools are being faced with
challenges that require radical reforms and classrooms and teachers are very much the
agents of this change. According to the report findings, school curricula should be
widened to accommodate social and emotional education not just as a peripheral activity
but at the core of school experience. The Organisation for Economic Co-operation and
Development states:
Our way forward is to reinforce the socialisation functions of schools, and to recognize
more explicitly their nature as communities in their own right. Such an emphasis does not
necessarily conflict with a strong focus on cognitive development but it suggests an
acknowledgment of a comprehensive set of educational outcomes going beyond
measurable standards (OECD, 2001).

Further to this, in August 2007, 18 international education experts from 13 countries were
assembled in Berlin and together issued the Kronberg Declaration on the Future of
Knowledge Acquisition and Sharing. They agreed that the education sector faces big
changes:
The educational institutions of the future need to dedicate themselves much more
intensively to emotional and social capabilities and convey a more extensive, valueoriented education concept. The importance of acquiring factual knowledge will decline
significantly, in favour of the ability to orientate yourself within complex systems and
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find, assess and creatively utilize relevant information. The learner will take on a much
more active and self-responsible role in the learning process, including the creation of
content (UNESCO, 2007).

This literature is arguing for a shift in educational approach away from traditional ―rote
learning‖ or teacher-directed systems to ways that better equip students for modern
challenges. Inherent in the language of contemporary writings is a suggestion that
educators need to look to creative and innovative ways to stimulate students. The
preceding literature would suggest that music and the arts have a valuable contribution to
make in this area.
2.2.11 The role of music in social and emotional education
Music and the arts have been shown to make an important contribution to social and
emotional education (Sharp & Metais, 2000; Winner & Hetland, 2007). Temmerman
states:
One area of learning within the school environment, namely arts/music learning, has
significant ability to contribute to developing learners‘ life-long creative capacity
(Temmerman, 2006b, p. 7).

She goes on to explain that Australian Arts syllabus documents from each of the states
and territories reveal very similar rationales and student learning outcomes. All have three
broadly-based ―purpose‖ themes: ―recognition of both the aesthetic and functional
purpose of the arts; the arts as significant aspects of everyday life; and the unique
contribution of the arts to lifelong learning‖ (2008, p. 39). Clearly not unaware of
changing trends in thinking, Australia‘s National education and the arts statement claims:
[Arts] education is vital to students‘ success as individuals and as members of society,
emphasising not only creativity and innovation, but also the values of broad cultural
understanding and social harmony that the arts can engender (MCEETYA, 2005, p. 3).
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If there is to be an increase of social and emotional emphasis in the profile of Australian
education as this material suggests, then in the light of previous literature examined, it
would seem likely that music and the arts can make a significant contribution to this goal.
2.2.12 The choice of music content
It is however, open to debate as to what music classroom content and approach best serve
the kinds of outcomes described above. As implied by the earlier UNESCO statement,
there would appear to be a shift toward the constructivist approach to education which
advocates for the inclusion of what it is that the student brings to their own education –
―the child is not an empty vessel to be filled, but rather comes to the learning table with a
diverse range of ideas‖ (Skamp, 1998, p. 4). This is supported in the United States by
Wiggins who writes:
…best practice in today‘s schools are rooted in a constructivist vision of learning and
teaching, namely, that in order to learn, people construct their own understanding of
experiences. One person cannot make another learn. Knowledge is not passed on or
transferred. Learning is something that individuals do, most often with the help and
support of other people (2007, p. 36).

The seed of this idea can be found as far back as 1897 when John Dewey wrote:
In sum I believe that the individual who is to be educated is a social individual and that
society is an organic union of individuals. If we eliminate the social factor from the child
we are only left with an abstraction; if we eliminate the individual factor from society, we
are left only with an inert and lifeless mass. Education therefore, must begin with a
psychological insight into the child‘s capacities, interest and habits (Dewey, 1897, p. 2).

These points feed into the ongoing debate about music classroom content as seen in much
education literature. In England and Wales for many years, the only compulsory subject
was religious education. With the Education Reform Act of 1988, music was made
mandatory. Despite the fact that the curriculum had been essentially practical for many
years, the ministers involved in the Education Reform Act had an expectation of the
curriculum developing as ―theory for the staff and appreciation…harking back to their
own worst memories‖ (Mills, 2005, p. 3). This thankfully did not come to pass, but Mills
says that the debate ―diminished notions‖ of what was meant by a good school music
program. Mills goes on to advocate for what is in fact, a very constructivist approach to
teaching music:
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Music class teaching welcomes all students with their existing musical skills, experiences
and interests, whatever these may be, and finds ways of helping students to build on all
this: to move forward as musicians, without needing to leave behind what they already
know, understand, can do and were moved by (2005, p. 9).

Amanda Watson asserts that in 21st century Australia, there is a ―shift in pedagogy and
curriculum development towards constructivist learning‖ (2007, p. 170). There is a sense
that this is true in some of the wording in the Melbourne Declaration on Educational
Goals for Young Australians: ―Schooling should also support the development of skills in
areas such as social interaction, cross disciplinary thinking and the use of digital media,
which are essential in all 21st century occupations‖ (2008, p. 5).
The literature in this section supports the premise that a global shift in thinking is taking
place about what should be taught in schools and the way it is best delivered. It would
seem that music and the arts have a highly relevant role to play in this new educational
landscape.
2.2.13 Music for music’s sake
Leading United States art advocate, Elliot Eisner argues that the danger of justifying the
arts in terms of what they contribute to other areas of learning is that a variety of
disciplines may claim to do the same thing. In addition, he points out that such
justifications lead to a legitimization of the marginalizing of arts programs; it is a way of
saying ―You‘re right, the arts are not really important in their own right. Their importance
is located in their contributions to more important subject areas‖ (1998, p. 36). He says
that music is a decoding process, a language which evokes an emotional response and
whilst listening is something we do without thinking, ―hearing is an achievement‖ (p. 36).
It is not the case that some cultural forms are cognitive and others affective he says,
simply that they require different symbol systems. To deprive students of access to certain
symbol systems is to limit their means of self expression - their means of communicating
their consciousness to the world. In his seminal book, The Art of Educational Evaluation,
Eisner writes:
The ability to see what is subtle, to taste what is delicate, to hear what is muted, and to
feel what is fleeting, is a result of learning. The cultivation of sensory systems requires
the development of intelligence in those modes of perception in which the systems
function (1985, p. 124).
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Such a mode of perception is also identified in the work of Howard Gardner (1984, p.
336) who asserts that there are seven forms of intelligence. The two that are valued most
highly in Western mainstream society are linguistic and mathematical intelligences, but
he claims that there are at least five other kinds of intelligence that are every bit as
important: spatial, musical, bodily-kinesthetic and two forms of personal intelligence interpersonal (knowing how to deal with others) and intrapersonal (knowledge of the
self). In education Gardner claims none of these intelligences should have priority over
the other.

He points out that the importance of the intelligences to societal shifts,

historically and culturally. In a hunting society, for example there is a need for good body
control and navigational skills. These would be much more important than the ability to
add and subtract quickly. Historically, different systems of education have emphasized
different blends of intelligence. In the old apprenticeship system, bodily, spatial and
interpersonal abilities were valued (p. 4). He offers an opinion that much of modern
school testing is neither fair nor equitable as it utilizes predominantly two intelligences,
mathematical and linguistic. All too often he claims, students have their scholastic
abilities ―pigeon-holed‖ inaccurately as abilities in other intelligences are ignored (p.9).
Gardner points out that while both mathematical and linguistic skills are important today,
this will not necessarily always be the case. Indeed we have seen times in Western history
when cultivation in art and music were deemed essential to a ―good education‖.
As far as the intrinsic value of music to education goes, R. A. Duke in his journal article
The other Mozart effect: An open letter to music educators, states the case beautifully:
Music is a marvelously engaging and rewarding activity. All of the arts are a basic part of
human culture and a fundamental aspect of human communication and expression. To
teach our children about the arts is to teach them about the culture and society in which
they live, while, at the same time, helping them develop sophisticated skills in auditory
and visual discrimination, fine motor skills and a sense of personal accomplishment
through active participation in arts activities (Duke, 2000, p. 14).

In the GAP Report (2011), the further case is made:
We rank the achievements of the great composers alongside the achievements of the
greatest scientists, political leaders and generals. Almost everyone knows the names of
the most famous composers, even if they cannot recognise their music. Works by several
classical composers were recorded, … and placed on the twin Voyager probes launched
towards the outer planets in 1977. These craft are now the most distant man-made objects
and traveling in interstellar space, carrying the first movement of Beethoven's Fifth
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Symphony, Bach's Brandenburg Concerto No. 2, an aria from Mozart's ―Magic Flute‖ and
an excerpt from Stravinsky's ―Rite of Spring‖ to the stars and, perhaps, their wondering
inhabitants (Global Access Partners, 2011, p. 12).

How will we manage to produce music and musicians if music education continues to
diminish at current rates?
The National Review of School Music Education (NRSME) was released on November
21, 2005 and was chaired by Professor Margaret Seares. The review findings were
extensive and covered all three major areas of this literature review, including why music
should be taught in schools. Seares states:
Music in schools contributes to both instrumental and aesthetic learning outcomes;
transmission of cultural heritage and values; and, students‘ creativity, identity and
capacity for self-expression and satisfaction (DEST, 2005, p. 138).

Against the argument that music should be taught for its own sake alone, Scripp makes
the point that the belief that ―music should only be about music‖ keeps it locked in a
needless ―either/or‖ model of advocacy. Schools are not just for the talented
mathematicians and readers, he says, and it is reasonable to assume that the learning in
these areas does spill over into other subject areas, indeed it is an implicit expectation that
it will. Rather than using the research on transfer just to advocate for music programs, he
suggests that it can be used to support two-way transfer between music and other
academic subject areas – the integration of curriculum areas across the school. He argues,
―We can look for ways to broaden and deepen the understanding of fundamental concepts
that are shared across disciplines and therefore can be taught from the perspective of more
than one discipline‖ (2003, p. 128).
2.2.14 The effect of quality teaching on musical educational outcomes
It is important to note at this point, that all the arguments in the world advocating music‘s
place in education lose credibility if the program itself and the way in which it is
implemented is not of high quality. Coming from a musical and philosophical
background, Canadian Wayne Bowman warns against blind advocacy of music education
and music in general. He suggests that simply establishing the fact on its own that music
is valued, does not address the case for music education. He goes on to explain that in the
wrong hands or in the wrong circumstances, music ―education‖ may do more harm than
good.
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... it may harm students, or miseducate; it may trivialize rather than enhance the
imagination; it may thwart rather than stimulate creativity. …There‘s nothing inherently
or instrinsically good about teaching and learning music ... Music‘s capacity to achieve
educational ends always depends upon things like a) how, b) by whom, c) for whom d)
under what circumstances we make and teach music (2010, p. 33).

Hodges and O‘Connell assert:
Simply testing the effects of a given form of music instruction without taking into account
the characteristics of the teacher is short sighted. Logically, there is the possibility that
excellent teachers who are enthusiastic and who relate well to students may make a
greater difference in educational outcomes than the particular methodology used (2005, p.
21).

It is hardly a surprising claim – that good music education is only possible if the teacher
and program are also of high quality: Bamford‘s research (2006) supports the assertion.
She states in the overall findings of her research, ―Benefits of arts-rich programs are only
tangible in high quality examples‖ (p. 11). Temmerman also concurs, ―The effectiveness
of the curriculum in providing scope for learners to achieve worthwhile learning
outcomes is ultimately dependent on the quality of the teaching‖ (2008, p. 38). Discussion
regarding what may be deemed ―quality‖ teaching will be examined in the Teacher
Education section of this review.
2.2.15 Summary
When examining the value of music in education, the literature reveals that there are a
number of schools of thought. Studies into community attitudes show that the majority of
public would like to see music and the arts occupy a more central role in school
education. Equality of access to quality music education is shown to be lacking due to
both type and location of schools.
There are mixed findings as to the ability of music education to enhance other areas of
learning with the majority suggesting that this is likely, but with no conclusive evidence
showing that the connection is direct rather than indirect. The literature strongly supports
the links between the study of a musical instrument and the development of some parts of
the brain but indicates that classroom music programs are more likely to influence other
areas of student development such as self-esteem and well-being. A strong argument is
made for the value of music in its own right as a part of a well-rounded education as well
as for the purposes of vocation. Additionally it was pointed out that no type of education
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can intrinsically be considered of value without taking into consideration the
appropriateness of content and the quality of teaching.

2.3 Policy, curriculum and funding
In order to understand how policy and curriculum affect music education in Victoria, this
study examines how they are represented in the broader context of Australian education
policy. To do this it is also necessary to examine some aspects of the historical context in
order to see how current guidelines came to exist and how they might evolve in the future.
2.3.1 Music as a shared component of a general arts learning area
Currently, music is represented within Australian education as one subject of five in the
Key Learning Area entitled The Arts. The other four subject areas are: visual art, dance,
drama and media. Amanda Watson has carried out extensive research on the history of
curriculum development in Australia. The first suggestion that music be taught in
conjunction with other arts subjects came in The Report of the Study Group into the
Expressive Arts in 1977. The report ―questioned the rigid isolation of arts forms from
each other and…explored the notion of treating the arts in an integrated way‖. The
authors also advised against specialist arts teaching creating a situation where ―arts
become a rather special, rarified subject for special, rarified people‖ (1977, p. 29). After a
series of reports, the Curriculum Development Centre published a booklet called Core
Curriculum for Australian Schools in which nine areas of knowledge were outlined,
music being grouped under ―arts and crafts‖. Watson notes that the establishment of
―national curricula‖ was part of a Western world trend to combine related disciplines. She
offers as possible reasons for this economic rationalism, the redistribution of scarce
resources and a fear of falling educational standards (Watson, 1999, p. 221).
The foundations for current curriculum guidelines were written by the Ministerial Council
for Education, Early Childhood Development and Youth Affairs – referred to herein as
MCEETYA, and endorsed by the Australian Education Council (AEC) in April 1988. The
document was to become known as The Hobart Declaration on Schooling (MCEETYA,
1988). The State, Territory and Commonwealth Ministers of Education endorsed ten
common and agreed national goals for schooling in Australia. National curriculum in
Australia was refined to eight key learning areas. Music, drama, media, dance and visual
arts were merged into one learning area known as The Arts. Sixteen documents relating to
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the learning areas were produced - a statement and a profile for each of the eight (Francis,
1994). Collectively these documents were known as the Statements and Profiles for
Australian Schools.
To find a reference to the arts, we must look to the ten agreed national goals. Number six
specifies what is to be ―developed‖ in students. Here there are ten sub-headings. The a)
and b) positions are occupied with ―The skills of English literacy‖ and ―skills of
numeracy‖. The arts are referred to at h) ―an appreciation and understanding of, and
confidence to participate in, the creative arts‖(MCEETYA, 1988).
The placement of music within the Arts Key Learning Area has been a source of debate
amongst music educators ever since. The National Review of School Music Education
(NRSME) states:
How curriculum is described impacts on how it is taught and assessed and, in turn, on
how it is perceived. While it may have been an unintended consequence of the
introduction of the Arts Learning Area, in some cases, the result has been that music has
all but disappeared from the radar (DEST, 2005, p. 106).

The review makes the recommendation MCEETYA ―Address perceptions of loss of
status for music arising from curricula that focuses on the Arts as a learning area‖ (DEST,
2005, p. xiv). A similar recommendation had also been made to the government in 1995
by the Senate Inquiry into the Arts. At number eighteen it was noted that ―a competency
relating to aesthetic awareness should be added to the head list of key competencies‖
(Coulter et al., 1995, p. xxi). In its response, the government said:
The Government does not support this recommendation… Any decision to develop a
competency relating to aesthetic awareness would need to be considered in consultation
with the States and Territories (Australian Government, 1997, p. 14).

Not only was the status of music within the curriculum seen as a problem by music
educators, but the NRSME also found that ―most parents believed that music should be
taught separately to other arts disciplines‖ (DEST, 2005, pp. xii-xiii) .

Conductor of the Victorian State Opera and founding member of the Australian Orff
Schulwerk Association, Richard Gill echoed the feelings of many music educators about
the placement of music within the Arts KLA in a keynote address given at the Victorian
Music Teachers‘ Workshop in 2007:
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My principal gripe is that music is lumped in with all the other arts because it suits some
bureaucrats to do so…. It is difficult enough to teach music itself as an integrated subject
let

alone

with the

added

burden of

unreasonable,

external

and unrelated

requirements…[that] have nothing intrinsically to do with music (2007, p. 8).

Concerns have also been raised by practicing teachers regarding the broadness of the Arts
KLA as a subject area for teachers. It has been suggested that it is unrealistic to expect
any teacher – generalist or specialist – to be well enough versed in all five subject areas to
incorporate them into the classroom (Alter, Hays, & O'Hara, 2009).
Despite the recommendations of two separate inquiries, nothing has changed regarding
the way music is represented in education policy. In April 1999, the State, Territory and
Commonwealth Ministers of Education meeting as MCEETYA formulated The Adelaide
Declaration on National Goals for Schooling in the Twenty-First Century. This document
affirmed the Hobart Declaration published in 1989 and deviated little in essential content.
There was a further update in 2008 with the Melbourne Declaration (MCEECDTA,
2008), but again, the essence of the document (as far as the Arts was concerned) remained
the same.
2.3.2 The gap between policy and implementation
There is concern and frustration amongst arts educators that, despite regular reports on
and policy updates in curriculum, there has been no fundamental change to the way in
which the arts have been implemented in Australian schools over the last 10 years.
Australia‘s National education and the arts statement boldly declares:
Individuals‘ creative skills and capacities are nurtured through a balanced and dynamic
education rich in arts and cultural experiences. Every child deserves such an education,
with carefully planned opportunities to learn in and through the arts. Education systems
that value and develop individuals‘ creative capacities help to position Australia as a
vibrant nation in the global context (MCEETYA, 2005, p. 4).

Yet how this is to be made possible in schools remains undefined.
As Bamford identifies in her international research, there is a ―gulf between the ‗lip
service‘ given to arts education and the provisions provided within schools‖ (2006, p. 11).
While the arts are a core part of policy in 84% of the countries surveyed, there is not
wide-spread implementation of arts programs in schools. This is due in part, she says, to a
lack of understanding of the implementation process (2006, p. 86). British curriculum
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commentator, Professor A.V. Kelly supports this. He highlights the importance of noting
the difference between the official curriculum and the actual curriculum, ―The difference
between them may be conscious or unconscious…What is actually received by the pupils
must be [an] equally important or even more important concern‖. Good curriculum
planning he states, must ultimately be concerned with ―closing the gap‖ between the two
(1999, pp. 6-7).
After the Hobart Declaration, the first step towards implementation of curriculum from
Victoria was the Curriculum and Standards Framework (CSF) (1995) which was updated
and re-named the CSF II in 2000. Currently, state and Catholic schools in Victoria
implement curriculum under the guidelines of the Victorian Essential Learning Standards
(VELS) which replaced the CSF II in 2006.
Watson and Forrest report that ―Essential Learnings‖ are characterized by:
… a focus on the depth of understanding and rigour rather than breadth of content with
provision of generic cross-curricula skills, values and attributes that promote lifelong
learning and active citizenship in a global society (2005, p. 271).

Whilst this description supports the language and sentiments of the Melbourne
Declaration very neatly, there are concerns amongst arts educators that the VELS
descriptors are applicable to all arts disciplines but so generic as to be useful to none.
Watson and Forrest describe the learning and focus standards language for each level as
―giving no specific guidance to teachers to plan and implement music programs‖ (2005,
p. 273). For example, the website states, ―At Level 1, students make and share performing
and visual arts works that communicate observations, personal ideas, feelings and
experiences‖ (2007). In the updated version of the Discipline-based Learning Strand: The
Arts, specific references to music occur, but they are few and far between (2008).
Gill speaks of such guidelines below:
... the curriculum tries to be all things to all teachers in an effort to combine all aspects of
the arts fields and as a result what is produced is a bland, meaningless, weak and
ineffectual summary of some feel-good ideas which have nothing to do with developing
children‘s perceptions or encouraging serious study of any art form (2007, p. 3).

Putting the situation into a national context, music content is no longer explicit for the
teacher in the ACT, Tasmania and Victoria. Watson and Forrest state, ―essential subject
content and other essential elements, often categorised as representing a futures
perspective, are intertwined‖ (2005, p. 275). The authors indicate that Queensland,
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Northern Territory and South Australia have retained an outcomes-based approach and
although music is grouped with other arts in the Northern Territory and South Australia,
there is ―sufficient music-specific language for content to be reasonably explicit‖ (p. 275).
Reference is not made to New South Wales or to Western Australia.
2.3.3 Balance across the key learning areas
The Melbourne Declaration outlines the learning areas as: English, Mathematics,
Sciences, Humanities and Social Sciences, The Arts, Languages, Health and Physical
Education and Information and Communication Technology (MCEECDTA, 2008, p. 14).
It states that the learning areas will be incorporated into the curriculum with ―breadth,
balance and depth of learning appropriate to students‘ phases of development‖, while
going on to qualify:
The learning areas are not of equal importance at all year levels. English and mathematics
are of fundamental importance in all years of schooling and are the primary focus of
learning in the early years (2008, p. 14).

Accordingly, many schools in Australia spend the majority of their time on literacy and
numeracy. For example, schools in WA are mandated to spend 50% of their class time on
literacy and numeracy and 2 hours per week on physical education per week (ABC,
2010). In NSW, English occupies 25-35% and mathematics 20% in comparison with
―Creative and practical arts‖ between 6-10% (Gibson & Anderson, 2008, p. 108).
Concerns have been raised among educators, that the emphasis on literacy and numeracy
has put pressure on other subject areas effectively, in many situations, squeezing them out
of the timetable altogether.
A research project exploring the perspectives of nineteen Australian primary school
classroom teachers on arts education found that the majority of participants believed that
time in the primary classroom was ―dominated‖ by attention given to English and
mathematics. One of the teachers stated, ―…schools often teach up to 60% of their time
in those two areas … that‘s two KLAs out of six! Where‘s the other four?‖ (Alter et al.,
2009).

As far back as 1997, Melbourne‘s Anne Lierse found that 48% of the schools she
surveyed were forced to cut or reduce their music programs because of the over-crowding
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of the curriculum created by the implementation of the Curriculum Standards Framework
(1996, p. 133).
The situation would appear to be reflected at an international level. The International
Review of Curriculum and Assessment Frameworks project (Sharp & Metais, 2000)
provided a comparative study of the arts, creativity and cultural education in nineteen
educational systems, including Australia. It found that the arts were universally regarded
as a vital part of a well-rounded education and yet concern was constantly raised about
the ―relative status and value accorded to arts subjects in schools‖ (Sharp & Metais, 2000,
p. 8). The authors contend that society is changing so rapidly that new priorities are
continually being identified in education and pressure is brought to bear on schools to
ensure that young people have the knowledge and skills needed to fulfil their potential.
Simultaneously, many countries are currently placing an emphasis on developing the
basic skills of literacy and numeracy, and this has led to ―pressures on other subject areas,
including the arts‖ (2000, p. 10).

A report prepared for The Center on Education Policy (2008) by Jennifer McMurrer states
that in Washington DC since 2001, 58% of all districts have increased their instructional
time in English and 45% in mathematics. Conversely, 16% had reduced their instructional
time in art and music resulting in an average decrease of 57 minutes per week for these
subjects (p. 2). David Woods supports the claim saying that during the Bush
administration, the arts were referred to as ―basic and essential to the education of young
people‖ yet testing requirements in literacy, mathematics and science forced local school
districts in the US to ―divert resources and funding away from other subjects such as the
arts‖ (2009, p. 126) .
2.3.4 Literacy and numeracy testing takes time from other subject areas
In Australia, we can find similar ―testing requirements‖ in the form of the National
Assessment Program: Literacy and Numeracy (NAPLAN testing) which assesses years
3,5,7 and 9 in reading, writing, language conventions and numeracy every year (ACARA,
2008). This kind of testing has been controversial over time for a number of reasons.
Reservations go as far back as Howard Gardner who claims that literacy and numeracy
alone are not adequate measures of a students‘ abilities.
In my view, if we are to encompass adequately the realm of human cognition, it is
necessary to include a far wider and more universal set of competences than has
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ordinarily been considered. And it is necessary to remain open to the possibility that many
- if not most – of these competences do not lend themselves to measurement by standard
verbal methods, which rely heavily on a blend of logical and linguistic abilities (1984, p.
xiv).

There is also evidence to suggest that emphasis on literacy and numeracy has reduced
learning time for other subject areas (Lierse, 1997, p. 180). Furthermore, it has been
suggested that pressure to perform on literacy and numeracy tests creates an unhealthy
learning environment: ―activities used in teaching for the national tests destroy
individuality, stifle creativity, stultify thought and make all children respond in the same
way‖ (Gill, 2011a). Gill further argues, as have many others (Sharp & Metais, 2000;
Temmerman, 2006a; Winner & Hetland, 2007), that creative and innovative learning is
promoted by the Arts. He makes reference to the same topic in an international context:
How is it that in Finland, Norway, Sweden, Denmark, Argentina, for example, where
music is studied and taught sequentially as a serious subject, that there has been no
deleterious impact on the literacy and numeracy results of students? In fact just the
opposite: these countries excel in all fields of educational endeavour precisely because of
their arts and music programs (Gill, 2011b).

In its report titled Reviews of Evaluation and Assessment in Education: Australia
(Santiago, Donaldson, Herman, & Shewbridge, 2011), the OECD makes some positive
statements about NAPLAN testing but at the same time expresses concerns that it is
encouraging schools and educators to ―narrow the curriculum to basic skills ... at the
expense of other knowledge‖ (2011, p. 64). A discussion of the report, on the ABC‘s The
Drum, states that the report mirrors concerns raised in England and the US about the
shortcomings of standardised, short-answer tests and notes, ― ... having high-stakes tests
focussing on literacy and numeracy narrows the curriculum and fails to give credit to the
depth and breadth of intended student learning goals‖ (Donnelly, 2011).
The OECD report also makes reference to NAPLAN‘s lack of compatibility with 21st
century skills emphasized in the Melbourne Declaration:
NAPLAN‘s current focus on literacy and numeracy skills and lack of attention to socalled 21st century skills also limits its value in promoting Australia‘s education goals.
The Melbourne Declaration (MCEETYA, 2008) clearly lays out an ambitious set of goals
for all young Australians: ―That all young Australians become successful learners,
confident and creative individuals, and active and informed citizens.‖ NAPLAN addresses
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a relatively narrow range of learning … it is a potential concern if the system were to over
emphasise NAPLAN results (Santiago et al., 2011, p. 59).

Over-emphasis of results from NAPLAN is indeed an issue. Results from the tests are
displayed on an Australian Curriculum and Assessment Reporting Authority website
known as My School (ACARA, 2010). Concerns have been expressed that the site puts
unreasonable pressure on schools to perform in the areas of literacy and numeracy at the
expense of other subject areas. Head of the Western Australian Principals‘ Association,
Stephen Breen says that schools are ―under the spotlight‖ on the website so that they are
naturally going to spend a lot of time on NAPLAN which is ―a worry‖ (ABC, 2010). The
OECD report confirms this concern when it suggests that: ―by giving primacy to
NAPLAN, the My School website provides and encourages a very limited view of the
skills and knowledge students need to lead productive and rewarding lives‖ (2011, p.
112).
When asked on the ABC‘s Q and A program about the decline of citizenship, the arts and
other enrichment programs in schools as a result of the emphasis on literacy and
numeracy, Prime Minister Gillard ignored the issue of balance referred to by the
questioner and answered, ―I am very focused and very rigorous about literacy and
numeracy … to end up a great actress … you need those foundation skills‖ (Australian
Broadcasting Commission, 2012). The message from government is clear – literacy and
numeracy are currently an educational focus in Australia, regardless of the consequences.

2.3.5 Latest developments: The national curriculum
After the 2007 election, the Rudd Federal Government promised to ―create a
comprehensive music education in our schools and educational institutions‖. A short time
later in early 2008, the Cultural Ministers Meeting agreed to, ―initiate action to increase
access to school music education, with an initial focus on primary schools which have no
music programs‖ (Harvey, 2008).
By April 2008, Minister for Education, Julia Gillard, had confirmed the membership of
the National Curriculum Board which would see the delivery of a National Curriculum.
In April 2009, Education Minister, Peter Garrett, announced that the creative and
performing arts would be added to the second phase of the national school curriculum.
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The Australian Curriculum, Assessment and Reporting Authority (ACARA) announced
late in 2009 that an arts position paper had been developed and that Professor John
O‘Toole (Graduate School of Education, University of Melbourne) had been appointed as
the lead writer for the development of the Shape of the Australian Curriculum: the Arts. A
27-member Arts Curriculum Reference Group was appointed with music education
members including: Margaret Barrett (University of Queensland), Peter Dunbar-Hall
(Sydney Conservatorium), David Forrest (ASME), Richard Gill (Victorian Opera), and
Dick Letts (Music Council of Australia). ACARA invited all teachers to be involved in
the curriculum development process by registering with ACARA‘s online consultation
and feedback services (Stevens, 2010, p. 47).
By January 2011, ACARA had received over 1,600 online consultation responses and 166
written submissions to the draft Shape of the Australian Curriculum: The Arts.
Respondents included classroom teachers, curriculum authorities, parents, industry groups
and university lecturers. The extensive feedback on the draft shape paper was analysed
and the resulting consultation report was considered by the ACARA Curriculum
Committee in April 2011. The final shape paper which includes a guide to the writing of
the Arts curriculum was released on August 26th, 2011. The timeline for the roll-out of
further curriculum documents may be seen below (ACARA, 2011a).

Stage

Activity

Timelines

Curriculum development

Final Shape of the Australian
Curriculum: The Arts published

August 2011

Broad outline; scope and
sequence

August – October 2011

Content descriptions (and
elaborations) and achievement
standards

October 2011 –
February 2012

National consultation

2012

Consultation

Table 2.1 Timeline for arts curriculum roll-out

2.3.6 Problems with the national curriculum to date
Already the process of writing the curriculum for the arts is underway. There are concerns
amongst arts educators however, that even if the curriculum is written to a high standard
with sequential learning clearly and specifically outlined, the percentage of teachers
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implementing music programs in Australian schools who are adequately trained to teach
them, will be so small as to render it largely obsolete.
Dr Richard Letts of the Music Council of Australia says:
In the opinion of many, the national curriculum is not in itself going to change anything
much. It all depends on whether and how the school systems implement it. The
curriculum is just a document. As things stand, any decent curriculum will be too difficult
for most of the teachers at primary level to implement because they are not musically
trained (Personal communication, Letts, 2010).

Correspondingly, in the USA, one of the main writers of the Voluntary National
Standards for Pre K-12 music instruction, Professor Paul Lehman stated that ―The
Standards should be specific enough to provide a basis for writing curricula, developing
lesson plans and assessing learning‖ (Woods, 2009, p. 121). He also expresses concern
about the crowded curriculum:
The single most frequently expressed concern regarding the National Standards in the
survey is that they are unrealistically high and simply cannot be achieved in the limited
instructional time available to many music teachers (2009, p. 125).

Literature examined in the following section, Music Teacher Education will show that
there is good reason for concern that there may simply not be adequate number of, or
education for, music teachers in Australia to implement the new curriculum.
In Australia, the Shape of the Australian Curriculum: The Arts was released in August
2011 and is designed to provide ―broad direction on the purpose, structure and
organization of the Arts Curriculum‖ (ACARA, 2011b, p. 2). As in curriculum documents
of the past 20 years, there are five subjects covered under the learning area. The document
is ―based on the assumption that all young Australians are entitled to engage with the five
arts subjects and should be given an opportunity to experience the special knowledge and
skills base of each‖. The implication that all five art forms are to be compulsorily studied
is confirmed with the further statement, ―All students will study the five arts subjects –
dance, drama, media arts, music and visual arts - from Foundation to the end of primary
school‖. The only explanation offered as to how this is to be achieved within a crowded
timetable with insufficient qualified staff to implement it is, ―Schools will be best placed
to determine how this will occur‖ (2011b, p. 4).

52

While adding that allocation of time for teaching the Arts learning area will again be a
―school-based decision‖, hours for each band of schooling are given as a guide for the
writers of the curriculum as follows: (figures in brackets are an interpretation based on
the suggestion that all five art forms are to be covered within the hours indicated).


120 hours across Foundation–2 (grades prep, one and two)
(3 years = 40 hours per year = 1 hour per week = 12 minutes per art form per
week)



100 hours across Years 3–4
(2 years = 50 hrs per yr = 1 ¼ hrs per wk = 15 minutes per art form per wk)



100 hours across Years 5–6
(2 years = 50 hrs per yr = 1 ¼ hrs per wk = 15 minutes per art form per wk)
(2011b, p. 4).

In explanation of the time estimates, Shape of the Australian Curriculum: The Arts states
that ―some subjects in the arts require frequent brief tuition while others require more
intense immersion less frequently‖, yet ―each subject in The Arts is unique, with its own
discrete knowledge, symbols, language, processes and skills‖ and ―Learning in the arts
and the development of aesthetic knowledge are sequential and cumulative‖ (2011b, p. 5).
How can a subject that has its own discrete knowledge, symbols, language, processes and
skills be taught in a sequential and cumulative manner in 12 to 15 minutes per week?
Even if some subjects require less time than others, the times given are not adequate to
teach anything with the kind of rigour aspired to in these statements.
Helen Champion, the curriculum manager of the performing arts for the Victorian
Curriculum Assessment Authority says of the Shape Paper‘s release:
This is a welcome national affirmation of the place of music education in the curriculum.
However, supportive curriculum policy alone doesn‘t guarantee a successful music (or
any other) learning program. Curriculum content, achievement standards and
implementation policy or guidelines, skilful and dedicated teachers, an ample supply of
instruments and learning resources or access to spaces that are suited to music making are
issues that can strongly influence but not guarantee specific educational outcomes (2011,
p. 1).

Again, there is no reference made as to how these obstacles are to be overcome.
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In 2009, the National Advocates for Arts Education (NAAE) organization was asked how
it believes the arts should be positioned in the curriculum and asked for an estimate of
class time deemed appropriate. The response was that students should receive a minimum
of 2-3 hours per week in at least one visual art and one performing art from K-10 and that
specialization in each of the arts be available at years 11-12 (Huxtable, 2009). This is
substantially more than what is outlined above.
In addition to the issues with the Arts Shaping Paper, there are bigger concerns about the
National Curriculum as a whole. Initial forecasts that the implementation would begin
rolling out in 2011 have now been put back to at least 2013 and NSW has announced that
it will postpone the implementation of the national curriculum by 12 months because of
―a lack of commonwealth funding and uncertainty about the content‖ (AAP World News,
2011).
A recent survey by Principals Australia, also showed that nationwide, only 47% of school
principals agree with the government‘s proposed education changes including; the
National Curriculum and national assessment and reporting of student results through the
My School website. The survey revealed that school leaders are ―highly stressed and
doubt whether they are well-equipped to implement the broad suite of policy changes‖
(Milburn, 2011).
2.3.7 Should music be mandated?
There is international debate about whether or not music and the arts should be mandated
in education. In research conducted into community attitudes to music education, The
Australian Music Association found that 87% of respondents supported the notion that
music education should be mandated by the states to ensure every child has an
opportunity to study music in school (2008). In the United States, the National
Association for Music Education (MENC) delivered a petition to the Secretary of
Education with more than 120,000 signatures in support of music and the arts as
mandatory subjects (2009).
Australia‘s Ian Harvey cites countries such as Japan, Hong Kong, Malaysia, Hungary,
Finland, Norway, Sweden and France where he claims the mandating of music has
improved provision in terms of ―policy position, time in the curriculum, specific
assessment of outcomes and achievements, as well as requiring all generalist primary
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teachers to have a range of their own musical skills‖ (2008) .In Japan, music study is
mandated so that for example, a first year primary student would experience 6 hours per
week of ―art, craft, music life and environmental studies‖ and by year 9 would receive
about 140 hours per year of arts education in the core curriculum and an additional 165
hours of optional electives (Gibson & Anderson, 2008, p. 108).
In the UK, it is estimated that in 1999, provision of music education in schools was
similar or possibly lower than that currently in Australia (Harvey, 2008). It is now
expected that all children in England and Wales will be taught music by their class
teacher or a music specialist (Holden & Button, 2006, p. 23). Janet Mills of the UK states
that:
Once music became compulsory for all students in maintained schools, it could no longer
be dismissed as a frippery, a subject only for children thought by someone to be
particularly ‗musical‘ (whatever was meant by this!) or something only for children who
were not very good at other, seemingly more important, subjects (2005, p. 3).

In Australia, music is mandated only in Queensland (until year 8) (DEST, 2005; Southcott
& Hartwig, 2005). The arts are strongly supported by the state‘s curriculum body
Education Queensland and several of the state‘s universities offer both specialist and
generalist music education to undergraduate students. In addition, each regional district
has an administrator whose role it is to oversee the staffing and running of classroom and
instrumental music programs in regional areas (Barton, personal communication, April
2012). Figures from the Teaching and Learning branch of Queensland Education show
that 87% of the state‘s schools have a classroom music program in operation, but a
spokesperson for the organization clarifies that not all programs are taught by specialists.
Furthermore, he stated that it is not always easy to find music teachers, particularly for
small, remote schools, these making up the 13% without a program in operation (Tyler,
personal communication, May 3rd 2012).
In Victoria, according to the Recommendations For The Arts, it is possible for schools to
avoid timetabling music throughout any school year for any year level (Watson & Forrest,
2005, p. 274). Schools have some concerns however, that making any more subjects
mandatory would put unreasonable pressure on an already ―over-crowded curriculum‖
(ABC, 2010).
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In truth, at the present time, even if music were mandated, many children would still miss
out because there are so few qualified teachers available to administer programs,
particularly in rural areas. The UK experience has shown:
This statutory requirement has placed enormous demands upon teachers, many of whom
were initially trained as generalists. These generalist teachers are now required to teach
music to specific levels which demand skills of a very high order, irrespective of their
inadequate training in music and lack of confidence (Holden & Button, 2006, p. 23).

There are arguments then, both for and against mandating music education in the
curriculum. While both Australian (Queensland) and international experience has shown
that making music compulsory raises its profile and importance in the curriculum, there is
also evidence to suggest that in current circumstances, there is neither adequate funding
or teachers to support such a move in Victoria. The NRSME states ―… mandating time on
its own does not necessarily guarantee quality learning in music for students. Time is but
one element of the jigsaw of effective music education‖ (2005, p. 138).
However, if change is to come, this would seem to be an effective way to encourage it –
change must start at the policy/curriculum level so that it might gradually follow in
universities and schools. This would take and would require significant financial support
from government for both schools and universities.
2.3.8 Funding
The British Government announced in 2007 an investment of £40 million in a national
singing program for schools. The program was designed to ensure that singing was taking
place daily in every primary school in the country and that professional development was
being offered to all music teachers who required it in order to help facilitate the program.
Nearly 90% of state primary schools and 78,000 teachers, leaders and freelancers are
registered (Sing Up, 2011). A major consultation, led by the composer and passionate
education advocate Howard Goodall, made a series of recommendations that culminated
in the funding of Sing Up – the biggest investment in singing the country has seen
(Jaffrey, 2010). Such a program could work in Australia with appropriate funding and
support of a person in a suitably powerful position to influence priorities at government
level.
As the NRSME states, school communities can apply for music-related facilities and
equipment, under the Australian Government‘s $1 billion Investing in Our Schools
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Programme (DEST, 2005, p. 130), but they can and do also use the money for other
buildings and infrastructure instead. Specialised funding would be far more likely find its
way to needy arts programs in schools and universities.
Music facilities and equipment are an investment in the music education of young
Australians. While it is possible to run programmes on a shoestring, to do so places a
heavy, sometimes intolerable, burden on teachers (DEST, 2005, p. 135) .

The NRSME also recommends that:
The Australian Government and State and Territory governments provide sufficient
funding to support effective, quality music education that is accessible for all Australian
children. The principles of quality music … such as the crucial nature of continuous
sequential music teaching and learning, should not be compromised by funding and
resourcing issues. These funding issues need to be addressed at a government level and
not cost shifted to school communities (2005, p. 108).

To date these recommendations have had little effect on classroom music programs in
rural Victorian primary schools.
2.3.9 Summary
It is clear then that the way in which music is represented within policy and curriculum
documents affects dramatically the way in which it is (or is not) represented in school
timetables. How music is represented has a bearing on how it is perceived by the
community together with staff and students in schools. We have seen that music is
grouped with four other subject areas in a Key Learning Area that is not regarded as
compulsory in schools. The grouping of the five areas together presents challenges for
prioritizing in the curriculum. There is a degree of ―lip service‖ paid to the importance of
the subject in policy documents that is not followed through in curriculum or its
implementation. It is argued that the emphasis on literacy and numeracy and the way in
which they are assessed has had a negative impact in Australian schools on other subject
areas, including music and the other arts. Although it has been agreed that the arts will
form part of the new National Curriculum, music is still represented with the same four
subject areas, implying it likely that there will be no direct addressing of any of the
problems discussed above.

57

2.4 Pre-service teacher education
There are a number of different aspects of pre-service teacher education to be examined
here including the time allotted to music education within course structure, the nature of
education offered at tertiary level (specialist versus generalist), the nature of course
content with under- graduate education, the location of teacher education institutions
within the state, and federal government funding supplied to tertiary education facilities.
Each impacts in some way on the supply of music teachers to regional Victorian primary
schools.
2.4.1 Time dedicated within courses for music/the arts
In 1995 the Senate Inquiry into Arts Education noted a paucity of arts teaching skills:
Generalist primary classroom teachers, because of their own poor arts experience at
school, and because of inadequate teacher training, lack confidence to teach the arts. As a
result, through no fault of their own, there is a strong impulse to marginalize the arts in
their teaching; their own students - among whom are the teachers of the future - suffer;
and so the vicious cycle is renewed (Coulter et al., 1995, p. 42).

Ten years later, the National Review of School Music Education findings in this area
were very similar. The review states that pre–service teacher education was a significant
issue in the survey, finding that time for pre-service programs has in almost all cases been
reduced. It states, ―The pressures on teacher education are heavy. Changes in funding
models and ways of conceptualising courses have led to choices by universities that
contribute to this situation‖ (DEST, 2005, p. 78). The report recommended that the
Australian government find ways to encourage teacher education providers to give greater
amounts of time for music education to pre-service teachers (p. vii) and stated that it
endorses the recommendation from the Australia Council‘s submission that ―… all preservice teacher education courses (be) required to include a minimum of two hours music
content per week‖ (p. 113). Temmerman supports the recommendation, stating that the
quality of any kind of education is logically linked to the education of teachers
responsible for delivering it. She says that the last decade has seen a dramatic reduction of
funding to tertiary education and subject contact hours have reduced as a consequence.
We‘ve seen four-year degrees drop from 110 to 120 total contact hours of music-specific
education to a single creative arts - not music-specific subject - totaling just six to twelve
hours of contact time (2006a, p. 36).
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Munday and Smith (2010) report similar experiences in more recent times. They write
that one of the advantages of the course in their institution had been that creative and
expressive arts subjects were small and delivered over four or five semesters (2010, p.
72). Instead of five music semesters, now there are only two and the authors state it is
―disappointing that, knowing the effectiveness of previous models, we need to frame
other ways of achieving similar outcomes‖ (2010, p. 76). As an endnote, the article makes
reference to the proposed Higher Education Reforms (Bradley, Noonan, Nugent, &
Scales, 2008), suggesting with a pessimistic tone that:
Without any external pressure to include adequate technical learning in any Arts
education provision for student teachers, the existing offering of music will probably fall
victim to the increasing pressure to run additional literacy and numeracy programs (2010,
p. 77).

Rachel Hocking (2008) from the Music Council of Australia conducted research in
response to recommendation number 3 of the NRSME - ―To improve the standard of preservice music education for all generalist classroom teachers‖ (DEST, 2005, p. xvi). The
research found that of the 42 universities in Australia, 30 offer a pre-service primary
teaching degree, but two will be phasing these degrees out in the next year. Of these 30
degrees, it was found that 23 teach music through an arts course rather than a music
specific course. Most mandatory subjects are studied for one semester and many
universities are now teaching 12-week rather than 14-week semesters (Hocking, 2008, p.
43). Of the 30 universities, 19 have less than 2% mandatory music in their total degree.
The figures were not available for 6 universities. The remaining 5 had 2-5% mandatory
music within the four years of the degree (Hocking, 2008, p. 45). These figures show that
there has been a negligible response to the recommendation by the NRSME, that ―The
Australian Government should explore ways to encourage universities (and other
providers of teacher education) to provide more time for music education for pre-service
teachers‖ (DEST, 2005, p. xvi).
Manager of the Australian Music Association, Ian Harvey‘s proffered solution is for the
federal and state governments together with universities to ―agree to give music a higher
priority in pre-service teacher training‖ and in conjunction with teacher registration
bodies, recognise music skills ―as a requirement of future accreditation‖ (2008). He also
makes reference to the Music Manifesto Program (Department of Education United
Kingdom, 2011), suggesting that perhaps Australia could benefit from such a system
whereby musicians work alongside generalists to provide ―meaningful music education‖.
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It can be seen then that the amount of music offered to pre-service primary school
teachers has been reduced dramatically over the last 10 to 20 years. Despite
recommendations from education lecturers and the NRSME, nothing has been done to put
a halt to the gradual reduction of time allotted to music and the arts in general, if
anything, the process has accelerated since the report‘s release.
2.4.2 Lack of funding
A recently released report, 20 Years after the Dawkins Report Tertiary Music Education
in Australia by Global Access Partners (2011) looks at the state of tertiary music
education in Australia and compares it to several institutions in Europe, Britain and the
United States. Although the report is referring mostly to the tuition of music performance
students in conservatorium-type institutions, many of the points discussed have had
equally profound repercussions for students studying music within an education context.
The Dawkins Revolution was a series of reforms instituted by the Federal Education
Minister, John Dawkins in July 1988 and included; the introduction of the Higher
Education Contributions Scheme, the conversion of Colleges of Advanced Education into
universities and a series of provisions for universities to justify spending on courses and
research. According to the report, the reforms were ―criticised for their ‗one-size-fits-all‘
approach, where the traditional universities were forced to compete for research funds
with the newly designated and amalgamated universities‖ (Global Access Partners, 2011,
p. 48). The report states that Australian music faculties are 40% underfunded compared to
their international partners and that this position is unsustainable. It reports that music
represents less that 2% of university budgets – ―Universities tend to see their music
faculties as absorbing money, due to higher ‗hidden‘ instructional costs, and it is not
always feasible or practical to offer larger music courses to generate greater income‖
(2011, pp. 5-6). The authors predict that it is possible Australia will not have an effective
national music education system in five years‘ time.
2.4.3 Arts amalgamation and funding linked to reduced teaching hours
The GAP report highlights that the amalgamation of music with other art forms in policy
resulted in music education being ―largely excluded from mainstream policy discussions‖.
... when Australian universities incorporated arts programs, little attention was paid to the
need for one-to-one teaching in music. Instead, it continues to be banded with other
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disciplines where 50-300 students can be taught at the same time in lecture halls. The
music curriculum has been reduced accordingly (2011, p. 20).

Practitioners in Australia‘s tertiary music institutions know what is required to provide
high quality music education for students, but universities do not have the funds to
support it. Lecture group sizes are rapidly increasing together with video-transmitted
lectures from one campus to many in an effort to reduce costs, but music classes seldom
involve large numbers of students and instruction in such large groups is not feasible in
any case due to the ―hands-on‖ nature of teaching. ―Student numbers are now outpacing
funding in many disciplines, leading to business and academic lectures for several
hundred people, but it is impractical to have such large classes in music instruction‖
(Global Access Partners, 2011, p. 25).
The report criticizes the placement of tertiary music educations within the funding
structure put in place during the Dawkins era, claiming that:
Both the capital cost of [music] facilities and the infrastructure and services required to
support and run them are more akin to the cost structures for the sciences and
dentistry/medicine/veterinary science ... The financial gap is unbridgeable without a
drastic revision of the national funding model (2011, pp. 20-21).

The report concludes by suggesting that tertiary students should at least be offered the
same amount of training and opportunity as was given at high school and that it
―behoves‖ tertiary music institutions to provide ―appropriate career pathway support‖ for
all students (2011, pp. 29-31). In reality, this is far from likely with some regional
universities having in fact been recently instructed that a $20,000 administration fee per
subject will be payable in the future by any School within the university that runs an
undergraduate subject with an enrolment of fewer than 15 students (Ling, personal
communication, 2011). This is a further constraint on university music programs.
2.4.4 The importance of previous music/arts experiences bought to teacher
education
Judith Dinham elaborates on the importance of pre-tertiary music studies stating that,
―university educators are greatly challenged in their role of preparing future Primary
teachers adequately in The Arts Learning Area - within the allocated units and time
provisions‖ (2007, p. 17). Dinham explores the idea that it is not only teachers‘ preservice training that is leaving them ill-equipped to meet the needs of classroom arts
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education, but also the experience they bring to their tertiary education. In a study of 268
students entering their first year of teacher training, she surveyed students‘ arts
background. The overriding results confirmed that more than half of the student teachers
(56%) had not had any visual arts education beyond year 8 and nearly three quarters
(73%) had not undertaken any art education in the past five years. She clarifies that while
the visual arts are the focus for her discussion, the data for music and drama in the same
survey presented similar results.
Neryl Jeanneret argues a similar point in her address to The Victorian Music Teachers‘
Workshop (2007). She points out that pre-service students come to the degree at least
with year 12 competence in Mathematics and English, but rarely with any expertise in the
arts and that ―... we have to provide a foundation in the arts before we can even consider
pedagogy‖ (2007, p. 35).
2.4.5 Reduced time on music study equates to inadequate confidence to teach
The problem of music teacher education in Australia mirrors that in other Western
countries as we have seen in the case of arts status within the curriculum. In Canada,
Bernard Andrews (2004) reports that although dance, drama, music and the visual arts are
all considered to be vital to the school curriculum, there is no consensus on the skills
required to teach the disciplines or on approaches to teaching the arts in teacher education
faculties. He argues that classroom teachers will avoid teaching the arts if they do not
have the expertise to feel confident, that schools will hesitate to offer arts programs when
they cannot find trained teachers and also when financial restrictions reduce their
flexibility to employ staff (2004, p. 76).
Teacher education was also one of the top priorities identified by Sharp and Metais
(2000) across all countries in the International Review of Curriculum and Assessment
Frameworks (INCA) report. Given that primary teachers are generalists, and that there is
limited time devoted to arts within initial teacher education, the report found that ―it is not
surprising that some primary teachers lack confidence in teaching the arts‖ (2000, p. 13).
2.4.6 Specialist versus generalist
If generalist pre-service primary teachers are not receiving adequate contact hours to
prepare them for teaching the arts in schools, there would seem to be a strong case for the
use of specialist teachers to take on the role. In the NRSME, it is pointed out that all but
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two of the primary schools chosen for site visits on the basis of musical excellence ―had
music specialists at the centre of their music programs‖ (DEST, 2005, p. 73).

Deirdre Russell-Bowie (1999) gives an account of the historical background to the
implementation of arts programmes by generalist teachers and quotes interview data to
support this position. ―It would be great to have specialist music teachers in all schools.
Class teachers find it‘s especially hard when you are not musically inclined or talented‖
(1999, p. 179). She argues for some degree of elective specialisation in music (as well as
other subjects), where students can develop their skills, knowledge and attitudes in music
education. However, while most tertiary institutions offered opportunities to develop
curriculum knowledge and skills in the individual discipline areas of the arts in the 1980s
(as has been shown in this section) this is no longer the case. Commonly, student teachers
now receive an amalgam of arts experience in a single curriculum unit.
Jeanneret (2007) writes that although the NRSME (2005) strongly endorsed the idea of a
music specialist in every school, this is at present, an unrealistic expectation. She
considers it unlikely in the current climate, with the emphasis so strongly on literacy and
numeracy that such a move would be supported by government. ―In any case‖, she says,
―where would they come from? A number of universities provide suitably prepared
graduates for these positions but they are small in number and there would simply not be
enough‖ (2007, p. 35). She discusses the idea of expert teachers moving around and being
available to a number of schools, but dismisses it again as unlikely to succeed at this time.
Jeanneret advises simply pointing student teachers towards a number of good resources
prepared especially for generalists. While this measure might make some difference in the
early stages to new music teacher graduates, it does not solve the larger, long-term
problems discussed.
The NRSME makes a ―supportable case for music specialist teachers in schools‖ and goes
on to state that:
Increasing demand for music specialist teachers is an opportunity for universities.
Carefully integrated planning between universities and employing authorities and schools
is necessary to meet any demand and avoid oversupply but this is an area of potential
growth (2005, p. 114).

Gill argues clearly,
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Not only should music education take place for all children but it should be taught by
properly trained teachers. In other words music… highly-trained specialists with the most
brilliant and gifted teachers working at the elementary or Kindergarten level (2007, p. 5).

He also makes reference to the nature of material taught by less than fully-qualified music
teachers who feel they can only teach material that children might instantly like. In the
end he says, it is how a child thinks about a piece of music that begins to define the
teacher professionally.
Too much of what is presented in music classrooms requires children to express opinions
about aspects of music which fall completely in the domain of the subjective and have no
chance of being substantiated in any way with any musical evidence (2007, p. 3).

The generic nature of the VELS guidelines, examined in the previous section, allows for
the commonplace occurrence in Victorian primary schools of the phenomenon to which
Gill refers.
Robin Stevens (2003) reports that there is:
…an unrealistic expectation particularly of government primary schools, that classroom
music will be taught by generalist primary school teachers. In reality, this does not occur
as it should…unless primary teacher graduates have undertaken elective music and/or
education units within their courses, they are unlikely to be sufficiently competent or
confident to teach music‖ (p. 12).

Lierse (1996) states that it is not possible to ascertain how many music specialists there
are teaching in Victoria because schools have the flexibility to select which subjects from
the arts they wish to offer at each year level and to staff their schools accordingly. This
confirms the need for the present study which sets out to establish these figures at least in
the regional primary sector of music education. The Stevens report states in its
introduction, that the government education system in Victoria is ―possibly the most
decentralized in terms of administration and structure in Australia‖ (2003, p. 27). This is a
direct result of the Schools of the Future initiative brought in by the Kennett government
after the 1992 election in Victoria. An important ramification of decentralization for
Stevens‘ study was that principals now had the option of employing music specialists in
primary schools. This was previously not possible when policy had dictated that only
generalist teachers were to be responsible for primary school music education.
A study in the United Kingdom examined whether non-specialist trained teachers feel
confident to teach music. It was found that among generalist teacher graduates surveyed,
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only 6% felt confident in the role while most teachers ranked music last on the confidence
scale of subjects (Holden & Button, 2006, pp. 32-33). Overall, the authors found that
whilst class teachers were in favour of being able to teach all curriculum areas,
―comments were made on the importance of a specialist teacher for musical expertise‖
(2006, p. 36).
Mills (2005) points out that the definition of a music specialist in the UK can be
confusing. Sometimes it indicates that the teacher has a music qualification that a
generalist lacks, in other cases, it can refer to a generalist trained teacher who teaches
only music. In either case, she suggests that it is not necessarily the case that one is better
at their job than the other (2005, p. 28). She argues that some of the best music teaching
she has seen in primary schools has been by practitioners with no qualifications in the
area but extensive experience in generalist teaching or other subject areas:
... they have an ability to diagnose where students are, and work out ways of helping them
to learn, frequently coupled with a degree of humility about their music skills that leaves
them continually questioning how well their students are learning (2005, pp. 28-29).

Mills quotes a report from the Office for Standards in Education, Children‘s Services and
Skills (Ofsted) which states:
In 1994 there were many primary schools where the teachers believed that class music
lessons taught by class teachers were necessarily inferior to those taught by music
specialists … since 1994 more schools have become aware that good class teaching and
poor specialist teaching both exist (Ofsted, 1999, p. 132).

While it is important to consider the implications of Mills‘ point of view, the differences
between primary school teacher preparation in the UK and Australia also need to be taken
into account. Music education has been compulsory until the end of year 9 in parts of the
UK for many years so that most undergraduate teachers will have had the benefit of
tuition from secondary music specialist teachers.
In Victoria, the term ―music specialist‖ is generally a reference to a teacher‘s role rather
than their qualifications. There are undoubtedly (as Mills suggests) some such
―specialists‖ - without specific music training - implementing excellent music programs
in schools. Evidence in the literature suggests however, that these teachers are the
exception and not the rule due to the limited amount of music tuition offered in Australian
teacher education institutions. There is no doubt that it would be ideal for all music
programs in primary schools to be taught by teachers with specialist training but this
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training is very limited in availability in Victoria (this will be examined further in the
results section) and in the meantime, generalists will continue to be expected to teach
music with limited preparation.
2.4.7 What defines a music “specialist” in Victoria?
The Victorian Institute of Teaching (VIT) is responsible for determining what
accreditation is necessary to be regarded as a ―specialist‖ in a Victorian primary school.
The requirements are articulated in The Victorian Institute of Teaching Specialist Area
Guidelines (2008) and indicate that a music specialist must have:
(a) Major study in Music which includes Practical Music or
(b) Major study in Music together with AMEB Grade VI or Year 12 Practical music or
(c) Major study in Music which includes Practical Music specialising in one or more
musical instruments (2008, p. 4).

When the Institute refers to a ―major‖, they have clarified earlier in the document that this
implies the study of six discipline units (single semester subjects) throughout a four-year
Bachelor of Teaching degree (2008, p. 2). Having said this however, the integrity of the
guidelines is entirely undermined by the opening statement which reads:
Nothing in the following implies a requirement by the Institute for employers to insist that
a registered teacher should hold particular specialist area qualifications to teach in
particular areas (2008, p. 1).

In other words, despite the guidelines being the preferred background for music teachers,
principals are in no way obliged to insist that the staff they employ to run music programs
have these qualifications. It is possible to conclude that the Institute itself is aware of how
difficult it can be to employ teachers that meet the specifications.
2.4.8 The nature of music content in teacher education courses
The VIT guidelines outlined above state that the units required for specialist qualification
need to be ―discipline‖ subjects, that is, subjects where the content is theory-based as
distinct from ―methodology‖ subjects which pertain to student assessment, planning and
curriculum (VIT, 2008, p. 2) .
Research by Temmerman (1997) concluded that emphasis on discipline study during
teacher education is likely to encourage a non-participatory style of teaching and perhaps
also to alienate student teachers who already struggle with a limited background in the
area. Temmerman surveyed the curriculum content of compulsory music subjects in
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teacher education courses throughout Australia. Her results established a link between the
undergraduate course content and the low levels of skills and confidence in music
experienced by generalist classroom teachers. In concluding, Temmerman questioned
whether the competency-based nature of the majority of courses reconciles successfully
with the spirit of the National Statement on the Arts for Australian Schools from that time
which stated that music programs should:
…capture the interest of all students, providing them with enjoyment and a sense of
achievement … cater for differing rates and styles of learning, and satisfy and extend
students with more developed musical knowledge and skills (Francis, 1994, p. 22).

She suggests that there could be better ways of instructing undergraduate music teachers
when she states, ―other professional behaviours in undergraduate courses might better
serve these ends‖ (1997, p. 31). In her article, Improving School Music: We All Have A
Part To Play, Temmerman suggests that adults are often put off playing music for life by
curriculum content at school which has a ―discouraging effect‖ on their participation and
enjoyment of music (2006a, p. 35).
Research in the UK suggests a similar trend when it states, ―many non-specialists feel
more comfortable leading musical activities than with teaching music theory‖ and
suggests that ―teachers can be deterred by composition and musical notation‖ (Holden &
Button, 2006, p. 36).
Dawn Joseph and Marina Heading argue that it is not just content knowledge, but also
pedagogical knowledge that creates a good teacher (2010, p. 77). They explain that in the
compulsory arts amalgam subject they teach, they offer a ―diverse range of discipline
content as well as methods of teaching‖. The university also offers a ―focussed study‖ in
which students choose to specialise in either dance, drama, music or visual arts. The
music content includes; a study of European (Dalcroze, Orff and Kodály) and African
music methods of teaching and repertoire together with a study of classroom instruments
and djembe drumming (2010, p. 78). Joseph states:
As tertiary music educator, I will continue to prepare my generalist preservice teachers in
a practical ‗hands on‘ manner. Since 2001 at Unnamed University I have both seen and
heard from my students through the end of semester evaluations of the unit, the benefits
of teaching and learning in this manner (2010, p. 83).

The authors conclude that it is imperative that teachers receive practical experience in
teaching music to children, both in the way the content is delivered to them at university
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and through actual teaching experience offered to them on practicum. In this way, they
develop ―an initial repertoire of teaching competencies, comprehend the various
dimensions of music experience and understand student learning‖ (as cited in Campbell &
Brummett, 2007, p. 52). Like those in many other vocations, students studying music
education are never fully aware of what it is to be a teacher until they begin their career:
... learning to teach is a process that continues throughout a teacher‘s career and...no
matter what we do in our teacher education programs and no matter how well we do it, at
best we can only prepare teachers to begin teaching (Conkling & Henry, 1999, p. 22).

In a separate article Joseph and Winspear state:
While the practice of teaching in schools can be replicated to some degree within the
university context, this will always be artificial as students will be role-playing children or
responding to planned scenarios (2008, p. 19).

In doctoral research, Julie Ballantyne and Jan Packer (2004) investigated the effectiveness
of music teacher education in three universities in Queensland. Through a questionnaire
distributed to early career secondary school music teachers, they established that
satisfaction levels with relevance of coursework to their needs and overall course content
were ―relatively low‖ (2004, p. 6). Findings from follow-up interviews suggested that
teachers felt that music was presented in isolation from the context of music teaching
during their pre-service course. Despite the study addressing only secondary school
specialist music education and only in the state of Queensland, it holds relevance for this
study in that it highlights the importance of practical teaching experience in the subject
area of music during teacher education. Given that the majority of universities in Victoria
do not offer ―specialist‖ music education, but rather, arts amalgam composite subjects, it
is hardly surprising that here, local practitioners anecdotally report tertiary students
seldom invite opportunity to teach music during their practicum rounds.
An emphasis on Orff and Kodaly
Occurring frequently throughout the literature on material for teacher education in music
are references to the The Kodaly Concept and The Orff Approach. The Kodaly and Orff
approaches to music education are amongst the most widely adopted in the Western
world. The Kodaly Concept was developed by Zoltan Kodaly in the late 1930s in
Hungary. Kodaly observed that the teachers of music in his country were ill-equipped to
teach music effectively in schools and set about creating a method of teaching music
literacy and accurate pitch singing for teachers. Carl Orff was employed to re-establish
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music education in post-war Germany at a time when community morale was at an alltime low. The approach at its heart, aims to engender a love of the creative spirit - to give
students exposure to the building blocks of creativity in playing, singing and moving to
music.
In qualitative data from her research with Cara Winspear, Joseph quotes one of her
student participants:
The 'hear', 'do' and 'see' method resonates with the Carl Orff approach to music teaching. I
endeavoured to adopt this into my practice as it was an effective way to teach - to get
pupils to improvise and be creative without being too prescriptive. Although the teacher
focused on the Orff approach, I also gained knowledge, skills and understanding of the
Kodaly method. Almost every lesson included singing using Kodaly hand-signs and the
teacher increased the number of hand-signs throughout the term using this as a way to test
her students' pitch. I noticed her include solfa names when her pupils played melodic Orff
instruments (2008, p. 20).

In her research into successful music methodology in Queensland schools, Kay Hartwig
also found a strong leaning from participating music teachers towards the very
practically-oriented Orff and Kodaly methods:
The predominant methodology used in primary music in most states of Australia is a
highly skills-based program using the Kodály philosophy. The Orff and Dalcroze
philosophies have also been to the fore in classroom music programs (Hartwig, 2008, p.
125).

She states that experienced teachers rely heavily on these two methodologies and that this
was also the case in their preservice and further training (2008, p. 128).
The creative nature of the Orff Approach coupled with the developmental structure of the
literacy-oriented Kodaly Method make them an ideal combination of teaching methods
for primary schools, particularly in the light of the insights offered earlier in the chapter
on social and emotional education. Susie Davies-Splitter‘s Orff-based research supports
this idea:
Specifically in music, the course uses an integrated approach where an equal balance of
hearing, thinking, feeling and doing (singing, body percussion, movement and
instruments) are combined to experience positive emotions, well-being, confidence,
freedom, joy, successful experiences, self-expression and creativity...it aims to teach
values and life skills as well as music skills. (Davies-Splitter, 2009, p. 5).
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In considering music content in teaching courses, the literature examines the role of both
discipline and methodology-based subjects. Inherent in tertiary education is a dilemma
concerning appropriate content for different ―customers‖. While some students bring to
their course a strong music background and wish specifically to qualify as a music
―specialist‖, others bring no such background and are interested purely in incorporating
some basic singing and music games into their general classroom. It could be argued that
for the first category of students, studying soley discipline subjects is likely to be a waste
of time and for the second category, even a music ―major‖ will not give them adequate
skills to be a confident ―specialist‖. Therefore, ―hands-on‖ methodology subjects are
more likely to serve the ends of both types of student best.
2.4.9 The issue of geography
Geographical location of schools has been shown to impact on secondary school music
programs. Doctoral research (Lierse, 1995-6) on the state of music provision in
government secondary schools of Victoria reported that country secondary schools are
less likely to have a classroom music program than metropolitan ones (19% of country
schools were without a classroom music program compared with 6% of metropolitan
schools). These findings, along with comments made by principals in this research,
suggest there is a correlation between the provision of classroom music and the size and
geographical location of the school. Lierse identified that only 25% of Victorian
government secondary schools offered a sequential music program (years 7-10). The
region with the least number was the Loddon Campaspe Mallee which had only 3 schools
(9%) offering a sequential program (pp. 110-111). Although equivalent data was not
available for the primary sector, given that secondary colleges are ―fed‖ by primary
schools, it is reasonable to predict that a similar trend would be found for the years from
prep to six. Importantly, her research showed that there was a ―serious shortage of
qualified music specialist teachers in many schools particularly in the country‖ (p. 138).
Lierse also observed that a large number of schools in regional Victoria were without a
music program because qualified staff were not available. Given that specialist training in
music is only available for secondary teachers in the metropolitan region, it is safe to
suggest that the problem of limited specialists in country primary schools is likely to be
even greater.
Isolation is a concern for music education not just in that it is difficult to get teachers to
run programs in remote areas, but also in the sense that most music teachers are forced to
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operate in isolation both professionally and physically. Professionally this is the case in
that they are more often than not the only music teacher on staff and physically so
because sound factors often dictate a location away from other departments. It has been
pointed out that a sense of isolation is experienced not only by teachers, but by music
academics and tertiary students also (Harrison, Ballantyne, Barrett, & Temmerman,
2007).
2.4.10 Summary
Within the theme of teacher education, several areas of concern arise. One is the
reduction of time allotted to arts study within generalist primary teacher education. This is
linked to the issue of funding reductions and the amalgamation of music with other art
forms in the curriculum. The reduction of music from undergraduate teaching courses
applies to both generalist and specialist music teaching with less contact hours in general
being offered within teaching courses together with the emergence of generic ―arts
amalgam‖ subjects and less opportunities to specialise. These factors have resulted in
inadequate levels of confidence and experience for generalists and specialists to
effectively deliver classroom music programs. A further disadvantage is that students are
often coming to their tertiary studies with little or no school experience of music and the
arts. The literature also raises questions about the nature of music content delivered in
teacher education courses and whether or not it is in fact practical to expect generalist
teachers to deliver appropriate levels of music education to primary school students at all.

2.5 Conclusion
This literature review has explored three areas of music education provision in regional
Victorian primary schools referred to in chapter one and placed them in an international
context. Initially the study is contextualized by an exploration of the reasons why music
and arts education are important to children. Secondly it examines government policy at
a national and state level and compares it with similar areas of international policy. The
same section examines music curriculum and how it is implemented throughout Australia.
Finally, the chapter explores what the literature has to say about teacher education, its
history in Australia and how it affects the final presentation of music programs in
Victorian schools.
The next chapter will outline the research methodology of the study.
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3.0 METHODOLOGY
3.1 Introduction
In this chapter, the research methodology will be outlined and justified. The research
problem is reiterated and an explanation given of the research design, justifying the most
appropriate way of answering the research questions. The population, sample and
instruments are described together with a discussion of the limitations, ethical
considerations and approach to data analysis. The survey instrument is outlined together
with a sequential list of the procedure intended for data collection.

3.2 Research Problem
As shown in Chapter One and the Literature Review, there is strong support for the
important role of music in childrens‘ education, however the standard of music education,
particularly in ―geographically isolated areas‖ has been found to be in a state of crisis
(DEST, 2005, p. 2).
An important factor contributing to this situation identified in research literature is the
small amount of time dedicated to music in teacher education courses (Dinham, 2007;
Stevens, 2003; Temmerman, 2006a). Furthermore, practitioner experience in the field
suggests the existence of a demand for qualified primary school music teachers in country
Victoria that is not being met. The decentralization of teacher employment since the
1990s (Stevens, 2003) has allowed principals to employ specialists in their schools if
there is a perceived need, but teacher education institutions in regional Victoria do not
always offer education for students to become qualified in a chosen area of expertise.
An examination of the literature shows that there has been no research conducted on the
current demand for primary school music specialists in regional Victoria, nor on the
qualifications of those already practising in the field. As outlined in Chapter One, this
study examines each of the factors affecting the supply of classroom music programs to
regional Victorian primary schools, particularly targeting those pertaining to music
teachers who are at the centre of the provision ―chain‖.
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3.3 Research Questions
3.3.1 General research question
What are the factors affecting the provision of classroom music programs to regional
Victorian primary schools?
3.3.2 Guiding research questions
For Universities
1. What tertiary options are there for undergraduate students in regional Victoria wishing
to become music teachers?
For Music teachers
2a What is the education background of participating music teachers?
2b What is the nature of music programs operating in participating schools?
2c How do participating music teachers view working in rural Victoria?
2d How do participating music teachers view their teacher education?
For Schools (Principals)
3a What is the background of schools participating in the survey?
3b How are music programs being implemented in participating schools?
3c What are the experiences of participating principals in employing music teachers?

3.4 Guiding paradigm
Creswell uses the term ―world views‖ to describe the assumptions that researchers have in
guiding their inquiries (1998, p. 74). Such world views are also called paradigms. The
word became used increasingly with reference to research after publication of Thomas
Kuhn‘s The Structure of Scientific Revolutions (1962). There are several interpretations of
the word. Teddlie and Tashakkori (2009) suggest that there are five points of view for a
paradigm: constructivism, the transformative perspective, pragmatism, postpositivism,
and positivism (p. 83). Creswell lists them as: postpositivism, constructivism,
advocacy/participatory and pragmatism (1998, p. 60). This research adopts a pragmatic
paradigm or approach.
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3.4.1 Pragmatism
The roots of pragmatism as a paradigm can be traced to such American scholars as C.S.
Peirce, William James and John Dewey (Murphy & Rorty, 1990) with more
contemporary exponents including W.V.O. Quine, and Donald Davidson. ―Instead of
searching for metaphysical truths, pragmatists consider truth to be ‗what works‘‖ (Plano
Clark & Creswell, 2008, p. 16). Furthermore, Plano Clark and Creswell argue that the
attempt to ―gain knowledge in the pursuit of desired ends‖ is central to the pragmatic
approach. It ―reminds us that our values and our politics are always a part of who we are
and how we act‖ and encourages us to ―investigate the factors that have the most impact
on what we choose to study and how we choose to do so‖ (2008, p. 57).
3.4.2 Pragmatism and mixed methods
In explaining his concept of pragmatism, Howe argues that quantitative and qualitative
methods are compatible and that researchers can thus make use of both in their research
(1988, p. 10).
Plano Clarke and Creswell support the explanation when they state:
… there is a common set of beliefs that many social and behavioral scientists have that
undergird a paradigm distinct from positivism or postpositivism or constructivism, which
has been labeled pragmatism. This paradigm allows for the use of mixed methods in
social and behavioural research (2008).

These authors conclude that the approach alleviates the need to question mixing or
combining methods and ―puts us in a position to argue for a properly integrated
methodology for the social sciences‖ (2008, p. 62).
A major advantage of a mixed methods approach is that it can be used to ―examine the
same phenomenon from multiple perspectives [and to] enrich our understanding by
allowing for new or deeper dimensions to emerge‖ (2008, p. 109).
In one respect, qualitative data are used as the critical counterpoint to quantitative
methods. In another respect, the analysis benefits from the perceptions drawn from
personal experiences and firsthand observations (Plano Clark & Creswell, 2008, p. 115).

One can rely solely on conventional methods of quantitative analysis, but the mixed
methods researcher can use a ―feel‖ for the situation drawn from multiple vantage points
of researcher and practitioner.
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3.5 Research approach
Given the purposes and research questions of this study, a triangular, mixed methods
design was adopted. Triangulation refers to the use of multiple methods, data collection
strategies and data sources to get a comprehensive understanding of the research topic and
to check data. The design has been referred to as the ―Quan-Qual‖ model (Gay, Mills, &
Airasian, 2009) and refers to an approach where the two types of data are collected
simultaneously. The main strength of this method is that the strengths of the qualitative
data (ie context-related material), offset the weaknesses of the quantitative data (ie
statistical validity). At the same time, the strengths of the quantitative data (ie
generalizability) offset the weaknesses of the qualitative data (ie context dependence)
(2009, p. 463). The results of the two types of data are compared to determine if they
yield the same kinds of results. In addition, separate themes emerging in the comments
offered by respondents can offer new information about the context or setting.
3.5.1 Teacher education
To establish the teacher education context for the study, it was necessary to obtain up-todate details of teacher education and music education courses in Victoria. This was
achieved through contact with music educators in the relevant universities in their
capacity as subject and course co-ordinators, to obtain information that would normally
be made available to the public. As such, this data collection does not require Human
Ethics Approval. This material was gathered using university websites and direct contact
with university lecturers via telephone and email.
3.5.2 Surveys for principals and music teachers
The study sought to ascertain how many schools in regional Victoria among those who
responded to the survey, currently employ a qualified music teacher and of those teachers,
how many were qualified under Victorian Institute of Teaching Specialist Area
Guidelines (VIT, 2008) to do so. Among the respondents from schools without a music
specialist, the survey sought to establish the main reasons why this was so. To this end,
quantitative information was required. In addition to this, open – ended questions
regarding principals‘ and teachers‘ personal experiences in the field were asked to add a
further dimension to the data. This material is clearly qualitative, necessitating the mixed
methods approach.
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Figure 3.1 Visual Diagram of a Mixed Methods Design With Data Transformation

(Source: Based on Idler, Hudson and Leventhal (1999) as cited in Plano Clark and
Creswell, 2008, p. 392).

3.6 Data collection
3.6.1 Instrument
Apart from Chapter 4 (see 3.5.1 Teacher Education, in this chapter), the data for this
study was collected using cross-sectional survey research. Survey research involves
gathering information to test an hypotheses or to answer questions about participants‘
views or experiences of a topic (Gay et al., 2009, p. 175). Surveys are also used to
―measure attitudes, opinions or achievements‖ (Wiersma, 1991), allowing scope for the
qualitative aspects of the research. The short survey was designed on the Survey Monkey
software (see Appendix A) combining yes/no questions, Likert scale format and openended questions to allow for context-setting, qualitative data. The survey questions were
designed to gather data answering research questions 2 and 3. Question 2 pertained to
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music teachers‘ background, music programs and teacher education while Question 3
sought data about school background and principals‘ experiences in trying to employ
music teachers. It was hoped that the brevity of the survey would ensure a short amount
of time for completion and thus encourage a high return rate.
3.6.2 Sample
In the case of this research, the population is all primary schools in Victoria. Purposeful
sampling was used, selecting only the 847 government, Catholic and independent primary
schools from regional Victoria. Regional Victoria is defined as schools from the
Department of Education, Employment and Training website in the five ―regional‖ zones:
Loddon Mallee, Grampians, Gippsland, Barwon South Western and Hume. The other
zones are referred to by DEET as ―metropolitan‖ (DEECD, 2007). See Figure 6.1.
3.6.3 Participants
The participants comprise two groups, category A and category B. Category A are the
principals of schools from the sample and category B consists of teachers who are
currently employed to teach classroom music in the sample schools. (―Classroom‖ as
distinct from instrumental music).

3.7 Research procedure
3.7.1 Ethical considerations
During the second half of 2008, an Application form for research with human subjects
(UHEC, 2008) was lodged with the Latrobe University Faculty of Education, Human
Ethics Committee, ensuring that participants‘ rights were respected. An Application to
conduct research in schools was also submitted to the Department of Education and Early
Childhood Development (DEET, 2008) so that access to schools was approved. In the
case of Catholic schools, this was carried out through the submission of an Application to
conduct research in Catholic schools, available at the Melbourne website (CEO, 2007).
Telephone contact with the Association of Independent Schools Victoria confirmed that
private schools were free to respond or not to the survey on an individual basis. A letter of
information accompanied the survey outlining the objectives of the study, the researcher‘s
responsibilities and what was expected of participants (see Appendix B). It also informed
participants of the location of the thesis upon its completion and how to obtain an
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executive summary of the results of the research. Return of the survey was taken as
consent to participate. The survey was conducted on-line using Survey Monkey. Every
effort is made by the providers of the survey tool to ensure access to information is by the
investigators alone. However, the providers advise that no method of electronic data
transmission over the internet is 100% secure. The surveys were de-identified
automatically by the software during completion. No identifying information will be used
in presentations or publications. Data will be kept secure, (password protected on the
computer) and documentation will be kept in a locked filing cabinet in my office at La
Trobe University, Bendigo.
3.7.2 Pilot study
The primary purpose of the pilot study is to test the design of the survey questions
allowing for the detection of errors that may cause ambiguity or confusion (Wiersma,
1991). In this case, a trial copy of the questionnaire was administered to two principals
and two music teachers during the second semester of 2008, in order to provide
information on the effectiveness of the questions. Because these participants provided
feedback on the questionnaire, they were excluded from the final sample for study. The
instrument was then revised before it was sent out to the sample in the study.
3.7.3 Administration of the instrument
The data for this research was collected using Survey Monkey software during the first
semester of 2009. Initially, it was planned to email the survey early in term one, but with
the onset of the Black Saturday fires in February and the disturbance they created among
rural schools, it was deemed appropriate to wait until second term. An introductory letter
was emailed out to all principals at the end of term one. The questionnaire instrument was
administered twice; first in the opening of week two, term two and then again two weeks
later. The timing was calculated to ensure staff had adequate time to ‗get into the swing‘
of the new term without yet being at a point of feeling overwhelmed with too many
commitments. The decision to administer the survey twice was made in the hope of
increasing the return rate. It is interesting to note, that the return rate improved
dramatically at the second sending when the title of the email was changed from the
lengthy ―For the principal: Masters music research‖ to ―2 min Masters Survey. Please
help.‖
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3.7.4 Return rate
One of the problems of survey studies is that it is not always possible to get a large
number of participant responses. If a sample is limited, data can be biased and make it
difficult for the researcher to draw accurate conclusions from the study. This is especially
likely if non-respondents are likely to have different opinions to the people who did
respond – for example, people who are interested in responding to a survey on recycling
might be expected to be more ‗green‘ in outlook than non-respondents (Gay et al., 2009,
p. 176). This is examined further in Limitations.
In this study the return rate was affected unintentionally by the means of administering
the survey (via email). The sheer quantity of emails principals receive in their ―inbox‖ on
a daily basis was an unanticipated inhibitor to response. Two weeks after the second
emailing of the survey, the return rate stood at 23%. In an attempt to boost the rate, phone
calls were made to schools where emails had ‗bounced‘ back and where there had been no
email address available. This increased the return rate to 26%. Some weeks later,
approximately twenty phone calls were made to each of the five regional DEET regions,
then to Catholic schools and lastly to independent schools, outlining the research and
asking for permission to resend the survey link and letter of information. Principals
reported receiving up to 100 emails per day and stated that very often, unsolicited emails,
particularly surveys, were likely to be deleted as a matter of course. All principals
contacted by telephone except for two, agreed readily to participation in the research
largely in the light of the brevity of the survey. This raised the return rate to 36%.
Although time consuming, the ―human contact‖ of a telephone call to potential
respondents was found to be extremely effective in encouraging participation.
It is important to note the context of this phenomenon. Response rates to e-mail surveys
have significantly decreased since 1986 when they were first introduced (Sheehan, 2001).
Sheehan claims that in 1986 the mean response rate to e-mail surveys was 61.5% but by
the year 2000, it had dropped to 24% (2001, p. 7). One of the main reasons for this was
suggested to be the change in population. She stated that early e-mail surveys were likely
to be limited to places such as universities and businesses while today‘s internet
population encompasses a far more diverse cross section of the community (2001, p. 10).
In the case of this study, the target population is likely to have been computer-literate
enough to negotiate the technology which Sills and Song (2002, p. 26) indicate is vital to
successful e-mail survey research. Sheehan suggests several ways to improve response
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rates, including using university affiliation, a survey with a limited number of questions
and pre-notification of survey sending. All of these were utilized in this study. In her
conclusion, Sheehan states that the first step in improving response rates will be ―finding
a way to get e-mail recipients to open and read the e-mail rather than immediately
deleting it‖ (2001, p. 11) . It would appear that this is an area in which a real solution is
yet to be found. Despite problems such as this, Dillman argues that ―no other method of
collecting survey data…offers so much potential for so little cost‖ (2000, p. 400) .

3.8 Outline of data analysis
Upon return of the survey questionnaire, quantitative data was organized into tables and
graphs representing the trends as statistics. Once scores on the variables from the
questionnaire were collated in this way, the analysis of statistics was descriptive,
indicating general trends in the data and the spread of scores. Statistical package for the
social sciences (SPSS) software and Survey Monkey were used for this purpose. In this
way, the relationship between the variables has been demonstrated.
Qualitative data was retrieved from the ―comments‖ or ―if you selected ‗other‘ please
explain‖ sections at the end of many of the questions in each of the two surveys (6 out of
the 10 in the principals‘ and 8 out of 10 in the music teachers‘). Initially, the data were
scanned and a process of ―Initial Coding‖ applied (Saldana, 2009). Saldana describes
these codes as ―not specific types of codes; [but] ‗first impression‘ phrases derived from
an open-ended process‖ (p. 4). Once the codes were applied, the data were analysed and
grouped in accordance with similar themes. This stage is ―the search for patterns in data
and for ideas that help explain why those patterns are there in the first place‖ (Bernard,
2006, p. 452). There were 9 themes identified in the Music Teachers’ Survey and 8 in The
Principals’ Survey.
In addition to the data gathered via the survey instrument, quantitative information from
DEET and university websites, the Music Council of Australia and information gathered
anecdotally and professionally through education networks were collated to inform the
interpretation of the findings.
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3.9 Trustworthiness
The size of the sample chosen for this study is the most notable factor in favour of its
trustworthiness. A clear and concise instrument administered electronically was designed
to take perhaps only 3-5 minutes to complete. Working for some twenty years in the field
of study, the researcher is in a position to be able to place the data in context. The use of
policy documents in preliminary analysis also helped to establish context. Triangulation
of quantitative and qualitative material by cross-checking survey answers adds credibility
to the research process.

3.10 Limitations
The generalizability of the survey was limited by the exclusion of secondary schools, but
these have already been examined in previous research. It is always important in survey
research to consider the possibility of response bias, for instance, that those who
responded might be especially interested in or supportive of the topic. When this is the
case, the responses may not accurately reflect the view of the sample (Creswell, 2005, p.
368) . However, as mentioned earlier in Administration of the instrument, the title of the
survey during the second sending (when the majority of responses were received), made
no mention of the topic, meaning that most respondents had no idea what the survey was
about until they opened it. This suggests less likelihood of response bias. The final
response rate of 36% (number = 301), is large enough to make possible the drawing of
valid conclusions about the public and Catholic and independent sectors of primary
school music education in regional Victoria (IAR, 2011).

3.11 Summary
This chapter has described the methodology that is best suited to answering the research
questions. It addresses the method of collecting data, the population to be sampled and the
approach to data analysis. Trustworthiness, ethical considerations and limitations of the
design are also addressed.
The following three chapters are a documentation and discussion of the results gathered
for this research. Their presentation is aligned with the diagram showing provision of
music education shown at Figure 1, Chapter 1. Chapter 4 outlines and discusses data
gathered directly from universities, Chapter 5 from the music teachers‘ survey and
Chapter 6 from the principals‘ survey.
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4.0 RESULTS PART A:
TEACHER EDUCATION IN REGIONAL
VICTORIAN UNIVERSITIES
4.1 Introduction
Chapter Four examines in detail the music component(s) available in Victorian teacher
education courses. The Victorian Institute of Teaching (VIT) clearly outlines in its
Specialist Area Guidelines what is required in order for a teacher in Victoria to be
regarded as a music specialist (VIT, 2008). This is examined in the Teacher Education
section of Chapter 2. The following information places into perspective how difficult it is
for tertiary students, particularly in rural areas, to achieve these qualifications. The data
were gathered using university websites and direct contact with university lecturers via
telephone and email. The city institutions are treated under 4.2 and the country ones
under 4.3 This chapter addresses Guiding Research Question 1: What tertiary options are
there for undergraduate students in regional Victoria wishing to become music teachers?

4.2 The city
Some students from regional areas of Victoria elect to reside in Melbourne and study
music in metropolitan universities. This is an expensive exercise involving away-fromhome living expenses as well as standard costs associated with tertiary education. Across
Victoria, teacher education is offered by nine universities. The majority of these are
located in Melbourne (as shown below). Charles Sturt and Ballarat Universities operate
independently in regional Victoria, but Monash, Australian Catholic University, Deakin
and La Trobe all operate campuses offering teacher education in the country. The music
offered at each institution will be examined in terms of the three possible types available
– a music degree (plus education qualifications), a music ―major‖ (six elective units as
specified by Victorian Institute of Teaching Specialist Area Guidelines), fewer than six
electives or a compulsory arts amalgam subject. None of the universities offer
compulsory music units as such within teacher education courses, the subject now only
exists within compulsory units as a portion of an arts amalgam unit.
The table below shows the primary teacher music education offered by Melbourne
universities. (Data gathered from websites and clarified in instances by lecturers
responsible for delivering subjects.)
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Teacher
Education
Facility

Degree(s) offered

Deakin

Bachelor of Ed.

Monash

Bachelor of Music and
Bachelor of Education

Victoria Uni.

B.Ed P-12 or B.Ed.
(Early Childhood /
primary)

Melbourne
Uni.

Bachelor of Music +
Master of teaching
(secondary) or Master of
teaching (primary)

Australian
Catholic Uni.
(ACU)

Bachelor of Ed.

2

La Trobe

Bachelor of Teaching
(Primary)

1

RMIT
University

Compulsory
“arts” subject
(with music
component)
1

Music
Music
electives major

Music
degree

2


1

6





Bachelor of Ed.
(Primary) or

1
1

Bachelor of Ed. (Primary
and Arts expertise).

2

Table 4.1 Primary teacher music education available in Melbourne Universities

4.2.1 Music degrees
Melbourne and Monash universities are the only two tertiary institutions in Victoria that
offer music degrees (2011a). Melbourne University also offers a Master of Teaching
(Primary) or a Master of Teaching (Secondary) to complete teacher qualifications
(2011b). At Monash (Clayton campus), it is necessary to complete a double degree in
order to qualify as a primary teacher (2011a).

Australian Catholic University (city

campus) has offered a 3-year music degree in the past, but did not have an intake in 2011.
Its future at present, is ―uncertain‖ (Davies-Splitter, personal communication, October,
2011).
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4.2.2 Music electives and arts amalgam subjects
Where universities offer both electives and compulsory arts amalgam subjects, they will
be examined together in this section.
Victoria University offers a Bachelor of Education (B.Ed.) P-12 and a B.Ed. (Early
childhood/primary). The B.Ed. course content includes, ―At least one four-unit Discipline
Specialisation Sequence that meets Victorian Institute of Teaching's 'Specialist Area
Guidelines'‖ (Victoria University, 2011a). The university offers 6 elective music units
specifically written to satisfy VIT Specialist Teaching Area Guidelines (Bell, 2010) and is
the only university in Victoria to do so. It also offers a B.Ed. (Early childhood/primary)
which includes one arts amalgam unit: Music, movement and the dramatic arts. It is
described as presenting:
… a range of experiences, including music, creative movement, and drama, for children
aged 0-8 years; creative expression with singing, instruments, and dance; using singing to
promote language development and movement and promote awareness of space and
position; philosophical and pedagogical issues in the dramatic arts and early childhood
education; the role of the educator as facilitator of children's creative, aesthetic, musical
and dramatic development. (2011b)

Deakin University‘s B.Ed. offers one compulsory arts unit titled Teaching the arts in
primary schools but indicates on its website that content is ―subject to availability of staff
in the performing arts‖. It runs for 3 hours per week over one semester and is designed to:
… introduce students to arts education, through the development of personal skills in arts
practice and responding to the Arts (aesthetics, criticism and contexts) and secondly, in
the design and development of curriculum implementation materials in the Performing
Arts and the Visual Arts. This work is informed by a study of current arts education
initiatives such as the Victorian Essential Learning Standards: The Arts (2005) and
assessment strategies in current Victorian Curriculum and Assessment Authority (VCAA)
and Department of Education documents (2011c).

At Deakin‘s Burwood campus (and Geelong) it is possible to undertake an elective unit
called Discovering Music A but the unit runs only if unit numbers ―meet university
requirements‖. It is described as follows:
This unit is designed to introduce students to practical music making and music literacy
skills. Students will develop and increase their knowledge and understanding of music
theory and notation, aural perception skills as well as melodic and harmonic writing.
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Dependent on availability of staff, students will undertake a semester of practical skills in
either keyboard or guitar. Students will also study percussion performance using both
tuned and un-tuned instruments. Students will undertake a study of the elements of music
and their organisation through a repertoire of non-Western music. Students at the
Burwood campus will undertake a study of African music and culture, and those at
Geelong will study Aboriginal music and culture (2011a).

A second elective, Discovering Music B, has been available in the past at Burwood, but
was not offered in 2011.
RMIT University offers a B.Ed. (Primary) at Bundoora and Brunswick with a core
Performing Arts subject running 3 contact hours per week for 10 weeks. Half the time is
dedicated to drama and half to music. It focuses on:
… developing students‘ confidence in music, within a performing arts context. Students
will engage in performance, improvisation and movement, musical composition, active
listening and use of appropriate music technologies. They will develop the philosophical
and pedagogical skills, knowledge and understandings that will enable them to inspire
best-practice musical/performing arts engagement in their future students (2011b).

RMIT

also

has

an

elective

stream

which

offers

one

music

subject.

Brunswick campus offers a ―B.Ed. (Primary and Arts Expertise)‖ (2011a) which allows
students to undertake ―expertise training‖ in a particular field of the arts either on or off
campus (Cotela, personal communication, September 2011).
Australian Catholic University (ACU) offers a B.Ed. in which students receive 2
compulsory arts amalgam units throughout their 4-year degree. The units are 12 weeks
long and the music component in the first is 75 minutes, it is called Creative Arts
Education1: Introduction to the Creative Arts and is described as follows:
This unit is designed to provide pre-service teachers with an introduction to the field of
the Creative Arts in education. Introductory experiences in the areas of Visual Arts,
Music, Dance, Drama and Media Education (where applicable) develop the pre-service
teachers' foundational knowledge and understandings of the distinctive nature of subject
disciplines. Pre-service teachers will develop a critical appreciation of the unique
contributions the arts make to society and to learning, and how these contributions can be
engaged with and interpreted in the classroom. Pedagogical principles, theoretical
components and practice within Music and/or Visual Arts and/or Drama and/or Dance
and/or Media are examined and applied in the design and implementation of classroom
practices in school settings. This unit provides foundational understandings and
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experiences that will inform pre-service teachers‘ choices in areas of specialisation in
EDAR422 Creative Arts Education 2 (2011a).

The second unit clearly follows on from the first and has the following description:
In this unit the pre-service teacher will elect to engage in an in-depth study of Music,
Visual Arts, Dance, Media and/or Drama in an educative and societal context. The unit
aims to increase knowledge, skills and appreciation of the role of arts practitioners
through the provision of practical experiences. Unit content encourages an understanding
and appreciation of the practices and conventions of an area of one or more arts subject
disciplines as applied to the primary classroom. This unit enables the pre-service teacher
to develop a comprehensive understanding of the relationships between pedagogical
principles, theoretical components and practice within a particular arts discipline and how
this informs the research, design and implementation of authentic arts practices in school
settings (Australian Catholic University, 2011b).

In the second unit, students study visual arts for five weeks and choose another one of the
disciplines to ―specialize‖ in for 6 X 50-minute lectures. A postgraduate summer holiday
Orff unit is also available (Davies-Splitter, personal communication, August 2011).
4.2.3 Arts amalgam units only
La Trobe University Melbourne offers a Bachelor of Teaching (Primary) with one
compulsory arts unit in third year – Communicating through the Arts. It runs as a onehour lecture and 2-hour tutorial each week for one semester but is listed as ―unavailable‖
in 2012. It is described as follows:
In this subject we aim to introduce third year primary education students to teaching
Visual Art and Media, and Performing Arts (music, dance and drama). For each arts area
students will receive a solid grounding in practical skills and knowledge, as well as theory
of the pedagogy for these subjects. Hands-on workshops will enable students to develop a
broad repertoire of skills, techniques, classroom exercises and resources. Attention will be
given to integrating these areas and also using them to enhance other areas of learning
(2011).

The university at one time had a music department and offered a music degree until 1999
when the department was closed due to funding cuts.
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4.2.4 Summary
Of the seven universities in Melbourne offering teacher education, three offer VITapproved music specialist education: Melbourne and Monash Universities in the form of
music degrees and Victoria University with its six VIT- approved music electives. The
remaining five all offer arts amalgam subjects with Deakin and RMIT offering two music
electives.

4.3 The country
The table below shows the primary teacher music education offered by regional
universities (and regional campuses of city universities).
Teacher
Degree(s)
Education Facility Offered

Deakin University
(Geelong campus)

Compulsory
“arts” subject
(with music
component)

B.Ed.

2

Deakin University
(Warnambool
campus)

Music
electives

Music
major

Music
degree

4

2

Charles Sturt
University
(Albury/Wodonga
campus)

B.Ed.
(K-12)
B.Ed. (Early childhood)

1

Ballarat University

B.Ed.
B.Ed. (Early childhood)
Bachelor of Teaching
(Early childhood
education)

1

Monash University
(Gippsland
campus)

Bachelor of primary
education

1

Australian Catholic
University
(Ballarat campus)

B.Ed.
(Primary)

2

Latrobe University
(Bendigo and
Mildura campuses)

B.Ed.

1

1

Table 4.2 Primary teacher music education in Victorian regional universities

There are no tertiary institutions in country Victoria that offer a music degree, nor are
there any that offer the six units of elective study required to meet VIT specialist
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guidelines for the subject area of music (Victoria University is the only institution in the
state to offer this option). It is therefore not currently possible to qualify as a music
specialist (in accordance with VIT guidelines) outside Melbourne. Most of the institutions
listed below offer one compulsory arts amalgam unit for one semester within their B.Ed.
courses, some offer limited electives.
4.3.1 Music electives and arts amalgam subjects
Deakin University offers a B.Ed. at both regional campuses in Geelong and Warnambool.
In fourth year, students do two compulsory units of arts education. The first, Teaching the
Arts in Primary Schools, is the same as at the Melbourne campus (2011c). It runs for 12
weeks, covering visual art, drama and music, the music component occupies 4 weeks. In
the second unit, Primary Arts Education: Focus Study, students choose one of the three
areas from the first unit and specialise for a further 8 weeks. Students must undertake a
practicum round in their chosen field of specialization (Hirsh, personal communication,
October 2011). At Geelong, there are four electives in music available within the B.Ed.
(Primary) - Discovering Music A, B ,C and D. ―A‖ is described in the previous section as
it is also offered in Melbourne. ―B‖ is clearly a follow-on from ―A‖ and is:
…designed to further develop students' practical skills in keyboard or guitar. Students will
also continue their study of percussion performance using both tuned and un-tuned
instruments. Music literacy skills will be further developed through a continuing study of
music theory and notation, aural perception skills, melodic and harmonic writing and
arranging for classroom instruments Students will also study the development of Western
musical styles through an overview of music history and representative music literature
from the early Christian period music to the end of the twentieth century (2011b).

Discovering Music A and B are offered to students in second year. These are sequential
and were designed in response to the NRSME to fill in the gaps in tertiary students‘
understanding of music theory and give additional skills on an accompanying instrument
(guitar or piano). Discovering Music C is based around community music making and
―Sound Environments‖ while ―D‖ is a technology-based subject on how to make and
communicate with music (Sibelius, Garage Band, Finale). These last two units can be
undertaken wholly in on-line mode in third year.
In the past, students undertaking a middle-years option have also been able to undertake
extra performance units through cross-institutional enrolment at Geelong Media
Education Centre (GMEC); this will no longer be possible from 2012. The music lecturer
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is also currently ―fighting‖ for the continuation of Music C and D which have been
threatened with closure due to economic considerations. At the same time, she is
receiving queries from Warnambool regarding running Music A and B there - they are not
currently offered at that campus (Phillips, personal communication, October 2011).
La Trobe University offers a B.Ed. at its Bendigo and Mildura campuses. Both courses
have one compulsory arts unit involving music. This is undertaken in second year Teaching Arts A: Music, Dance and Drama (2011) and runs for 3 hours per week over 10
weeks. The subject description reads as follows:
This subject is a general introduction to primary school level music, dance and drama. For
each arts area students will receive a solid grounding in its language and forms,
appropriate pedagogical methods, latest resources, ways of integrating the arts, and
information about ongoing professional development. Weekly hands-on workshops will
allow development of a broad repertoire of skills, techniques, classroom exercises and
resources in each arts area (2011).

Bendigo offered 2 music electives in 2011, but neither of these had an intake. They are
unlikely to be offered again in the light of the current economic outlook of the university
(Butler, personal communication, September 2011).
Australian Catholic University (Ballarat campus) runs two teaching degrees, a B.Ed.
(Primary) and a B.Ed. (Early Childhood). Both degrees do the same two compulsory arts
amalgam units offered at the Melbourne campus. These units are described in the city
section. At Ballarat, Creative Arts Education 1 runs as 6 weeks of visual art and 6 weeks
of music/drama/dance combined. In 2012, one week will be taken from each to cover
media studies.
The music elective Music Education is available for the primary teaching degree students
and normally runs as 12 X 3-hour sessions but ran in 2011 as a 5-day ―intensive‖
(Maidlow, personal communication, November 2011). On the ACU website, the
elective‘s unit description reads identically to that of Creative Arts Education 2. The unit
is still being written/negotiated so an up-to-date description was not available at the time
of writing.
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4.3.2 Arts amalgam units only
Monash University offers a Bachelor of Primary Education at campuses in Gippsland and
on the Mornington Peninsula. There is one music unit offered at the Peninsula campus –
Music Fundamentals (2011b), but the Peninsula falls into the Southern Metropolitan
region and is not therefore included in this study. The Gippsland campus offers a subject
called Integrating the curriculum 1: Creative exchange which has a very generic
description:
…students will construct, implement and evaluate learning experiences through engaging
with and exchanging different forms of knowledge, including the arts, language and
numeracy. Students will participate in research that involves them in critical engagements
with a range of sign systems. Commonalities between the arts and numeracy will be
established including colour, shape, line, form, tone, space, rhythm, time, texture,
tactility, motion and various approaches to problem-solving. Students will examine,
critique and design interdisciplinary and integrated curriculum (2011).

Charles Sturt University (CSU) has campuses at Albury/Wodonga and Wagga Wagga
(NSW). Though strictly speaking, only Wodonga is in Victoria, graduates from the
Albury/Wodonga campus are likely to be employed in both NSW and Victoria. The
campus offers a B.Ed. K-12 and a B.Ed. (Early Childhood). The B.Ed. K-12 offers a
subject titled Creative Arts 1: Arts experience, but the description makes no reference
specifically to music (2011a). In Creative Arts 2: Content and context of creative arts K6, the subject description makes reference to students ―acquiring knowledge, skills, values
and attitudes that develop appropriate strategies for planning, programming and teaching
visual art, music, dance and drama in schools‖ (2011b). The early childhood degree has
just the one arts amalgam subject Creative Arts in the Primary School. The unit
description reads:
Students will develop their awareness of how children acquire abilities of aesthetic
expression and perception in art, music, drama, media studies and dance. Relevant state
curriculum documents will be examined in relation to the development of effective
planning and teaching practices in the creative arts. Students will use their knowledge of
child development and curriculum content to plan, implement and evaluate
developmentally appropriate learning activities for children 5-12 years of age. Students'
personal development in the arts will be supported through participation in community
arts projects (2011c).
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Charles Sturt University is also affiliated with the NSW Association of Regional
Conservatoriums which ―provide leadership, resources and expertise – in order to support
a life-long continuum of music education in regional communities‖ (2011). Some of the
―expertise‖ - particularly in the form of classroom music instruction and instrumental
tuition offered from Murray Conservatorium, is provided to Victorian schools (Krowicky,
personal communication, August, 2011).
The University of Ballarat offers three teaching degrees at its Mt Helena (Ballarat)
campus only. The B.Ed. includes one arts amalgam subject called Approaches to
Teaching in the Arts. The content description reads:


Activities which allow teacher/learners to explore and apply basic concepts
relating to visual and performing arts in a systematic manner.



Awareness of skill development in individual and group performance – aural,
oral, instrumental, kinesthetic, visual and tactile – and examination of different
approaches which have developed to address these.



Critically examine relevant arts teaching methods, models and philosophies and
understand their contribution to the evolutionary development of contemporary
programs.



Explore creative roles of teacher and learners in the arts across a range of social,
cultural and educational contexts.



Be sensitive to and have an appreciation of the critical role visual and performing
arts have in past, present and future contexts (Heron, 2009).

It also offers a B.Ed and a Bachelor of Teaching (Early Childhood), both of which include
the arts amalgam subject called Individual Expression: Art, Movement and Music. Its
content is as follows:


Arts purposes and their application in arts pedagogy for young children.



Elements of the expressive arts and their relevance to teaching young children.



Creative and practical music, art and movement curricula including activity
planning principles, procedures and strategies for children birth – 5 years.



Integrated arts approaches to planning and implementation with children 3 – 5
years.



Art, music, drama and movement resources for young children birth – 5 years:
selection, quality, safety and use of equipment.
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Artistic behavioiur at developmental stages between birth – 5 years. Factors to
consider in evaluating children‘s art, music and movement expressions.



Playing tuned and unturned instruments, listening , singing, moving, creating,
making and performing procedures and strategies for children birth – 5 years.



Working responsively and respectfully with young children when creating,
making and performing.



The value of the arts in making connections from the early childhood centre to its
wider community (Zibell & Lubawy, 2011).

The music lecturer from the university was able to clarify however, that the actual music
content of the subject occupies approximately 4 hours. This is the only music tuition
undergraduate primary teachers receive during their 4-year degree (Zibell, personal
communication, October 2011).

4.4 Summary
Although the VIT stipulates the tertiary education requirements for a teacher in Victoria
to be regarded as a music specialist, the preamble states that a principal need not adhere to
these requirements in order to employ a classroom music teacher. Nonetheless, it has been
shown in Chapter 2 that teachers without adequate experience and education, lack the
confidence and expertise to administer quality music education to children (Andrews,
2004; Sharp & Metais, 2000). The issue of what tertiary music education is available to
country undergraduate teachers is therefore extremely important.
It is possible to obtain VIT – approved education in Victoria only if you have studied in
the city at Monash or Melbourne University, obtaining a music degree and a further
teaching qualification, or at Victoria University having undertaken the six music units
offered there within a teaching degree. In country Victoria, not only is it impossible to
obtain VIT music specialist qualifications, there is no longer any compulsory music
subjects for undergraduate generalist teachers. Instead, students are provided with a
compulsory arts amalgam subject of which music is a portion varying in size. As far as
music elective subjects for undergraduate teachers go, apart from Ballarat ACU‘s single
elective, at the time of writing, Deakin Geelong was the only ―rural‖ university offering
substantial music electives (the university is located relatively close to Melbourne). The
electives do not meet VIT specialist requirements and were under threat of closure at the
end of 2011.
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4.5 Conclusion
The results in this section show clearly that the ―university link‖ in the provision chain of
music education is seriously lacking. Constant funding pressures have resulted in a
gradual erosion of the amount and quality of music education offered to undergraduate
teachers in Victorian universities. There are now only three institutions offering
opportunities to specialize in music education in Melbourne and none outside of the
metropolitan region that satisfy VIT Specialist Area Guidelines. The option of leaving
home to study in Melbourne is one often avoided by country students for a number of
reasons including lack of home support and high entrance scores, but most often because
of accommodation costs. Even so, those who do undertake courses in Melbourne in many
cases elect to stay within the metropolitan region where job opportunities are more
frequent and more likely to be full-time than in the regional areas. This means that
regional areas often lose potential music teachers for their schools that they may have
retained had opportunity to specialize been available in the country. In addition, regional
university music content within generalist teacher education courses has been reduced to
2 and 3 hour per week ―arts amalgam subjects‖ shared with other performing arts and
sometimes visual arts as well. These subjects typically run for 10-12 weeks within a 4
year course, providing students with an ―overview‖ of subject content. According to the
literature (Coulter et al., 1995; DEST, 2005; Munday & Smith, 2010; Temmerman,
2006a), these type of subjects seldom equip generalist teachers with the skills and
confidence needed to teach music in schools with any kind of rigour.
The deficiencies in supply of music education in Victorian teacher education courses then
are certainly an important factor when considering the problems with provision referred
to by teachers and principals in the following two chapters.
Chapter 5 presents and discusses the data gathered from the Music Teachers’ Survey. This
data addresses Guiding Research Questions 2a-d.
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5.0 RESULTS PART B: MUSIC TEACHERS’ SURVEY
5.1 Introduction
This chapter presents the results from the electronic survey emailed to music teachers in
regional Victorian primary schools. Question 9 from the principals‘ survey is also referred
to here as the data relates to Guiding Research Question 2. The chapter will show analysis
of the results via graphs and diagrams generated in SPSS, Excel and Survey Monkey and
converge the data with qualitative information from participants‘ responses to open-ended
questions. In this way, the results will show the benefits of the ―Quan-qual‖ method of
analysis outlined in Chapter 3. In addition, separate themes emerging in the comments
offered by respondents will provide new information about the context or setting.
Examples of comments will be quoted in support of emerging themes and further relevant
comments are listed in the appendix at the conclusion of the thesis. This data pertains to
guiding questions 2a, 2b, 2c and 2d and is presented in the order most clearly answering
the research questions, rather than in that of the original survey questions.

5.2 Data pertaining to research question 2a
What is the education background of participating music teachers?
This research question was mostly answered at Question 6 of the Music Teachers’
Survey. Approximately 62% of responding principals said that they had a music program
operating within their school (n = 185), but only 117 music teachers responded to the
survey. Figure 5.1 below shows that the majority of responding music teachers had
studied a teaching degree with either a compulsory music/arts component or such a unit
coupled with music electives. How many electives participants took was not asked,
neither was the year in which study took place (it is no longer possible to undertake 6
discipline units of tertiary music study outside Melbourne although it has been in the
past). It is therefore only possible to conclude that 22% of participating music teachers
definitely have VIT-approved specialist qualifications. It is likely that some of those who
studied more than ten years ago will have taken 6 discipline music electives and be
similarly qualified, but unlikely that this is a large number or that any who studied more
recently will have had this opportunity.
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This finding supports literature in Chapter 2 which describes insufficient preparation for
many currently practising teachers as a contributing factor in their being unable to deliver
effective music programs (Gill, 2007; Jeanneret, 2007).

Percentage

What is your background in music education?
(nb "degree" indicates education degree)
45
40
35
30
25
20
15
10
5
0
no tertiary
education

n=3

degree with no
music training

n = 13

degree with
degree with
compulsory arts compulsory arts
or music subject or music subject
and music
electives
n =26

music degree

n = 45

n = 26

Figure 5.1 Study undertaken by currently practising music teachers

Under the ―other‖ option for the question on music qualifications, teachers gave a variety
of responses. These included: professional development in music education, professional
playing, music retail, singer and performer, VCE music, recorder at primary school, basic
guitar, private music teaching and Navy musician. The answers provided here align with
many comments under the principals‘ survey question number 5 (How easy or difficult
was it to get someone to teach music in your school?) which showed that often, music
classes are taught by staff without specific music education. Comments to the effect are
listed below:
Class teacher implementing (currently not trained) and on staff.
We have a generalist teacher taking “music” to the best of her ability.
We were able to find a teacher to teach music, however she does not have specific
training in music.
We have a teacher who can teach music, but does not have separate music qualifications.

5.2.1 Qualifications of music teachers operating practical music programs
It is here also that Question 9 from the principals‘ survey becomes relevant. The question
related to who was taking the practical music activities in schools other than classroom
music programs. Principals indicated that only about half of ensembles were being run by
music teachers. Whether or not teachers were qualified was not asked here.
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Who are ensembles run by?

Response per cent

Response count

a parent

2

5

community member

7

17

a music teacher

56

132

other

24

57

n/a

11

27

Total

100

238

Table 5.1 Personnel employed to teach practical music programs

Under the ―other‖ option, the most common response was that ensembles were run by a
classroom teacher.

5.3 Data pertaining to research question 2b
What is the nature of music programs operating in participating schools?
Music teachers were asked two questions pertaining to the music program they currently
teach. Question 7 asked whether or not the program they taught was sequential and
Question 9 asked what type of content music programs included. The data from these
questions precedes a discussion of the underlying ideas that the data expose. These
discussions are referred to as ―themes‖.
5.3.1 Are the music programs being taught sequential in nature?
Question 7 asked this question and showed that about 75% of respondents initially
described their music program as sequential.
Is your program sequential?

Response Percent

Response Count

Yes

75.4

86

No

24.6

28

Total

100

114

Table 5.2 Are programs operated by participating teachers sequential?

The comments at this question saw the emergence of the first qualitative theme.
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Theme 1: Teachers are struggling to offer sequential programs
Approximately 25% (n =28) of the 114 music teachers who answered this question, stated
that the music program in their school was not sequential. Despite this, in the comments,
44 participants (39% of the total) indicated that they would like to be offering a sequential
program but for a variety of reasons, were unable to do so. This suggests that the true
figure for participating teachers running a sequential program is likely closer to 61% than
75.4%. Clearly there is a degree of contradiction here. Example responses:
I try to build up sequentially but there isn't much time - a 40 minute lesson in rotation
with art and library.
I have each class for half an hour per week. I do my best to impart knowledge and
concepts but feel time poor and sometimes instant gratification is what the kids want and
what I do.
I'm trying to, have tried to do, but so far success has been limited... improvement yes,
measurable via sequential programming and testing, no.
I try to do this but due to the class structures this is sometimes difficult to do.

5.3.2 What type of content is offered in music programs?
At Question 9 of the survey for music teachers, staff rated relevant content types on a
scale of 1-4 where 1 was the most used. The numbers for each bar have been calculated
weighting a first preference with 4 ―points‖ a second preference with 3, a third with 2 and
a fourth with 1.
What type of content do you use in your school music program?
(As weighted preferences)
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Figure 5.2 Type of content offered in school music programs
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A second theme emerged from the qualitative data supplied by respondents at this
question.
Theme 2: Singing and games are popular content
The graph above shows us that singing and games are the most popular kinds of music
content being taught by participating music teachers. It would be of interest to determine
the nature of ―games‖ being played in music classes. While it is of course optimal for
students to be learning in an enjoyable environment, if the activities referred to are not
educational, they are possibly a cause for concern. Again, while no-one would be likely to
argue against the place of singing in a music program, even just for the joy of the
experience, ideally it would be incorporated with specific educational outcomes in mind.
These results may be linked to the data suggesting a low number of responding teachers
with specialist training. Clearly singing and games are the most accessible forms of music
tuition and therefore it is not surprising that they are popular. This could raise concerns
however as to how useful and rigorous music programs being taught are, particularly
from a discipline perspective.
In the comments section, teachers were invited to list the ―other‖ types of music content
they were offering in their schools. Their responses included: drama, creative movement,
instrumental music, music technology, full school musicals, recorder and music theory.

5.4 Data pertaining to research question 2c
How do participating music teachers view working in rural Victoria?
Music teachers were asked one question about curriculum/policy and one about access to
professional development in country Victoria.
5.4.1 Music’s status within the arts key learning area
Question 8 of the Music Teachers’ Survey asked for perceptions about music‘s placement
in Australian curriculum grouped with five other areas under one key learning area.
Nearly half (45%) of respondents stated that they thought it had a negative impact on the
subject area. Qualitative data from the comments adds some more clarity.
Each of those subjects need time to teach separately. You can't expect it all to be taught in
one forty minute lesson per week, especially music which is really another language.
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By putting them all together there are no actual music techniques or skills that are
defined. It is all about interpretation and response not about skills and knowledge.
I think that in general, the grouping together of all the Arts diminishes the profile of
music education.
Music is an aural art form essentially and we live in a visually dominant culture; many
people including teachers don't get this. The placement of music education with dance,
drama, visual art and media is not only confusing but reinforces this essential
misunderstanding and misrepresentation of the musical arts.
Music has limited time in the curriculum as it is - now even this limited time is in
jeopardy with national curriculum discussions and choices b/w the Arts subjects. The
reduction in time as a result of 'The Arts' has had a detrimental effect on teachers' ability
to provide an adequate, stimulating and effective music education.

Of the 58 participants who commented on this question, 12 (or 21%) supported the idea
of music being incorporated into one subject area with other arts subjects. Approximately
45% indicated that they had found the combination to have a negative effect on music
education. Common objections were that the subject areas – particularly visual and
performing arts, are simply too different to be combined under one discipline area – a
finding in support of the literature (Gill, 2007). Many also stated that this lead to a
―watering down‖ of subject content and a lack of appropriate time within the curriculum
in which to teach music, also discussed at length in the literature (DEST, 2005).
Theme 3: Reporting within the arts key learning area is not appropriate
This third theme was revealed after further analysis of the qualitative data at Question 8.
Of the 58 comments, 15 (more than a quarter) pertained to the difficulties of reporting
within the arts KLA. Responses included:
When it comes to reports the mark given is added to the grade given by the Art teacher
and then divided to get a result. This is because these subjects are grouped together so
the mark doesn't really reflect how the student is doing in music or art.
Visual Arts and Performing Arts are entirely different learning areas. Students who
perform well in Visual Arts may not in Performing Arts and vice versa. It is ludicrous to
standardise progression points from these two areas.
Growing up I couldn't draw stick people but was a good musician. Why should kids with
skills in one area but not the other have their marks combined? This is one of the most
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ridiculous things I have seen and it shows how unimportant the curriculum writers
believe the arts are in school.
With our reporting system music and art just get averaged out into a black blob! If a child
excels in one area and not the other the result just comes out as average, which a
comment can possibly overcome but it still looks bad (and there isn't much room to
comment anyway).
I don't like the mark given to each student being averaged out with visual arts.
Understandings are common, but skills are not. It is not a true indicator of the student's
abilities.

Clearly this is an aspect of the placement of music with the Arts KLA about which
responding music teachers feel very strongly and one which it is therefore appropriate for
consideration by the Australian Curriculum and Reporting Authority during writing of the
National Curriculum.
5.4.2 Access to professional development
This data was retrieved from Question 10 of the Music Teachers’ Survey. A major
number, at 60%, of music teachers indicated that they do not have enough access to
professional development (PD). The comments from this question produced the fourth
theme to emerge in the study.
Theme 4: Remoteness affects access to professional development
Many teachers see remoteness of their location as being an issue for access to PD. Of the
68 respondents who said that they do not have enough access to PD, 32 of them made
comments pertaining to the problem of access outside of the metro area. For example:
While I admit there is plenty of great stuff in Melbourne, there is not much available in
Ballarat. I have attended Melbourne PDs but it requires a lot of organisation with
transport, child care and time.
There has been no music PD offered in Gippsland this year, classroom related PD
required.
We have very little, usually arranged by a teacher in the area. Otherwise it is very
expensive to attend VOSA days or similar in the city when we have to travel and find
accommodation.

It is useful here to take information from Question 4 of the music teachers‘ survey Would
you have done more music education if it had been available in your undergraduate
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course? and cross-reference it with the data from Question 10 Do you feel that you have
enough access to professional development opportunities in the area of music?
Almost half (49 of 106) music teachers who answered both questions said that not only
would they have done more music in their undergraduate degree if it had been available,
they still do not feel that they have enough access to music education opportunities.

5.5 Data pertaining to research question 2d
How do participating music teachers view their teacher education?
To put the research question into context, teachers were asked at Question 2 of the music
teachers‘ survey where they undertook their teacher education. The majority of
participants studied in regional Victoria (42%) or Melbourne (49%), so the responses
from 5 participants were omitted from the discussion - one who studied overseas and four
interstate. The data were then cross- referenced with Question 3 which asked whether or
not teachers were satisfied with their music education.
5.5.1 Levels of satisfaction with music teacher education
Figure 5.3 shows how satisfied participating music teachers were with their music
education in regional Victoria and Melbourne.

How satisfied were you with your music education vs
Where did you undertake your tertiary studies?
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Figure 5.3 Participant satisfaction with music education at Victorian universities
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Although approximately 60% of students who studied in regional Victoria or Melbourne
were satisfied with the music component of their education, only 15% were ―very
satisfied‖ and 24% were ―dissatisfied‖ or ―very dissatisfied‖. Around 30% (n = 17) of
music teachers who studied in Melbourne were either dissatisfied or very dissatisfied with
their course. Some of the comments clarify these figures.
More interested in extending my knowledge rather than preparing me to teach small
children the concepts and elements of music. Needed more practical ideas.
There was no possible way to train as a music specialist within the course and the time
spent on music skills for classroom teaching was minimal.
Overall, I felt that the delivery of many lessons was too often in the form of lectures.

The comments at Question 3 show the emergence of three themes. Initially, two main
reasons for lack of satisfaction are discussed – first, the small amount of time dedicated to
teaching music in their courses (Themes 5a and 5b). In addition, references are commonly
made to the type of content delivered in courses (Theme 6).
Theme 5a: Inadequate time dedicated to music in teacher education courses
Several teachers made direct reference to inadequate time within their courses dedicated
to music:
I enjoyed the music but there wasn't a lot of it.
It was a very enjoyable course but I think there was just not enough time devoted to the
actual music education.
We only studied music for about 4 months.
The quality of education for upcoming music teachers in Victoria is generally very low.
Many of the courses only contain a music component.

The survey also showed that 68% of respondents would have done more music in their
course if it had been available. Comments in the qualitative data give more detail:
Definitely, especially in terms of updating my knowledge and skills, particularly in the
area of music technology and computer programs suitable for students.
I would have studied all possible different music methods such as Orff, Suzuki …
Yes because I love music. I only did 2 half semesters of Music Education over the 3 years.
I would have loved to do more of it if it was available.
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Theme 5b: The time dedicated to music has slowly been reduced
At question 3, a secondary theme relating to the amount of time dedicated to music in
undergraduate teaching courses emerged – that the amounts of music had significantly
declined since the 1980s. In discussing reasons for qualified music teacher shortages in
Australia, the literature supports this, citing as a contributing factor, the gradual reduction
of music from undergraduate teacher courses (Andrews, 2004; DEST, 2005; Dinham,
2007; Hocking, 2008; Temmerman, 2006b). Comments below illustrate the point:
I majored in music - movement, composition and practical (guitar & recorder) in Orff
pedagogy at ________ Teachers College with some fantastic lecturers ....in the early 70s.
At the time in the late 1970s _______ College had a wonderful Music Facility with 5 or 6
lecturers ...Therefore Music was my major over the 3 years. Now they have little
resourcing available.
The ________ region recognised the importance of Music Education and resourced it
very well during the 1980s.

These findings are also supported by the data in Chapter 6.
Theme 6: Dissatisfaction with tertiary music education content
A clear theme can be seen emerging in the comments from Question 3 regarding the lack
of practical material pertaining to teaching. This theme also continued in comments from
music teachers who studied at institutions outside of Melbourne.
Not practical.
I felt that the course lacked the ingredients to make music studies interesting to primary
students.
Limited music teaching exposure. Ended up making appointments myself with school in
the area and spending days with their music teachers. Invaluable!
Outdated. Not practical. Have never used.
...the content is generally quite irrelevant to the actual occupation, with many ideas being
very outdated and unrealistic. Most of the content of which I teach is actually self- learnt
through PD sessions- would have been great to have gone before I started teaching.
Although I majored in music, my knowledge of the practicalities of teaching music was
very limited.

103

These data reinforce concerns to this effect raised in the literature, suggesting that too
much theoretical content is not necessarily the best way to prepare music teachers and not
always conducive to capturing their interest (Ballantyne & Packer, 2004; Temmerman,
1997).
Theme 7: Satisfaction linked to quality of presenters
Also at Question 3 were several comments pertaining to the importance of expert and upto-date lecturers.
Levels of satisfaction with the music component were totally dependent upon the
presenters. If they demonstrated a passion for their area of expertise and had useful skills
to convey, then satisfaction was high.
Standard of work/lecturing at each teacher training institution varied considerably.
Relevant, vibrant presenters who are in touch with schools and school practice,
presenting creative approaches which allow for the huge difference in music experience
of student teachers.
Modelling from current music teachers often make the best mentors because of their
experience.

The findings are in support of literature to the same effect which states that the quality of
any course is naturally dependent on the quality of the teaching (Bowman, 2010; Hodges
& O'Connell, 2005; Temmerman, 2008).
5.5.2 Improvements to music education courses
At Question 5 music teachers were given an opportunity to clarify what kind of content
they would have preferred to see offered in their courses.
Figure 5.4 below shows music teachers‘ responses to this question. They rated relevant
answers 1-4 where 1 was the most useful. The numbers for each bar have been calculated
weighting a first preference with 4 ―points‖ a second preference with 3, a third with 2 and
a fourth with 1 (as per Figure 2). The graph shows that games, Orff and singing were the
types of content considered by participating teachers most useful in teaching music.

104

What type of music content would have helped prepare you
for teaching? (As weighted preferences)
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Figure 5.4 Preferred content for music teacher preparation

When asked to explain ―other‖, teachers suggested the following course content:
keyboard and guitar, conducting, composition, ethnic music, behaviour management,
music technology and increased school placements.
Theme 8: A need for pedagogy
The qualitative data at Question 5 saw the emergence of Theme 8 in the Music Teachers’
Survey. Several comments pertained to the teachers‘ need for education on how to
structure a music program for primary children:
Developing sequential activities which progressively introduce children to the elements of
music.
No course will be adequate if it doesn't include adequate coverage of effective pedagogy
for teaching and learning either.
A more structured expectation of what kids would be expected to learn at each level.

This theme links closely with the comments made at question 7 which revealed that
nearly 40% of respondents would like to be offering a sequential music program but felt
unable to do so.
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Theme 9: A leaning towards Orff and Kodaly
Throughout Questions 4 to 9 of the music teachers‘ survey, there were regular references
to the Orff Approach and the Kodaly Method of teaching music. Particularly at Question
5, teachers indicated that the discovery of these methodologies had proven beneficial to
their teaching and that they would have liked exposure to them earlier in their career.
I wish I had known about Orff during my training. I later was involved in VOSA and it
totally changed my teaching...so much more relevant to primary students....marimbas,
glocks, ensemble playing....loved it!
I would have loved more Orff and Kodaly and games and dance ideas….. I recently
attended the Orff Level 1 course and wish I'd done it before I started teaching music.
In my PD experiences over the years I have found the Kodaly and Orff Schulwerk
programs to be excellent for teachers who want a real music program and not just an
entertainment focus for their students.

This supports indications in the literature that these two methodologies have been found
to be particularly successful in primary school music education (Hartwig, 2008; Joseph &
Winspear, 2008).

5.6 Summary
Analysis and discussion of results from this survey provide rich insights for answering
Guiding Research Questions 2a-d.
In reference to Guiding Question 2a, the data gave considerable clarity as to the
background of practising music teachers in regional Victoria. Through asking about their
education, it was able to show that at least 22% of respondents (those who hold a music
degree) meet VIT-approved specialist qualifications.
Question 2b sought clarification from the teachers‘ perspective on classroom music
programs currently in operation. There was some inconsistency in the data about whether
or not classroom programs were sequential. The initial response indicated 75% offer a
sequential program while the qualitative data suggested the figure was more like 60%.
When asked about program content, teachers indicated that singing and games were their
preferred activities, raising some concerns about the pedagogical rigour and
appropriateness of programs being taught.
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In clarifying Guiding Research Question 2c, the data showed that almost half of
respondents indicated that they felt music was affected negatively by its placement within
the Arts KLA. In addition, qualitative data saw the emergence of a major teacher concern
which was that having five such diverse subject areas grouped under the one learning area
made it impossible to report fairly or accurately on students‘ progress. It also showed that
music teachers have found that the majority of professional development is offered in
Melbourne and that their remoteness from the city leaves them particularly disadvantaged
in this regard.
With reference to Guiding Question 2d, data showed that approximately a quarter of
respondents were dissatisfied with the music component of their tertiary music education.
Themes to emerge here included not only that there was inadequate time dedicated to
music in tertiary education courses, but that the amount had steadily declined over the last
20 years. There were also concerns raised as to the nature of the content taught, in that
material was often found to be too theoretical and not relevant to the classroom. A further
theme to arise here was that there was not enough time spent on pedagogy in university
music courses. Teachers felt they were graduating without sufficient knowledge on how
to plan a music program for prep to grade six students. In addition, teachers indicated that
they had found Kodaly and Orff approaches to music education particularly useful.
The following chapter presents and discusses the data gathered from the principals‘
survey. The information addresses Guiding Research Question 3.
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6.0 RESULTS PART C: PRINCIPALS’ SURVEY
6.1 Introduction
This chapter examines the results of the electronic survey emailed to all principals in
Victorian regional primary schools and from Question 1 of the Music Teachers’ Survey.
The data pertains to Guiding Research Questions 3a, 3b and 3c and is presented in the
order most clearly answering the research questions, rather than in that of the original
survey questions.

6.2 Data pertaining to research question 3a
What is the background of schools participating in the survey?
6.2.1 What percentage of participating schools operate a classroom music program?
Data from Question 4 of the Principals’ Survey answered this question. There were 301
responses received to the principals‘ survey with 38% indicating that they did not operate
a classroom music program and 62% saying that they did.
Answer

Percentage

Number

Yes

61.7

115

No

38.3

185

Total

100

300

Table 6.1 Numbers of schools operating classroom music programs

One respondent skipped the question.
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6.2.2 The location of music programs in regional Victoria
Question 3 was a demographic question allowing for the location of responding schools.
In order to give these figures greater depth, the percentages have been cross-referenced
with Department of Education, Science and Childhood Development (DEECD) region
locations at Figure 6.2. Figure 6.1 shows the location of DEECD regions, helping to place
the cross-reference in context.

Figure 6.1 DEECD region locations
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The following graph shows the location within these regions of schools with a classroom
music program in operation.
Does your school run a specialist music program? Vs Region
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Figure 6.2 The location of music programs across rural Victoria

The Loddon Mallee, Grampians and Hume regions (all to the north of the state) have the
greater number of schools without a music program in operation. The Grampians is the
only region in the study that has a greater number of schools without a program (55%)
than with (45%). Possible reasons for this are examined in the next section, 6.2.7 A closer
look at two of Victoria’s largest regional centres.
Maps showing the distribution of responding schools throughout the state are helpful in
showing the concentration of schools with and without music programs.
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Figure 6.3 Geographical spread of schools with a classroom music program

As might be expected, the schools with music programs are located most densely around
major regional centres. The Castlemaine/Bendigo region is particularly heavily populated
with music programs and again, possible explanations for this are discussed at 6.2.7.
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Figure 6.4 Geographical spread of schools without a classroom music program

Contrary to expectation, while the map certainly shows a greater number of schools in
more isolated areas than the last map, there are also large numbers of schools without
music programs in built up areas. Geelong and Ballarat are two of the biggest cities
outside of Melbourne yet they show as many schools in town or nearby without a music
program as with. Possible reasons for this are again discussed later in A closer look at two
of Victoria’s largest rural centres.
6.2.3 Type of schools involved in the surveys
At Question 2, principals were asked what type of school they worked in. The graph
below is a cross-tabulation showing the relationship between school type and whether or
not a music program is in operation.
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Do you have a music program? Vs What type of school is yours?
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Figure 6.5 Which types of schools run classroom music programs

This information is very illuminating as it shows us that while the state and Catholic
schools‘ percentages for having a music program sit very close to the overall percentage
(61.7%), the independent schools‘ figure (84.2%) is much higher. The figures indicate
that there is more emphasis on music programs in independent schools than in the other
two systems of education - a fact supported in the literature (Australian Music
Association, 2008; Stevens, 2003). The emphasis on particular areas of curriculum is
likely to be influenced very directly in independent schools by the opinions of parents
whose financial imput into their childrens‘ education makes these schools more
answerable to parental pressures than those in the state and Catholic systems. It might be
possible to conclude that the parents of children in the latter systems of education do not
have the same interest in music education as their private school counterparts, but far
more likely that they do not have the same influence over school curriculum choices as
independent school parents. This is supported by data in the next section showing that
principals selected ―Lack of interest from the school community‖ least often as the reason
why they did not have a classroom music program in their school. Either way, the figures
confirm that many students in country Victoria are disadvantaged in their access to music
education not just by geography but by finances as well. This supports information in the
literature regarding lack of equality in Australia when it comes to access to music
education (DEST, 2005; Global Access Partners, 2011).
6.2.4 Reasons why music programs are not offered in some schools
Principals rated relevant reasons from 1-4 where 1 was the most significant. The numbers
for each bar have been calculated weighting a first preference with 4 ―points‖ a second
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preference with 3, a third with 2 and a fourth with 1. The results are shown on the graph
below.
If you do not have a music program in your school, what is/are the
main reasons? (As weighted preferences)
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Figure 6.6 Reasons for not having a classroom music program

In the Principals’ Survey at Question 10, there was an opportunity to choose from several
options what the reasons for not having a music program were. Budget restrictions (65%)
and lack of availability of qualified staff (47%) were the two most common responses to
this question. The comments add insights to these responses:
We have neither the funds nor a suitably competent and engaging teacher. Many of the
schools can't fit a music specialist within their staffing budget.
We have a high cost staff - all teachers are experienced and at the top of their salary
range. This means that we have approximately 2 less teachers than many schools of our
size. Music and LOTE have been the subjects that have suffered.
Each of the above have a bearing on why we do not offer music as a specialist class and
only offered by the classroom teacher. Therefore I could not put them in priority order.
However if we could get specialist music teachers then we could do 6 mths science 6 mths
music as opposed to the 12mths science we offer now.
The primary reason is that, for this to be conducted as a specialist program within this
school, other current priority areas would need to be discontinued or redesigned to
accommodate this into the curriculum. This issue is therefore directly linked to the issue
of funding. We have to make staffing appointments on the basis of priorities. At present
Technology, Literacy/Numeracy intervention and PE/Health are determined as higher
priorities for the school.
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Theme 1a: Emphasis within the curriculum on literacy and numeracy
Within question 10, many principals make reference to the ―battle for priority‖ within the
curriculum despite only 6.7% of participants choosing it as the most significant factor.
Adding to this impression are some comments at Question 7 (How important do you
believe music training is for under graduate teachers?) A very strong theme here was that
there is currently a big emphasis on literacy and numeracy.
I think it's important, but with all this extra emphasis being on literacy and numeracy, the
need for specialist music teachers, especially in smaller schools like ours is put to the way
side so we can focus on English, Maths and Integrated Studies.
With demands placed upon schools to perform in numeracy and literacy re: student data
music takes a back seat mostly.
Unfortunately music will sit below our core of literacy & numeracy and possible compete
for importance and priority with several 'specialist' areas.
Music is important, however at the primary school level literacy and numeracy
development is a higher priority.

This finding supports the literature with regard to the crowded timetable (Donnelly, 2011;
Lierse, 1997; Santiago et al., 2011). It would appear that for many schools, even adequate
funding and staff would not allow them to run a specialist classroom music program as
they are unable to find time in the teaching timetable to fit it in.
Theme 1b: Increased expectations of diversity within the curriculum
A related theme also emerged here: that expectations have increased significantly with
regard to diversity in the primary school curriculum.
There are so many competing interests and pressures in education that whilst music is
very important, it is in amongst quite a few things that are also very important and
priorities can become very competitive.
It’s also important for students to have access to specialist educators in woodwork,
financial planning, art, dance, phonics, drama, metalwork, bike riding, spelling, sex,
ceramics, swimming, fitness, maths, science, foreign languages, relationships, public
speaking, geography, cooking, chess, mediation, and negotiation, Australian history, first
aid, careers, IT skills, martial arts, grammar, ball games, environmental science and the
effects of global warming, listening skills, media appreciation… you get my point?
Each teacher has his/her particular skills and needs opportunities to develop these. All
teachers need training in all areas of the curriculum.
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Clearly principals are reporting here that they are feeling the pressure to offer a wide
range of subjects to primary school students. This is another factor affecting whether or
not a school may or may not be implementing a classroom music program.
6.2.5 Which regions have the least budget and the least teachers?
Within question 10, it is of interest to isolate the two most reported reasons for not having
a music program (insufficient budget and lack of availability of qualified staff) and to
cross tabulate the data with each schools‘ region.
Regions who struggle most with budget
A cross-tabulation of data showing region with that showing reasons for not operating a
classroom music program resulted in Figure 6.7.
Insufficient budget (by Region)
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Figure 6.7 Insufficient budget compared between regions

The numbers at Figure 6.6 and Figure 6.7 are a percentage calculated on the basis of how
many participants responded from each region. For example, of the 57 Grampians
participants who responded to this question, 16 (or 28%) most often selected ―insufficient
budget‖ as ―very significant‖. Of the 67 Hume participants, 21 (or 31%) selected it as
―very significant‖. These are the two northern-most regions, but interestingly, Loddon
Mallee has made different choices to the other two northern regions at this question.
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Regions who struggle most with finding staff
A similar cross-tabulation below shows reasons for not operating a classroom music
program combined with location of school.
Difficulty finding staff (by Region)
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Figure 6.8 Difficulty finding staff compared between regions

At Figure 6.8 above, we can see that of all the principals who chose ―difficulty finding
staff‖ as a factor in why they did not have a music program at their school, those in
Loddon Mallee and Grampians rated it most frequently as ―very significant‖.
6.2.6 How do regions compare across relevant questions?
Across the questions that made reference to region, the table below shows how the
regions compared.
Figure

Page

Survey
question

Area of difficulty

Region
(Struggling most listed first)

6.2

5

4

No music program

Grampians, Hume, Loddon Mallee,
Barwon, Gippsland

6.12

6.7

26

12

5

10

Finding staff to

Grampians, Hume, Loddon Mallee,

employ

Gippsland, Barwon

Insufficient budget

Hume, Grampians, Loddon Mallee,
Gippsland, Barwon

6.8

13

10

Cannot find

Grampians, Loddon Mallee, Gippsland,

a teacher

Hume, Barwon

Table 6.2 Comparing the regions across relevant questions
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In general, it would appear that the three northern-most regions tend to be struggling the
most in their issues with music program provision. The data indicates that in three of the
four comparisons between regions, the Grampians and Hume regions encountered the
most difficulties, while Gippsland and Barwon South West regions experienced the least.

The point at which the inconsistency across regions occurred was at Question 10 which
asked principals to rate certain factors as reasons why they did not have a music program.
The variation is understandable in the context. Hume rated ―insufficient budget‖ most
significant at 31% and ―difficulty finding staff‖ at 13%. Clearly while principals in the
region do struggle to find teachers to employ, they overwhelmingly feel that budget is a
more significant factor in inhibiting the implementation of a music program. One possible
reason for the variation between northern-most and southern regions is that of geography
and population distribution. Barwon South West and Gippsland are both regions with
lengthy coastal access, quite possibly simply offering more attractive real estate and
lifestyle options to teachers than the northern regions.

It is also important to consider that the two regions at opposing ends of the spectrum
when it comes to difficulties employing music teachers are each home to one of
Victoria‘s largest rural centres. Barwon South West (the region that struggled the least) is
the location of Geelong - Victoria‘s biggest city outside of Melbourne and closest in
proximity at a distance of 69 km. The next two biggest cities (similar in population) are
Ballarat in the Grampians and Bendigo in the Loddon Mallee region - the Grampians
region being the one struggling most often to find music teachers. All three cities boast
universities in which undergraduate teaching courses are offered. A closer look at the data
from these three cities showed that Bendigo (Loddon Mallee) had a much higher
percentage of music programs in operation that the other two. It was concluded that a
more detailed examination of these tertiary institutions might reveal some reasons for the
variation in findings between the three cities and the regions in which they are situated.
6.2.7 A closer look at two of Victoria’s largest regional centres
The 3 largest cities outside Melbourne in Victoria are Geelong, Bendigo and Ballarat.
Geelong is situated only 1 hour from Melbourne and has a population of 193,615 (City of
Geelong, 2012) . Although its location in the Barwon South West DEECD region
determines it to be ―regional‖, its size and proximity to Melbourne indicate it less likely
to be subject, in the same degree as Ballarat and Bendigo, to the factors of isolation being
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examined in this study. Indeed, in the previous section, it was shown that Barwon South
West region most often had the least difficulties in obtaining music teachers to fill school
positions. Furthermore, while response numbers from Ballarat and Bendigo were not
extraordinarily different, it is possible that the low number of responses from Geelong
does not give an accurate representation of the situation in schools in that city (see Table
6.3 below).
It is of interest to note, that despite Ballarat and Bendigo having similar populations (just
over 90,000) and proximity to Melbourne (both approximately 1.5 hours), they showed a
marked difference in percentages of responding primary schools who offered classroom
music programs.
Town

No. who have program

No. of responses

% who have prog

Bendigo

15

18

83

Ballarat

4

13

31

Geelong

3

5

60

Table 6.3 Numbers of schools operating music programs in major rural centres

It is possible that the amount of music education available to undergraduate teachers in
the two regions may be a contributing factor to these figures. In order to gain some insight
as to whether or not this is likely to be the case, it becomes necessary to know something
of the history of tertiary music education in the two cities. The current number of
programs operating in rural areas is likely to be the result of a decade or more of tertiary
education rather than just what is offered at this time. Personal communication with
lecturers in music from the two regions has allowed greater depth in placing the data in
context.
Background to tertiary music education in major rural centres
In the 1980s, La Trobe University operated as The Bendigo College of Advanced
Education. A full-time staff of 14 music lecturers was employed in the arts faculty. The
College was taken over by La Trobe University in 1991 after which the music department
was absorbed by the education faculty and staffing was gradually reduced to one
permanent half-time position and a number of sessional roles. Until 2006, there were 6
music electives available to Bachelor of Teaching students at the university. Bendigo
Senior Secondary College, a major feeder school for the university, has for more than 20
years and continues currently to offer two VCE music subjects - Music Styles and Music
119

Performance with full classes of 15 or more students each year. Consequently, there were
approximately 7-12 students participating in electives, creating a small number of music
―specialist‖ graduates from the university each year. Not all electives offered carried
enough discipline content to meet VIT Specialist Guidelines, nonetheless, many students
graduating from the course took on music specialist teaching roles in the region.
In 2006, funding cuts resulted in the number of electives being reduced to four,
constituting a type of music ―minor‖ which was offered for 2006 and 2007. During this
time, a similar sized cohort of students continued to take the music pathway. In 2008, a
further two electives were eliminated leaving only two. Some of the students who were
already involved in the music stream took these subjects, but in 2011, the units did not
attract enough students to be viable. In 2012, neither of the remaining music electives has
run. The effect that this will have on the number of music programs offered in the
region‘s schools in the future remains to be seen.
Telephone contact with the lecturer responsible for the music component of Ballarat
University teaching courses indicates that in the 7 years she has been teaching
undergraduate students, there has only ever been a single arts amalgam subject available
(Zibell, personal communication, October 2011). This constitutes approximately 4 hours
of music tuition in total throughout the 4-year degree. Prior to that, she said there were ―a
number of years‖ where there was little or no music at the university. Most music
electives were moved to the arts faculty in 1991 and a graduate diploma of music
education offered for some years was discontinued in 1994 (Hillman, personal
communication, December 2011). This may help to explain why the Grampians region
had the lowest percentage of responding schools operating classroom music programs
(shown at Figure 6.2). The lecturer reported that (like the Bendigo CAE), Ballarat
University had a ―vibrant music culture‖ in the 70s and early 80s when it was a College of
Advanced Education.
The Ballarat campus of ACU also contributes to the provision of teachers in the region so
it is important to consider what music has been available to students studying in this
institution. From 1986 until 1991, six music elective units were available to students at
ACU Ballarat through the Education Faculty. After re-structuring that year, the units were
still offered, but via the Arts Faculty. By 1999, further restructuring had taken place and
units were discontinued (Hillman, personal communication, November 2011). There was
pressure exerted to offer a wider range of electives to students but the time provided
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within courses allowed for pursuit of minimal pathways. The university representative
supported statements by other practitioners from the Ballarat area, that the region boasted
extraordinary opportunities in music education in the 70s and 80s when Ballarat
University offered a Postgraduate Diploma in Music Education. This was no longer
offered after 1994.
The current music lecturer has been employed at the university since mid-way through
2011. She is responsible for the delivery of both compulsory units and the elective
outlined in the Teacher Education in Victorian Universities section of the results chapter
(Maidlow, personal communication, November 2011). From 1999-2010, students at
Ballarat ACU undertook only one compulsory performing arts unit incorporating music,
dance and drama. It ran as it does now, sharing a 12 week semester with 6 weeks of visual
arts (Crowe, personal communication, November 2011).
Summary
It would appear that both Ballarat and Bendigo had similarly rich opportunities for music
education until the late 1990s. At that time, Bendigo continued to offer music electives,
but Ballarat did not. This is a possible explanation for the low number of responding
schools (31%) operating a music program in that city.
La Trobe University in Bendigo persisted with its six music electives until 2006 and ran
four until the end of 2008. It was also the city of the three with the largest number of
schools operating a music program (83%).
On the basis of the data in this section then, it is possible to conclude that the inclusion of
music electives in undergraduate teaching courses may result in a larger number of
schools in the area offering classroom music programs.

6.3 Data pertaining to research question 3b
How are music programs being implemented in participating schools?
The data referring to content of music programs currently operating in participating
schools was presented in the previous chapter. The study now returns to a region-wide
focus by considering questions in the Principals’ Survey that describe other aspects of
music programs, Question 8 was one of these.
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6.3.1 Operation of other practical music in schools
Principals were asked at Question 8 if their school ran any form of practical music as well
as or instead of a classroom music program. The graph below shows principals‘ responses
to this question.
Percentages of schools that run practical music programs
outside the classroom.
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Other
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Figure 6.9 Types of practical music offered by participating schools

The graph shows us that instrumental tuition (71%) and choir (61%) are the two most
common forms of practical music running in country Victorian primary schools. The
―other‖ option was explained in the comments section and included such things as:
recorder, rock eisteddfod, bands, dance, Christmas concert, excursion/incursions and
school musicals.
Variation between school type of practical music offered
Figure 6.10 cross tabulates practical programs with type of school. Again this shows us
that responding schools in the independent sector have a higher percentage of all types of
practical music than those in state or Catholic sectors.
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Availability of practical music Vs School type
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Figure 6.10 Practical music programs offered by participating schools

These data support those shown at Figure 6.5 (page 113 of this study) showing that
independent school students have greater access to music in their primary school
education that those in state or Catholic schools. In addition, they support the literature
exploring inequality of provision outlined in Chapter 2 (DEST, 2005; Global Access
Partners, 2011; Stevens, 2003).
6.3.2 Other ways of delivering music programs
Question 5 pertained to difficulties in employing music teachers. While this issue is not
examined in this section, it is important to highlight data that emerged in the comments
section of this question showing two new themes about music programs in regional
Victoria. There were 115 comments made at Question 5, but many principals used this as
an opportunity to elucidate further on who was teaching music in their schools rather than
offering clarification on their experiences (if any) of employing classroom music
teachers.
Theme 2a: Music programs are often run by classroom generalists
Many principals indicated that they considered that music was either being covered by
generalists in their classrooms or being taught by a generalist without ―specialist‖
education. Comments included:
Individual teachers teach music in their own classrooms. Music doesn't seem to be a high
priority.
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Several of our staff are musical and as such we do not employ a music specialist.
Class teacher implementing (currently not trained) and on staff.
Release a classroom teacher.
We utilise one of our classroom teachers who has a keen personal interest in music. This
is our only access to music education for our children.
I was lucky to have a teacher who loves music and plays in a band though hesitant to
teach music at first.

While principals are not expressing an opinion either way about the effectiveness of staff
teaching music in their schools, it is relevant to relate their comments to the overall
consensus of relevant literature in Chapter 2 - that most generalists do not have the
confidence or experience needed to teach music with any real effectiveness (Andrews,
2004; Coulter et al., 1995; Sharp & Metais, 2000).
Theme 2b: Some music programs are being run by The Song Room
Several principals made reference to the use of The Song Room as the means of
implementing music programs in their schools.
The Song Room provides a music specialist for 1 semester on a one year or two year
cycle.
We are developing a school choir with "The Song Room" organisation.
Last year the school used the Song Room, this year classroom teachers use Song Room
online, and they teach songs for the production.

The Song Room is a national not for profit organisation that provides free, tailored, longterm music and arts-based programs for children in disadvantaged and high need
communities (The Song Room, 2010). The organization provides free education programs
to approximately 200 schools and 40,000 students across Australia for an hour per week
and a minimum of 6 months at a time (Caldwell et al., 2011). While this is undoubtedly of
enormous value to the schools involved, it is important to consider that the classes are in
―performing arts‖, rather than music per se and are not delivered on an ongoing basis.
Also, the background of the teachers employed is not clear, they are referred to as a
―teaching artist‖ (TA), ―contracted to The Song Room and working in partnership with the
classroom teacher‖ (2011, p. 7).
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6.4 Data pertaining to research question 3c
What are the experiences of participating principals in employing music teachers?
6.4.1 Employing a music teacher at this school
Question 5 asked participating principals how easy or difficult is it was for them to find
music teachers to employ at their current school. More than a third of principals (38%)
indicated that it was ―difficult‖ to find a music teacher to employ in their school.
How easy or difficult was it to employ a music teacher at your
school?
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Figure 6.11 Ease and difficulty in employing a music teacher

The comments below reflect some of participating principals‘ experiences.
We have two very good classroom music teachers in our Primary School at present, but
when advertising, applicant numbers were very small.
We were able to find a teacher to teach music, however she does not have specific
training in music. We were certainly not overwhelmed with applications for our music
position.
In recently employing four teachers we had deliberately advertised for people with
musical expertise. None were forthcoming.
We advertised a number of times for a 0.4 graduate music teacher and even approached
universities directly but to no result.
We are looking for someone to take on this role in semester 2 but have not had success.
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Theme 3: Curriculum choice determined by staff skills
Several principals indicated that they are forced at times to choose what subjects are
made available to their students on the basis not of what they decide is best for them, but
instead on what staff are available in the area.
We are having significant trouble finding teaching staff to fill any positions so our
specialist programs are based on the skills that an applicant brings to the
position (strengths based). Music would be fantastic but we haven't found anyone
with these skills... yet! It is sad that our programs are based on this fact.
For two years we had an art specialist instead of a specialist music teaching
program, simply because we couldn't employ a teacher.
We have had a music specialist in the past. The program ran on Fridays with
classes getting 1-hour classes. We found it difficult to find teachers and when our
teacher increased her workload at another school we were unable to find anyone
suitable to fill her place. As a result, we ended up running a drama program
which the children love.
Theme 4: Difficult to find a replacement teacher
Some principals also pointed out that finding someone appropriate to fill-in for the music
teacher in the case of absence was often impossible.
I find it is very difficult to employ a CRT to take Music. The program is sometimes
cancelled due to the teacher being ill and no suitable replacement can be found.
I had a term and a half personal leave about 4 years ago and a replacement could not be
found. Sadly, in my absence the then principal dismantled the music program and filled
the music room with computers. This was shattering to me and was done in such a way as
the school community was unaware that it had happened!!!

6.4.2 Employing music teachers across different locations
Cross-referencing the data from Question 5 about difficulties in employment with data
gleaned from Question 3 (What is your post code?) led to the graph below.
(Note: this graph is derived only from data at Question 5 and separate to the one at Figure
6.8 p. 117 which examines reasons given at Question 10 for not operating a classroom
music program).
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Figure 6.12 How the regions compared in their difficulties finding music teachers

Figure 6.12 shows which regions found it most difficult to find a music teacher to
employ. The results in this section were very consistent across most regions showing that
between 29 and 32% of principals have struggled to find a music teacher to employ.
Barwon South West was the exception with only 20% of principals from that area
indicating that they had difficulties. (This region is home to Deakin university which runs
four music electives for undergraduate teachers). There is some correlation between this
graph and the one at Figure 6.2 (indicating percentages of schools operating a music
program). Barwon SW showed least difficulties finding a music teacher and the second
highest percentage of schools operating a music program. The Grampians was at the
opposite end of the spectrum, indicating that it had the most difficulty finding a teacher
and the lowest number of schools operating a music program. This further supports the
suggestion made earlier in the chapter (6.2.7 p. 118) that there is a likely link between
music education available in local universities and numbers of schools in corresponding
regions operating classroom music programs.
It is important to note that 72 respondents (almost a quarter) skipped this question. One
possible explanation is that these principals had never needed to try to employ a music
teacher.
Theme 5a: The effect of small school size
A strong theme emerging in response to Question 5 was that the location and subsequent
size of rural schools was a very significant factor in hindering the employment of music
teachers. As student numbers in the country are lower than in the city, schools tend to be
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smaller and therefore require a specialist only for a small time fraction. Comments to this
effect were made by twenty principals.
We were certainly not overwhelmed with applications for our music position. Part of this
may be because the position is only 0.4 in time fraction.
Larger schools always seem to have the edge when employing specialists and often
"poach" teachers from the smaller schools where they are employed in part-time
capacities.
We would only be able to employ someone for 4 hours a week to cover all classes.
There doesn't seem to be people who will come in for one day a week for music which is
all we are able to have as we are a small school.
Small rural setting with 2 multi-aged grades and 2 hours per week is not that enticing.

Theme 5b: Isolation leads to too much travel
Isolation was also seen to be a contributing factor in a secondary sense, in that principals
felt that teachers would be unlikely to want to travel long distances either from a major
centre to get to their school, or between schools to get enough hours to make the job
worthwhile.
Due to the small time fraction we are able to offer in the small school, it is not worthwhile
for a teacher to travel out for 4 hours per week.
It was extremely hard to fill the position as it was only 0.4 time fraction and was further
away from a regional centre.
Unfortunately we haven't been able to secure a trained person willing to work one day a
week a long way from a large centre.
I can only afford a 0.2 time fraction. Good, qualified music teachers aren't interested in
small time fractions like that especially if they have to travel as well.

6.4.3 Difficulties with finding a music teacher in relation to school size
Themes 5a and 5b are further supported when we examine the data with regard to school
size and cross reference it with figures on the schools where principals found it most
difficult to find a music teacher (Question 5).
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How difficult was it to find a music teacher vs
How many students are there in your school? (As a percentage)
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Figure 6.13 Comparing difficulty getting a teacher with school size

The graph above shows us that the two smallest school sizes indicated most often that
they had problems finding a teacher. In explanation of these figures, principals from 97
schools of fewer than 100 students answered the question about how difficult it was to
find a music teacher. Of the 97, 40 (or 41.2%) said that it was ―difficult‖ to find a teacher.
Although this chapter is primarily concerned with data from the principals‘ survey,
Question 3 from The Music Teachers’ Survey asking what time fraction music teachers
worked is of relevance here. Even though approximately 62% of responding principals
said that they had a music program operating within their school (n = 185), only 117
music teachers responded to the survey. In their answers, music teachers indicated that
the nature of their employment was largely of a part-time nature. This correlates with
qualitative data from principals on the previous page suggesting that most schools in
regional Victoria are too small to be able to offer full-time music teaching positions. Two
days per week (0.4) was the commonest fraction of employment (22%).
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Figure 6.14 Time fractions for which participating music teachers are employed

A large number of respondents (17) selected ―other‖ for their employment fraction. They
gave varied responses, some relevant to the question, others not. Of the ―other‖ responses,
12 of the 17 were able to be accounted for in a calculation which indicated that the 115
music teachers who responded to this question hold an equivalent of only 48.94 full time
positions. It is possible that the part time nature of music teaching positions may in fact
act as a deterrent for undergraduates even choosing music teaching as a career.
Theme 6: Music teachers employed across schools and subject areas
The comments from the music teachers at the ―other‖ option at their Question 3 draw
attention to a further theme - that the employment allocation of many music teachers is
shared, both with other subject areas and other schools. Some such comments are listed
below.
Half Music /Half Art -Full Time.
At one school, I work as an unpaid Teacher volunteer. I work as a shared music specialist
in four other schools during the week.
0.5 Music, 0.5 ICT.
Full time employed, to teach art and music.

Theme 7: Quality of teachers available
Question 5 of the principals‘ survey (How easy or difficult was it to find a music teacher
to employ in your school?) was particularly rich in thematic data, revealing another
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important aspect of their experiences regarding quality of music teachers available. Many
principals suggested that it is one thing to be able to get a teacher to implement a music
program, but quite another to get one who can do it well. It was often indicated that
finding someone with suitable music skills and good teaching practices/behavior
management ability is very challenging.
There are people in the community able to take music but this is not the same as a trained
music specialist.
Suitability of available personnel is always an issue - they need to be good teachers as
well as musicians!
Finding the right person who is going to do the right sorts of things and also be able to
control the class is not easy.
There are plenty of well meaning people whose passion does not translate into competent
music teaching.

6.4.4 Importance to principals of music in undergraduate teacher education
This information was provided at Question 7 of the Principals’ Survey and does not
specifically refer to the employment of music teachers. However, given the direct
responsibility principals in Victoria have regarding staff employment and choice of
specialist programs, to know how important principals believe music education to be for
teachers, provides significant context-setting data. In addition, variations from the
question in the qualitative data (theme 8) happily led to further valuable insight into the
way principals see music education.
Of all responding principals, 98% believed that music is a moderately important or very
important component of study for undergraduate teachers.
Importance

Percentage

Very

65

Moderately

33

Not very

2

Table 6.4 Principals’ opinion on the importance of tertiary music education

Comments at this question add clarification:
I believe it is vital that students are given adequate training to be able to teach music. I
must say that music can be a difficult area for students who have had no specialist music
education during their lives.
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Music therapy is important in many areas of the curriculum and should be as important
as Literacy and Numeracy and Physical Education.
It adds another string to their bow and provides a complete educational skills set.

Theme 8: Importance to principals of childrens’ music education
At the same time, in the qualitative data, 17 principals took the opportunity to comment
on the importance of music to children as distinct from to teachers as asked in the
question.
Some students’ only gift is their ability to sing and enjoy music - great for self-esteem.
This is all part of developing the well rounded child. We have highly at risk students and
music allows for the development of language, rhymes, patterns and other talents beyond
literacy and numeracy. It also is a great method of engaging students in their school life.
Music is an important aspect of life and it has a very important place in the primary
school, particularly in the lower grades.
Music provides lots of students a way to express themselves and achieve.

This qualitative data correlates with findings in the literature with regards to the benefits
of music education for children (Bandura, 1977; Fiske, 1999; MCEETYA, 2005, p. 4;
Mills, 2005).

6.5 Summary
Analysis and discussion of results from this survey provide extensive detail on Guiding
Research Questions 3a-c.
Guiding Question 3a asked What is the background of schools participating in the
survey? In response to this there was a wealth of data both quantitative and qualitative. It
is clear that among participating schools approximately 40% of schools do not provide a
classroom music program for their students. As far as location is concerned, Gippsland
provided the most programs at almost 80% while Grampians provided the least at 45%.
Data showed a marked difference in provision of both classroom and practical programs
between private and public schools with approximately 62% of participating
state/Catholic schools providing programs and 84% provision among independent
schools. A possible reason discussed for this was the more direct influence of parents‘
wishes in the independent system.
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When asked what were the most significant reasons for not providing a program in their
school, the majority of principals chose ―insufficient budget‖ and ―unavailability of
qualified staff‖. The Hume region struggled most with budget and the Grampians most
often with difficulty in finding staff. The qualitative data also made frequent reference to
pressure to perform in literacy and numeracy and increased expectations with regard to
curriculum diversity as significant factors.
A closer look at the data from Victoria‘s three largest cities outside Melbourne showed
Bendigo (Loddon Mallee region) to have the highest percentage of participating schools
with music programs and Ballarat (Grampians region) the lowest. The background of
tertiary music education in each of the three cities suggested a possible link between
availability of specialist music subjects for undergraduate teachers and numbers of
schools providing music programs in the regions.

Guiding Research Question 3b (How are music programs currently being implemented in
participating schools?) examined some aspects of music programs not looked at in the
Music Teachers’ Survey. Instrumental tuition and choirs were the two commonest forms
of music being offered outside of classroom music programs while music within the
generalist classroom and implemented by The Songroom were other ways in which
schools were shown to be offering music programs.
Data from the Principals’ Survey gave considerable insight into Guiding Research
Question 3c (What are the experiences of participating principals in employing music
teachers?) More than a third of principals (38%) indicated that they had found it difficult
to find a music teacher to employ in their school. Many important themes emerged from
the qualitative data supplied at this question (5). Firstly, principals indicated that remote
location leads to small school size and small schools only require specialist teachers for
small time fractions. This was seen by principals as a deterrent to music teachers taking
on jobs in rural schools. Furthermore, they suggested that the related factor of extended
travel added to putting teachers off. Data on school size supported this theme with the two
smallest schools sizes indicating most often that they struggled to find appropriate staff to
implement music programs. Further support still came from Question 1 of the Music
Teachers’ Survey which indicated that 0.4 or two days per week, was the most commonly
worked time fraction amongst participating teachers. This question in turn provided
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qualitative data showing that many music teachers are employed not only across more
than one school to supplement their time fractions, but also across multiple subject areas.
A further theme to emerge from this portion of the Principals’ Survey, was that in
reference to the quality of staff available to teach music. Many principals indicated that
they had experienced difficulties getting teachers who were not only good musicians, but
good teachers as well. A final question regarding how important principals saw music
education to undergraduate teacher preparation yielded valuable context-setting data to
the research question, when taking into account the fact that Victorian principals and
school councils are in the position to decide not only what specialists programs they will
run, but who they will employ to teach them. Results showed that 65% of principals
believed music to be a very important component of teacher education and 33%
moderately important. Many principals also took the opportunity in this question to
comment on the importance of music to school children, in addition to university
students.

The final chapter will draw conclusions based on these results and make
recommendations for actions and further study required in the field. It will include an
evaluation of the methodology and will examine what the research has discovered, why it
is important and for whom the results are relevant.

134

7.0 CONCLUSION
7.1 Introduction
The final chapter outlines major findings of the research and their implications for parties
involved in the provision of school music education. It will reflect on some limitations of
the study and offer recommendations for stakeholders and for further research.
This study set out to examine issues affecting the provision of classroom music programs
to country Victorian primary schools. Other prior studies had looked at school music
programs in Australia, but none had looked specifically at those in rural Victoria and how
they are affected by the diminishing opportunities to specialize in music education at
tertiary level. In order to effectively analyse provision, it was necessary to look at all three
levels of the provision ‗chain‘ – universities, music teachers and schools (through the
eyes of the principals). As all three levels must operate within the framework of
government policy and curriculum, this fourth domain and literature associated with it
were comprehensively examined in the Chapter 2.

7.2 Main findings
The factors affecting provision of classroom music programs were to be found in all four
domains investigated in the study and were seen to be closely interlinked. Opportunities
for specialization in music education for undergraduate teachers have steadily declined in
rural Victoria since the 1970s. It is not possible to qualify as a music specialist (as defined
by the Victorian Institute of Teaching Specialist Teaching Guidelines) outside of
Melbourne. Limited electives are available at two institutions (one at Ballarat ACU and
four at Geelong‘s Deakin University near Melbourne), but music is found for the most
part as a portion of a one-semester amalgam subject covering ―the arts‖ as a whole.
A quarter of participating music teachers were dissatisfied or very dissatisfied with the
music component of their undergraduate teacher education and 45% of them indicated
dissatisfaction with the placement of music within the Arts Key Learning area,
particularly in the area of reporting which was deemed by them to be not only difficult
but inappropriate. The study showed that 22% of participating music teachers had
completed a music degree as part of their undergraduate teaching education.
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Approximately 40% of participating schools do not offer a classroom music program to
their students and 38% of participating principals have found it difficult at one school or
another to find a music teacher to employ.
Extensive context-setting literature showed that despite a strong sense of commitment to
the arts and music education in government policy and curriculum, a failure to supply
appropriate funding and infrastructure at both university and school level, has contributed
to the large number of schools in rural Victoria without classroom music programs
(Bamford, 2006; Champion, 2011; Huxtable, 2009; Milburn, 2011). Data from the study
shows the strong likelihood of a link between amounts of music specialization available
in rural teacher education courses and numbers of schools operating classroom music
programs in the same area. In Bendigo where tertiary music specialization had been
available locally up until 2006, 83% of participating schools offered classroom music
programs. In Ballarat where multiple music electives at local universities were
discontinued in the 1990s, 31% of participating schools were found to operate classroom
music programs. While definitive cause and effect cannot be proven, the apparent link is
too striking to be ignored.

7.3 Evaluation of methodological framework
This study used a mixture of quantitative and qualitative methodologies. It gathered
empirical data missing from prior studies which was further enhanced by context-setting
data gathered in the comments sections of surveys.
7.3.1 The survey
The research design overall was well suited to investigating the research problem. The
limited number of questions in each survey (10) was, as anticipated, valuable in
encouraging participation. Questions asked of the principals in the first survey answered
the research question and revealed valuable context-setting data. The demographic
questions at the start were mostly effective with the exception of number 2 (What is your
postcode?) When analysing the data, it became clear that if school location was to be
meaningful, it needed to be placed in the context of a DEECD region. This led to a
laborious process of matching postcodes to towns from the internet then towns to regions
with a map. It would have been far more effective to have question 2 simply read: ―What
DEECD region does your school belong to?‖ The five regions could then have been listed
below as multiple choices.
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A further complication with regard to demographic information was its lack when it came
time to analyse the second survey (answered by the music teachers). It was incorrectly
assumed that there would be a way to link the surveys of principals and music teachers. If
this had been the case, it would have been possible to determine which region, size and
school-type the music teachers‘ responses belonged to. As it transpired, there was no way
to determine which school the music teachers had come from without having asked them
specific demographic information on their own survey. While this meant that there was
no possible way to place their data in context with region, size or school type, it did
ensure anonymity for the music teachers from their employer and thus perhaps more
honesty in responses. It also needs to be taken into consideration that, had demographic
questions been included and the survey length to have remained short, other valuable data
would not have been gathered. As it was, all data was extremely valuable and important
in drawing conclusions vital to comprehensively answering the research questions.
7.3.2 The response rate
Initially, two of the five DEECD regions declined to give access to school email
addresses for survey distribution, but this problem was overcome by those regions
distributing the email themselves from central office.
Distributing the survey as an email was the only practical way to administer to 847
schools. It was fast, efficient and environmentally friendly. It was not anticipated
however, that principals would have such a large volume of emails to attend to on a daily
basis. Enticing principals to open the survey in the first instance was a challenge. When
the email was sent initially, the title was too long to fit in the ―inbox‖, giving the reader
little or no indication as to the email‘s content and thus inviting instant deletion. In the
second instance, the title was altered to simply read ―Two minute masters survey, please
help‖. This raised the return rate significantly. In the end however, twenty phone calls
were made to each component of the survey sample in order to raise the return rate to
36%. Response rates need to be high enough to be representative of the target population.
In an online survey scenario, a response rate of 30% or more is required to produce
accurate, useful results from the data (IAR, 2011).
7.3.3 Consistency of response rates
In favour of trustworthiness it is important to note that all 847 regional schools in Victoria
from all three types of education were given the opportunity to respond to this survey.
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The tables below show the relative consistency of responses across both type and location
of schools surveyed. That is, there is a very good match between the proportion of each
type that was surveyed and the proportion of each type that responded. In addition there is
a reasonably good match between the proportion of each location/region that was
surveyed and the proportion of each location/region that responded.
School Type

Surveyed %

Surveyed
number

Response %

Response
number

Catholic

15

126

16

48

Independent

5

42

6

19

State

80

679

78

233

Total

100

847

100

300

Table 7.1 Proportions of school type surveyed and proportions responded

This table shows us that the proportion of each school type surveyed, matched closely the
proportion of type that responded (1-2% variation). For example, out of the 847 schools
surveyed, 126 were Catholic, that is, 15%. When it came to responses, 48 of the 300
schools that responded (16%) were Catholic. Thus we see that the portion of Catholic
schools represented by the original sample is closely matched by the portion that
responded.
Region
*(State only)

Surveyed %

Surveyed
number

Response %

Response
number

Hume

24

163

26

60

Grampians

16

110

18

41

Loddon Mallee

27

183

30

68

Gippsland

17

116

12

27

Barwon SW

16

107

14

32

Total

100

679

100

228

Table 7.2 Proportions of regions surveyed versus proportions responded
* At the time of surveying, only the location of state schools was known, it was necessary then to eliminate
the Catholic and Independent responses from the collation for Table 2. Once responses had been received
and a postcode given, the location of the responding Catholic and Independent schools was known, but an
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accurate comparison between surveyed numbers and response numbers could not be made if they were
included in the response figures and not the surveyed ones.

The figures show us that amongst state schools, the ―surveyed‖ and ―responded‖
percentages were reasonably consistent. There was a 5% discrepancy in Gippsland, but
the similarity in proportions in other regions was very strong (2-3% variation).
Response patterns to the questionnaire reflect the overall proportions of schools both by
type and by region which strengthens the trustworthiness of the results derived from this
study.

7.4 Limits / generalizability of results
Although it was decided in the interests of generalizability to survey all three types of
schooling available in Victoria (state, Catholic and independent), the sample and therefore
the results are limited to schools from regional areas. Given that opportunities to
specialize in teacher education are far greater in the metropolitan area than outside it, it
was important to isolate information from schools in the country in order to be able to see
clearly how it is that limited opportunity for teachers in music education outside of the
city affects country school music programs. While it would be illuminating to see how the
results from a similar study carried out in the city differed to these, the scope of such a
survey was beyond the limits of this study.

7.5 Recommendations and implications for music education field
In response to the National Review of School Music Education Robin Pascoe, one of the
eight on the steering committee, had this to say:
At an immediate level the recommendations have financial consequences but more
specifically they represent a call to changes in attitudes and values. They are about
shifting cultures of neglect and low status and have a long term trajectory of reform built
into them. Such reform concepts are difficult in short term political cycles and shifts in
ministerial portfolios. The danger for any review is that it will be given a cursory nod and
then filed away and forgotten. Arts educators need to follow up the political process again
and again, they need stamina, perseverance and persistence. The picture is of the long
march not the sprint (Pascoe, 2007, pp. 264-265).

The ―long march‖ for arts educators towards changing attitudes and increasing funding
continues, particularly at present with the writing of a National Curriculum in progress.
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Shortly after the release of the NRSME, there was a change in government and it would
seem that sadly, most of the review has received only the ―cursory nod‖ Pascoe refers to.
In response to the NRSME, action groups were formed to help implement
recommendations of the review. MEAG (Music Education Action Group) operates at a
national level, whilst SMAG (School Music Action Group) is lobbying in Victoria to
keep the issue of music education on the political agenda. Several initiatives have arisen
to try and raise the profile of music in schools including Music Count Us In, Music Play
for Life, The Australian Music Education Resources Database Project and The Flame
Awards. Whilst these are all important and valuable, until the language of The Melbourne
Declaration regarding the place of the arts in Australian education is supported in real
terms by appropriate curriculum directives and funding, the opportunity for music to
remain an optional ―frill‖ in primary schools will continue to be taken by many schools.
The wording of The Shape of the National Curriculum: The Arts suggests that all five arts
forms will be regarded as compulsory in Australian primary schools and yet evidence in
this research shows that this is not likely to occur. Interstate and international
comparisons show that making music compulsory in schools from Prep until Year 8
improves the status of the subject in curriculum and creates its own ‗breeding ground‘ for
music teachers. This will be discussed further at 7.5.5 Recommendations for Curriculum
Writers.
The NRSME included more than thirty pages of recommendations across 8 different areas
found to affect school music education. This study had similar findings in many respects
and makes considerable recommendations, some of which overlap with the review.
Recommendations are made for schools, universities, providers of professional
development, policy makers and curriculum writers.
7.5.1 Recommendations for schools
Since the Kennett government‘s Schools of the Future of the 1990s, principals and school
councils in Victoria have had the power of deciding for themselves what specialist
programs to run. Support for music in the school from the principal is of paramount
importance to the success of or (in Victoria‘s case) existence of, classroom music
programs. As the NRSME states, ―The role of the school principal and other members of
the school executive in endorsing and supporting school music programmes cannot be
underestimated‖ (DEST, 2005, p. 7). As this research has shown, competition within the
curriculum for space is fierce. In 2005, media attention focused on the health issue of
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childhood obesity culminating in 2 hours per week of physical education being included
in Victorian primary school timetables. Likewise, as outlined in Chapter 2 of this
research, the focus on literacy and numeracy has resulted in large percentages of teaching
time being dedicated to these areas of the curriculum. Current concerns over anxiety and
depression in young people provide compelling motivation for principals to consider
including music and the arts in their timetable. Extensive material presented in Chapter 2
would suggest that the arts have a great deal to offer in building self-esteem and reducing
feelings of isolation in young people (Bryce, 2004; Comte, 2009; Fiske, 1999).
Evidence from the principals‘ survey indicates that music is valued by schools and by
school communities, but funding and teacher availability would need to be increased
dramatically for programs to be run in all schools. How this might be achieved is
examined in 7.5.4 Recommendations for policy makers.
It would also be most helpful if primary and secondary teacher education could be linked
to some degree at a local level. All too often, students either arrive at a secondary school
that has little music to follow on from what they have had at primary school or they enter
secondary school with little or no quality music education to prepare them for music at
secondary level. Currently in Victoria, there is no continuity in music curriculum between
primary and secondary school music programs – there is in fact, no sequential curriculum,
just guidelines in the form of the VELs. This is something which it is hoped may be
improved with the introduction of the National Curriculum. Greater links between
secondary colleges and their ―feeder‖ schools could greatly improve the continuity of
music education for Victorian children.
7.5.2 Recommendations for universities
The last 20-30 years have seen a gradual reduction in the amount of music and arts
education provided at tertiary institutions to the point that there are now minimal music
electives offered outside Melbourne (details are listed on page 92). Instead arts amalgam
subjects have become the norm where an overview of music, dance and drama is
presented, typically within one compulsory semester of a 4-year degree.
This research has shown that more than a third (38%) of responding rural Victorian
primary schools do not offer classroom music programs. Overwhelmingly, the two most
common reasons for not running a program were insufficient budget and a lack of
availability of appropriate staff. One theme emerging from the research even showed that
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choice of specialist subjects in schools can be exclusively determined by availability (or
lack thereof) of appropriate staff. Almost 40% of principals said that they had
experienced difficulty in finding a music teacher to fill a position either at their current
school or at another in the past.
If there are insufficient qualified teachers to meet demand, as revealed by principals in
this research, then it follows that attention must be given to the origin of music teachers –
universities, particularly in this case, regional universities. If we are to have adequate
numbers of music teachers in the country, we must educate them here. There are
precedents for this way of thinking in the establishment of dentistry and medical schools
in country areas to cater for a lack of these professionals outside the metropolitan area.
While it is true that many music students from the country go to Melbourne to study, it is
also true that many of them do not return as the opportunities for employment are so
much greater and more varied in the city than in the country. Likewise, many who simply
do not wish to live and study in Melbourne elect to stay in the country and either give up
on becoming a music specialist or end up becoming one with the unsatisfactory access to
music education experienced by a quarter of music teachers in this research. It is also
possible that if quality music education was available in rural universities, many may not
choose to leave in the first place. Study in the city after all is a daunting and expensive
option for most country students and their parents.
It is crucial to the provision of music education in regional Victorian primary schools that
rural universities provide quality music education opportunities for undergraduate
teachers – both generalists and those wanting to specialise. Literature examined for this
study and data from principals show that generalist teachers do not have the expertise and
confidence to implement quality music education in schools. More than a quarter of
music teacher participants in this research were dissatisfied or very dissatisfied with the
music component of their undergraduate course. If education is available locally in
regional universities, then country regions have an opportunity to retain young people in
their area and enable links with local country schools.
At recommendation 4.4, the NRSME suggests that universities ―Enhance or transform
courses for specialist music teachers‖ (DEST, 2005, p. 117). This study shows that there
have been no moves in regional Victorian universities to make this take place. There has
been no sign of a return to the period of music education in the 1970s and 80s referred to
in qualitative data provided by participants in this research. Quite the contrary,
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opportunities to specialise in music have continued to decline since the review was
released, universities claiming they are unable to fund small elective subjects. Viability of
class sizes at university level is an issue that continues to plague many specialist areas of
education, including music. A close examination of the history of tertiary music education
in Victoria‘s 3 largest cities in Chapter 6 of this research though, has shown that just a
small number of graduates with extra music education emerging from a regional teacher
education institution annually, may make a marked difference to the numbers of schools
providing classroom music programs in the area.
It is recommended that regional universities apply for government assistance specifically
for the purposes of funding small subject areas like music so that opportunity to specialise
at undergraduate level is not lost for regional Victorian tertiary students.
Content for undergraduate music education
Victorian Certificate of Education (VCE) music performance students graduate with
qualifications on their instrument equivalent to those required in the Victorian Institute of
Teaching‘s Specialist Area Guidelines. This means that VCE music students have a firm
understanding of their discipline before they enter tertiary education. Qualitative data
from this research shows that what students need most if they are intending to become
primary school music specialists is 4 to 6 practical electives covering the ―how and what‖
to teach in a primary school music program. It is therefore suggested that it is entirely
possible to offer these kinds of electives to musically experienced and literate VCE
students wanting to ―major‖ in music within a Bachelor of Education degree. In addition,
while not attempting to teach music literacy per se, the electives can be run in such a way
as to be entirely appropriate and useful to teachers wanting not to specialize, but instead
to gain confidence and material for music in their generalist classroom. Regional areas
where music is a priority in secondary schools provide particularly excellent feeder
opportunities for universities to offer specialization in music.
7.5.3 Recommendations for providers of professional development
For all practicing music teachers in country regions, but particularly those who have
found themselves unexpectedly in the role of music specialist or feel inadequately
prepared to carry it out, professional development needs to be made more accessible. This
study showed that 60% of responding music teachers felt that they had inadequate access
to opportunities for professional development. Organisations referred to by music
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teachers in their qualitative data such as The Victorian Orff Schulwerk Association and
The Kodaly Music Education Institute of Australia, make visits to regional areas, mostly
on request from local teachers, but these days are ―one-offs‖ – inspirational at the time,
but not providing the ongoing support remote area teachers require nor the instruction on
how to structure a sequential music program from prep to grade 6. While opportunity for
professional development of this rigour and intensity is offered regularly in Melbourne by
these organizations, it is not available in country areas.
It is entirely possible to offer Orff and Kodaly training courses as part of post graduate
study in a university setting as data from Australian Catholic University show. The
availability of courses such as these outside of Melbourne would make an enormous
difference to skill levels of practising music teachers and interested generalists in the
country. Furthermore, such courses offer an excellent opportunity for regional universities
to attract fee-paying post graduate students.
7.5.4 Recommendations for policy makers
There is an urgent need for bridging the gulf between so called ―lip service‖ paid in
education policy documents and the ground-level implementation of arts programs in
schools. While it is the responsibility of government to produce policy, it also holds the
responsibility of providing appropriate funding to implement its policy.
Government indicates very clearly that it is aware of the virtues of arts education in the
Melbourne Declaration on Educational Goals for Young Australians (MCEECDTA,
2008). The wording suggests that music and arts education are a very high priority in
Australian education. There is a major gap however, between the ideals espoused in this
document and the ground level implementation of music education at both university and
school level.
This research has shown that universities lack adequate funding to provide appropriate
music education to undergraduate students in Victoria. The provision of music teachers to
country schools is at the heart of the problem of lack of classroom music programs in
country schools. Until adequate funding is provided to support music education in
regional universities, there will be no increase in the number of schools offering quality
music education to their students. Furthermore, principals have indicated overwhelmingly
that ―insufficient budget‖ is the main reason for not operating a music program in their
school. If and when an appropriate teacher can be found, schools still need funding for
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appropriate space and equipment to run music programs. This research would indicate
that currently, this funding need is not being met in at least 66 % of schools.
In addition, similar findings were made in the recently released Gonski report, "Review of
funding for schooling" (Gonski et al., 2011). Recommendation 5 reads, "The Australian
Government and the states and territories, in consultation with the non-government school
sector, should make reducing educational disadvantage a high priority in a new funding
model" (p. xxi). In a recent article published by Melbourne‘s newspaper The Age,
Education Minister Peter Garrett distanced the federal government from this report
saying, ―The [Gonski] model is not government policy ...we are a long way from
calculating, and therefore committing additional investment or determining where it
should come from‖. The Victorian Education Minister, Martin Dixon‘s interpretation was,
―I would envisage in the short term at least there will be no available money‖ (Topsfield,
2012, p. 1).
Funding is the issue at the heart of inequality of access to music education in regional
Victorian primary schools. It is therefore recommended that budget be allocated to
universities specifically for the purposes of re-creating and maintaining appropriate
subjects for undergraduate teachers wishing to study specialist subject areas like music.
Also, funding should be made available for schools needing to provide appropriate
facilities, equipment and staff to run quality music and arts programs.
7.5.5 Recommendations for curriculum writers
This research found that 45% of participating music teachers believed music education to
be negatively affected by its placement with drama, dance, media and visual arts within
the Arts Key Learning Area. Common objections were that the subject areas –
particularly visual and performing arts, are simply too different to be combined under one
discipline and that this has led to a ―watering down‖ of subject content and a lack of
appropriate time within the curriculum in which to teach music. By far the most
overwhelming feedback came in reference to reporting within the Arts KLA. More than a
quarter of comments about this topic pertained to the inappropriateness of being asked to
report on music in conjunction with (even under the same progression point as) other arts
subjects, particularly visual art.
Clearly music teachers would prefer to see music as a stand-alone subject but it is
recommended that the Arts Key Learning Area be separated at a minimum, into two
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separate strands known as visual arts and performing arts. Even this degree of
differentiation within the learning area would be an improvement, particularly in the area
of reporting.
There is an inherent danger in trying to do too many things and it is simply not possible or
realistic to expect primary schools to teach all five specialist areas represented under the
current Arts KLA (music, dance, drama, visual art and media). The attempts within the
current Arts Shaping Paper to cater for all arts areas equally within the curriculum are
understandable but cannot be achieved in view of limited finances, timetable space and
teachers. Traditionally, there have been more visual arts and music teachers available
within the primary sector than there have been drama, dance and media, yet we have seen
that there are not even enough of these to meet the demand from schools in rural areas. It
would seem to make far more sense to reduce the broadness of what is being asked and at
least aim for something closer to being achievable. To make one visual art and one
performing art compulsory for all primary school students would still present staffing
challenges, but schools would at least be able to choose which two they were best situated
to run. Furthermore, with two rather than five arts subjects to cover within the time
frames suggested by ACARA, it would be realistic to expect to teach the subjects with
some kind of rigour.
It is therefore recommended that ACARA review the expectations of schools outlined in
the Shape of the Australian Curriculum: The Arts to teach all five subject areas included
in the Arts KLA and suggest instead that schools compulsorily offer one visual arts and
one performing arts subject.
International and local (Queensland) experience has shown that it is possible to raise the
number of music programs in operation by making the subject compulsory. While it is
true that Queensland still struggles to fill teaching positions in the most isolated of
locations, with 87% of schools having classroom music programs to Victoria‘s 62%, it is
clear significant gain is possible. It would take many years for teacher numbers to grow
sufficiently to fill positions in other states, but as the representative from Queensland
contacted for this study pointed out, greater numbers of school music programs lead to
greater demand for music specialisation at tertiary level which leads to greater numbers of
music teachers and so forth (Barton, personal communication, 2012). The facts revealed
in this study would suggest that no other measure besides making music compulsory will
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increase the profile and priority of the subject, thereby attracting appropriate funding at
school and university level.
It is therefore recommended that the compulsory implementation of arts subjects in the
curriculum, hinted at in Shape of the Australian Curriculum: The Arts, be made clearly
compulsory, with an appropriate amount of time per week in the timetable specified as in
the case of physical education. In time, it is proposed, the student beneficiaries of a prep year 8 compulsory music education would take up student tertiary music education
positions and satisfy most of the demand for music teachers, as is the case in Queensland.
In the interim, sound argument could be made for a return to the specialist advisory
centres available to teachers in rural Victoria in the 1970s where consultants and
resources were available to support schools on a full-time basis. These could help ‗tide
over‘ schools struggling to fill music teaching roles. The demise of such facilities and
resources is discussed in the NRSME in its final report (DEST, 2005, p. 47) and would
require considerable funding to re-establish. Alternatively or in addition, mobile music
support services centre(s) staffed with one or two trained specialists (akin to mobile
libraries) regularly touring remote areas could be a useful strategy.

7.6 Future research
The research conducted by Anne Lierse in the mid 1990s gave an indication of the state
of music education in secondary schools in Victoria. The research in this thesis
complements Lierse‘s data, showing the status of classroom music programs in primary
schools in the country. To complete the picture (for Victoria at least), it is recommended
that further study be undertaken in the state‘s capital of Melbourne. Anecdotal evidence
from the profession suggests that numbers of metropolitan primary schools with a
classroom music program in operation may not be any higher than those of regional
Victoria. More up-to-date data on secondary schools would also be of benefit at this time.
The research showed that there are places in Australia and overseas where there are high
numbers of music programs in operation in primary schools. Insights into how this has
been achieved at all levels of the provision chain would be of great benefit to Victorian
arts educators.
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7.7 Conclusion
The research provides empirical evidence for what has long been suspected in
professional circles – that there is far from equal opportunity for access to quality music
education for children across all Victorian schools. This knowledge is of importance and
relevance to country Victorian people on a number of different levels: first to parents and
children affiliated with schools; second, to principals and teachers in primary schools;
third, to administrators and music educators in tertiary institutions; and, fourth, to policy
makers and curriculum writers currently making decisions vital to the education of
regional Victorian primary school children.
The trend seen in many countries towards minimizing the arts in education should be of
great concern to all in the field. There is no doubting the importance of literacy and
numeracy - individuals need to be able to function in the day-to-day practicalities of life,
but there is more to life than ―practicalities‖. Being able to create - to express one‘s
individuality and uniqueness - is a fundamental part of what it is to be human (Coulter et
al., 1995; Stefanakis, 2002). As educators we have a responsibility to expose our students
to a broad and balanced array of skills and learning opportunities in order to give them
every chance to reach their full potential. It is imperative that policy makers, curriculum
writers and educators take seriously their responsibility to ensure that our students are
given every opportunity to express themselves creatively and that this is funded
appropriately.
The new millennium has witnessed an alarming rise in the rates of depression amongst
young people (Sawyer et al., 2008) which is hardly surprising in a society flooded by
technology that has people communicating en mass via electronic equipment requiring no
personal/social contact. Current research in Europe suggests that the struggle for literacy
and numeracy in the western world has little to do with changing educational standards
and more to do with the fact that students are coming to school less and less socially and
emotionally ready to learn (Clouder et al., 2008). Recommendations from this
international research, in fact, suggest that until social and emotional education are at the
core of the curriculum rather than at the periphery (if at all), the problem will continue to
escalate. Literature examined in this study has shown that music education has a valid and
important role to play in this facet of childrens‘ schooling (Bamford, 2006; Bandura,
1977; Caldwell et al., 2011; Fiske, 1999).
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This research has explored each of the elements present in the ‗chain‘ of music education
provision to regional Victorian school children. At the centre of provision is a difficulty
with supply of qualified music teachers. This supply is largely the responsibility of
regional universities who declare themselves unable to fund quality music-specific arts
education. If universities do not prioritise music education and get funding to reinstate
music electives for undergraduate teachers in the country, music teachers are in danger of
disappearing from rural areas altogether. The study reveals furthermore, that the places in
Australia and overseas that have the highest percentages of schools with classroom music
programs are those where the subject is a compulsory component of the curriculum with
appropriate amounts of time allotted in the timetable. Given that a report the size and
significance of the NRSME saw no change in the way music was funded or represented in
Australian education, the findings in this research would suggest that compulsory
inclusion of music in curriculum is likely to be the only measure to bring about long-term,
significant improvement in equality of access to music education in Australia.
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Appendices
A. Surveys
Survey for music teachers
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The survey was accessed via a link on the email sent out to principals. They were
instructed thus:
If you have no music teacher, all that is required is your completion and return of the
survey, simply hold “control” and click on the link below. The survey is 10 questions
and should take only 2-3 minutes to complete. Any comments in the survey would be
most valuable.
If your school has a classroom music teacher, I would ask that you forward this email to
them so that they might click on their link and complete their survey.
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Survey for principals
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B. Letter of information
The letter of information was forwarded by email as appears below.
THE ISSUE OF SUPPLY AND DEMAND OF QUALIFIED CLASSROOM MUSIC
TEACHERS TO REGIONAL VICTORIAN PRIMARY SCHOOLS.
FHEC NO. R054/08
Researcher: Jenni Heinrich.

Supervisors: Dr Penny Collet.

Dr. Dona Martin.

j.heinrich@latrobe.edu.au

p.collet@latrobe.edu.au

d.martin@latrobe.edu.au

Tel: 03 5444 7323

Tel: 03 5444 7994

Participation in this research is entirely voluntary and your confidentiality and anonymity are
assured. Completion and return of the survey will be taken as consent to participate. The survey
will be conducted on-line using ‗Survey Monkey‘. Every effort is made by the providers of the
survey tool to ensure access to information is by the investigators alone. However, the providers
advise that no method of electronic data transmission over the internet is 100% secure. Although
Survey Monkey will track return of data to allow follow-up with non-respondees, the surveys will
be de-identified at the completion of the survey period. No identifying information will be used in
presentations or publications. Data will be kept secure, (password protected on the computer) and
documentation will be kept in a locked filing cabinet in my office at Latrobe University, Bendigo.
Once your response has been received it is not possible to withdraw from the study as the
questionnaires will be de-identified. Return of the survey to me will be regarded as consent for
your responses to be compiled with the others.
The data will be used in my Master of Education thesis and may be used in presentations at
conferences or in academic journals. The thesis will be available for viewing in the Heywood
Library at Latrobe University, Bendigo upon completion at the end of 2012.
A copy will be made available to the respective education authorities and an executive summary
will be emailed on request at the completion of the research.
If you have any queries please email the investigator or supervisor(s) at the addresses above. If
your concerns have not been addressed, you may contact:
The Secretary
Education Faculty Human Ethics Committee,
Faculty of Education, Latrobe University
PO Box 199, Bendigo, 3552
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C. Ethics approval
La Trobe University
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Department of Education and Early Childhood Development
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Catholic Diocese of Sandhurst

Catholic Diocese of Ballarat
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Catholic Diocese of Sale
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D. Full list of comments showing themes
P = principals‘ survey M = music teachers‘ survey Number refers to which question the data came from.

Themes from Chapter 6 Results Part C: Principals’ survey
1a. Emphasis on literacy and numeracy (P10 P7)
This issue is therefore directly linked to the issue of funding. We have to make staffing
appointments on the basis of priorities. At present Technology, Literacy/Numeracy
intervention and PE/Health are determined as higher priorities for the school.
I think it‘s important, but with all this extra emphasis being on literacy and numeracy, the
need for specialist music teachers, especially in smaller schools like ours is put to the side
so we can focus on English, Maths and Integrated Studies (which incorporates some form
of teacher-organised music and arts program).
Music is important, however at the primary school level literacy and numeracy
development is a higher priority.
With demands placed upon schools to perform in numeracy and literacy re: student data,
then music takes a back seat mostly.
Unfortunately music will sit below our core of literacy & numeracy and possibly compete
for importance and priority with several ‗specialist‘ areas.
We have to make staffing appointments on the basis of priorities. At present Technology,
Literacy/Numeracy intervention and PE/Health are determined as higher priorities for the
school.
1b. Increased expectation of diversity within the primary curriculum (P10 P7)
Music has replaced LOTE while the LOTE teacher completes her qualifications. She is
currently on leave and may choose not to return. If she does we need to evaluate what we
provide as LOTE is compulsory and we have limited specialist roles available due to
budget constraints.
Music is often compromised in the timetable when things get busy but is prioritised at
other times.
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The teaching requirements are already over full with surplus specialist subject training.
It‘s also important for students to have access to specialist educators in woodwork,
financial planning, art, dance, phonics, drama, metalwork, bike riding, spelling, sex,
ceramics, swimming, fitness, maths, science, foreign languages, relationships, public
speaking, geography, cooking, chess, mediation, and negotiation, Australian history, first
aid, careers, IT skills, martial arts, grammar, ball games, environmental science and the
effects of global warming, listening skills, media appreciation… you get my point?
There are so many competing interests and pressures in education that whilst music is
very important, it is in amongst quite a few things that are also very important and
priorities can become very competitive.
I feel that the music the children receive at our school now is a token and I am
disheartened that the school tries to offer too many programs.
I find that schools are becoming less and less musical as the curriculum is so
overcrowded.
Student welfare is a very big issue at our school this year. Although I am a four- year
trained music teacher the welfare issue has become very important at our school.
2a. Music is often taught by generalist teachers (P5 P6)
Class teacher implementing (currently not trained) and on staff.
We have a class teacher who runs an hour of specialist music for each group weekly.
Then we have 3 days of workshops per year conducted by professional musicians.
Release a classroom teacher.
A number of staff members are willing to teach "basic" music without being a specialist.
We have a generalist teacher taking "music" to the best of her ability.
The teacher taking music for the whole school is not a music trained teacher even though
she takes all children for a specialist time.
The teacher was a part time generalist teacher whom I asked to co-ordinate the
instrumental music program in the school.
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Several of our staff are musical and as such we do not employ a music specialist
specifically to teach music.
We were able to find a teacher to teach music, however she does not have specific
training in music.
The Arts teacher appointed focuses primarily on the Visual arts program outside of these
specialist performing arts activities. She was appointed prior to my appointment as
principal and continues in this role.
There are people in the community able to take music but this is not the same as a trained
music specialist.
I employed a teacher for additional assistance who just happened to have a music
background.
I am the music teacher of grades P to 6. I cannot play any musical instrument but I
understand written music and teach recorder using great resources.
Use a general class teacher's interest and expertise plus local community volunteer who
provides keyboard instruction in school hours for interested students.
We utilise one of our classroom teachers who has a keen personal interest in music. This
is our only access to music education for our children.
We don't have a fully qualified staff member.
We have a teacher who can teach music but does not have separate music qualifications.
I was lucky to have a teacher who loves music and plays in a band though hesitant to
teach music at first.
A classroom teacher is also our music specialist.
2b. Music programs are being taught through The Songroom (P5)
We were offered a program through Song Room.
We rely on The Song Room to provide a music specialist for 1 semester on a one year or
two year cycle.
We piggybacked onto a music program offered by The Song Room.
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We are developing a school choir with "The Song Room" organisation.
Last year the school used Song Room, this year classroom teachers use Song Room
online.
3. Choice of curriculum based on available staff skills (P10 P6)
We are having significant trouble finding teaching staff to fill any positions so our
specialist programs are based on the skills that an applicant brings to the position
(strengths based). Music would be fantastic but we haven't found anyone with these
skills... yet! It is sad that our programs are based on this fact.
At another school, could not get anyone and gave up thereby changing the specialist
focus.
For two years we had an art specialist instead of a specialist music teaching program,
simply because we couldn't employ a teacher.
We had a music teacher for a short time prior to the current school funding SRP model.
We can now only afford 2 specialists and as PE and Art teachers have been ongoing we
haven't had an opportunity to change.
All classrooms are expected to run their own music program. As we have the expertise to
run PE in our school and Art as well as ICT that's what we run. There is a lack of
resources but we do have some musical classroom teachers who help other teachers.
4. Difficult to find a replacement music teacher (P5 P6)
I find it is very difficult to employ a CRT to take Music. The program is sometimes
cancelled due to the teacher being ill and no suitable replacement can be found.
I had a term and a half of personal leave about 4 years ago and a replacement could not be
found. Sadly, in my absence the then principal dismantled the music program and filled
the music room with computers. This was shattering to me and was done in such a way as
the school community was unaware that it had happened!!!
If the teacher is away then it‘s very difficult to find someone to take over the program.
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5a.The effect of small school size and subsequent small time fractions of jobs (P5 P6)
It was extremely hard to fill the position as it was only 0.4 time fraction and was further
away from a regional centre.
We were certainly not overwhelmed with applications for our music position. Part of this
may be because the position is only 0.4 in time fraction.
Larger schools always seem to have the edge when employing specialists and often
"poach" teachers from the smaller schools where they are employed in part-time
capacities.
We would only be able to employ someone for 4 hours a week to cover all classes.
We had to re-advertise the music position in 2007, after we did not receive any suitable
applicants. Part of the issue is that music in primary is a part-time position.
There doesn't seem to be people who will come in for one day a week for Music which is
all we are able to have as we are a small school.
Small rural setting with 2 multi-aged grades and 2 hours per week is not that enticing.
We would have loved to provide music but found it so difficult to find someone willing to
work for 1 day per week/ 1 day per fortnight.
We had to re-advertise the music position in 2007, after we did not receive any suitable
applicants. Part of the issue is that music in primary is a part-time position. This has to be
added to other duties to create a full time position or someone found who is willing to
work the part-time hours at a mutually convenient time.
Not many qualified music teachers are keen to work only 1 day a week in our area. Many
of the schools can't fit a music specialist within their staffing budget so a full-time job,
shared between a number of schools is unlikely to occur.
It has been difficult because we are a small school and three classes or a morning‘s work
is not always financially viable for a trained music teacher.
We run a music program that only involves singing, not learning to play musical
instruments. It is difficult to find these teachers as the jobs are often part-time.
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The music program is only offered for students in prep, one and two due to the limited
time fraction.
There doesn't seem to be people who will come in for one day a week for music which is
all we are able to offer as we are a small school.
School too small to consider hiring a music teacher.
As we are a small school our budget does not allow this
We have employed a music teacher before, though only for a few hours during a week.
_________ is probably a unique area in that there are lots of musical and artistic people
around and looking for part time work which is all we can offer.
My first year as principal, budget constraints at this VERY small school mean a specialist
music position is a hard one to have at the school.
Being in a rural area, it is difficult to attract suitable qualified teachers to the position.
Getting a teacher for 2 one hour sessions was difficult and also costly!
Numbers do not allow this indulgence.
I would expect it to be quite difficult to find trained people locally who would work part
time.
5b. Isolation leads to too much travel (P5 P6)
Unfortunately we haven't been able to secure a trained person willing to work one day a
week a long way from a large centre.
Difficult because of remote location and small school population.
Budget and location are problems.
Once we add the transportation to the cost of anyone who may have skills, the cost
becomes prohibitive.
I can only afford a 0.2 time fraction. Good, qualified music teachers aren't interested in
small time fractions like that especially if they have to travel as well.
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We could only employ a person for a couple of hours a week at the most so travelling and
cost for the school is a big issue as well as actually finding a person who is both capable
and willing to do it.
Being in a rural area, it is difficult to attract suitable qualified teachers to the position.
Due to the small time fraction we are able to offer in the small school, it is not worthwhile
for a teacher to travel out for 4 hours per week.
Once we add the transportation to the cost of anyone who may have skills, the cost
becomes prohibitive.
We could only employ a person for a couple of hours a week at the most so travelling and
cost for the school is a big issue as well as actually finding a person who is both capable
and willing to do it.
6.

Many music teachers are employed between schools and subject areas (M3)

Half Music / Half Art = Full Time.
In our centre there is also 0.6 Primary music and 2.3 instrumental/classroom secondary.
At Nyah School I work as an unpaid Teacher volunteer. I work as a shared music
specialist in four other schools during the week.
0.5 Music, 0.5 ICT.
Primary classes get 100 minutes each per week, plus planning time. I also 'do' secondary
instrumental so this is included in my time allotment.
0.6 Classroom, 0.4 Instrumental.
I teach about 0.4 Music but I also teach full time, the rest of my load is English.
Full time employed, to teach art and music.
0.3 at this school and 0.2 at two other schools (0.7) plus private keyboard lessons.
7. Quality of teachers available (P5)
There are people in the community able to take music but this is not the same as a trained
music specialist.
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Suitability of available personnel is always an issue - they need to be good teachers as
well as musicians!
Finding the right person who is going to do the right sorts of things and also be able to
control the class is not easy!
Very easy to employ a music specialist but very difficult to get an excellent music
teacher.
Extremely difficult to find someone to run a quality music program - had to talk a teacher
out of retirement. Any number of people who can strum a few chords on the guitar or
press play on the sound system but our school wanted a high quality program. There are
plenty of well-meaning people whose passion does not translate into competent music
teaching.
There are people in the community able to take music but this is not the same as a trained
music specialist.
Finding people with musical expertise is not that difficult but ensuring they are
necessarily aligned to current educational practices along with the music capacity is very
difficult.
Whilst there are plenty of people with musical talent It is hard to find music teachers with
strong behaviour management strategies.
Because of the hands-on, creative nature of music lessons, students test the limits of
appropriate behaviour and often music teachers, being creative people rather than
managers, lose control of children and music loses its appeal in the school. When
selecting staff I have to take that into consideration.
We have not advertised such a position but have been unable to find a music teacher who
is also able to show appropriate behaviour management skills and fits the clientele of our
school.
Finding people with musical expertise is not that difficult but ensuring they are
necessarily aligned to current educational practices along with the music capacity is very
difficult.
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8. Principals believe music education to be important to primary students (P5)
This is all part of developing the well-rounded child. We have highly at-risk students and
music allows for the development of language, rhymes, patterns and other talents beyond
literacy and numeracy. It also is a great method of engaging students in their school life.
All kids love music and every child should have a rich and diverse experience in primary
music.
I believe music to be a wonderful way for children to express themselves and to help
them appreciate The Arts.
I find that schools are becoming less and less musical as the curriculum is so
overcrowded. We need our schools to be filled with music - we are selling our students
short if we don‘t expose them to music.
A rich and engaging arts program (visual and performing arts / music) is highly important
to the development of a rounded student. Students need to have those opportunities to
explore and experience the arts.
Gives some children a chance to shine.
Music is an important aspect of life and it has a very important place in the primary
school, particularly in the lower grades.
Music provides lots of students with a way to express themselves and achieve.
Music therapy is important in many areas of the curriculum and should be as important as
literacy, numeracy and physical education.
Some students only gift is their ability to sing and enjoy music - great for self- esteem.
The arts greatly enrich the education of our students.
Music is critical to a school's culture.
We need to cater for all students which means we need to be offering music.
I think that music and performance are a very important part of children's lives and I think
that this is an integral part of a primary school curriculum. It allows for so much creativity
and gives students a chance to experience something that may very well not be available
at home.
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Music is an area in schools‘ curriculum that is easy to ignore due to a lack of teachers. A
good quality music program allows for children with an interest and skills in that area to
'shine', which is just as important as for those children who are good at sport, art etc, who
usually have lots of opportunities to 'shine'.
In education I am a committed enthusiast in music education as part of the overall
package delivered in our schools.
The Arts are under-funded, under-resourced and under-valued.
Music should be an option available to everyone especially to primary students.
As a music teacher and generalist educator I understand the need to educate the whole
child and to attempt to provide a balanced school program that must include arts on an
equal footing to other subjects.
Themes from Chapter 5 Results Part B: Music teachers’ survey
1. Teachers would like to be offering a sequential program but struggle to do (M7)
I endeavour to do this as well as I can, but am still developing and learning how to do this
effectively.
I try to build up sequentially but there isn't much time - a 40 minute lesson in rotation
with art and library.
I have only been teaching at my school for just over a year, and find that as the previous
program was ad hoc, that I am starting from scratch now. I hope in the years to come that
the program will be more sequential.
I have each class for half an hour per week. I do my best to impart knowledge and
concepts but feel time-poor and sometimes instant gratification is what the kids want and
what I do.
I try to cover all the areas.
Unfortunately we have no formal music specialist, students have Art, PE, ICT specialists.
But all students are involved in a school production, a HUGE focus on the arts, acting,
singing, dancing.
Some class teachers utilise graded activities eg Music Express, Upbeat.
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No formally packaged program is used but I have planned a series of lessons moving
through the elements of music and have tried providing variety and opportunities to gain
confidence/competence in each area. Songs, beat and rhythm activities vary to suit each
age level and corresponding tastes. The songs from Sing books, contemporary artists, and
a wide variety of music educators are included in the changing repertoire.
Only in the junior classes.
Music education is pitched at interest and year levels with focus on creating and
performing through instrumental instruction, guitar, recorder, percussion, singing,
movement, dance.
Only teach music for prep to grade 2.
This is not individualised according to student needs, rather as a class/year level
progression.
I'm trying to, have tried to do, but so far success has been limited... improvement yes,
measurable via sequential programming and testing, no.
I try to do this but due to the class structures this is sometimes difficult to do.

2. Singing and games are popular content (Quantitative data) (M9)
3. Reporting within the arts key learning area is not appropriate (M8)
When it comes to reports, the mark given is added to the grade given by the Art teacher
and then divided to get a result. This is because these subjects are grouped together so the
mark doesn‘t really reflect how the student is doing in music or art.
Music is a separate subject and it belittles music to lump it in with these other subjects. A
child may be good at music and not art or media. This applies the other way as well, good
at art but not music.
Visual Arts and Performing Arts are entirely different learning areas. Students who
perform well in Visual Arts may not in Performing Arts and vice versa. It is ludicrous to
standardise progression points from these two areas.
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They are completely different art forms. How can you can you measure performance with
them grouped together?
It is so non prescriptive I find it extremely difficult to report against.
I don‘t agree with putting four such diverse areas together. Yes, they can be combined
and work together well but that‘s not always possible in every school situation. As a
teacher of both visual art and music I see many children who are not necessarily good at
both and yet how can this be reflected in the current reporting situation if they are all
grouped together?
It makes it harder to report on when it doesn‘t have its own ‗Domain‘.
I believe that the combining music and drama works but not music and art. Growing up I
couldn‘t draw stick people but was a good musician. Why should kids with skills in one
area but not the other have their marks combined? This is one of the most ridiculous
things I have seen and it shows how unimportant the curriculum writers believe the arts to
be in schools.
You cannot lump 2 totally different art areas together in the same key learning area. You
can have a student brilliant in music who is not so in art and it lowers his outcome at
assessing time.
So easy for music to be side-lined. Reduces the expectation that music will be taught in a
school as part of the normal curriculum. Increases the inclusion of music education as a
user-pays out-sourced instrumental tuition program, whereby schools can claim that
music tuition is offered but don't have to devote any funding or timetable. There's not
even the provision to report to parents on music specifically.
I have no outcomes to report to - sorry there are two that could be interpreted as 'music'
and are so broad they are of very little use to me
I feel that music has very ―wishy-washy‖ progression points.
4. Remoteness affects access to professional development opportunities (M10)
I have attended good quality PDs but they have been in Melbourne. I also wish to pursue
more training in Kodaly and Orff but find this difficult to access due to the distance.
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Largely because of my isolation, being so far from a major centre. Musica Viva offers
professional development with their incursions which is fantastic.
I‘m fairly far removed where I am at the moment so distance from PD‘s is difficult.
I always go to the Kodaly Autumn Seminar in Melbourne but there are no opportunities
that I know of where I could actually attend any music PD in Ballarat.
There has been no music PD offered in Gippsland this year – classroom-related PD
required.
Difficult, have to make the trip to Melbourne and use own week-ends, pay own
accommodation etc.
With being in a regional area, the biggest problem is location of PD – most is in the city
(Melbourne) it would be great if we could have some in other areas.
I would love to do the Kodaly levels and some more Orff courses. I‘ve had to go to
Melbourne to do all but one of my PDs. I‘d love to have more in Bendigo.
We have very little, usually arranged by a teacher in the area. Otherwise it is very
expensive to attend VOSA (Victorian Orff Schulwerk Association) days or similar in the
city when we have to travel and find accommodation.
Something that was local eg: within 150km. PD that is specifically aimed at primary
school-aged children.
As I live 2 hours from Melbourne it is an effort to attend these PDs.
Yes, although I have to travel to Melbourne to access them. Would like more regional PD
available. I particularly like to attend Orff PD.
Being in the country, all the PD is at least 4-6 hours away, which makes it way too
expensive to attend because you have to factor in CRTs for the time needed to get to the
PD.
Anything that was close-by. I am in regional Victoria and Melbourne is too far.
More Orff available to regional Victorians. Travelling to Melbourne midweek is often a
problem, and many types of PD are few and far between.
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It is ideal when the music PD is being held in regional areas such as Shepparton or
Bendigo. Can never get to Melbourne unfortunately.
Much of the music PD is offered in inner-city Melbourne and as a specialist teacher
(music, P.E., Sports Co-ordinator and grade three math teacher) it is very difficult to
make these PD appointments.
While I admit there is plenty of great stuff in Melbourne, there is not much available in
Ballarat. I have attended Melbourne PDs but it requires a lot of organisation with
transport, child care and time.
There is very little in my region, so have to go to Melbourne for most and with family
commitments, they are often not a viable option.
I tend to go to PD sessions in Melbourne but regional Victorian schools further afield
could do with more opportunities closer to their location.
I would be happy to attend more music PD but it is often the location/distance that is
prohibitive or requires timetable juggling. (There don‘t seem to be too many relief
teachers who would be glad of a whole day of music classes!) If Music PD was more
readily available to all teachers, and classroom teachers were encouraged to participate
more, then perhaps we‘d have more music in schools?!
Would be good to have some more local PDs.
5a. Inadequate time dedicated to music in teacher education courses (M4)
Only had one unit of music and my university didn't offer music teaching as a major (or
minor). The unit was taught well but hardly prepared me for the real world.
We only did about 5 hours during the year.
It was skimmed over as was PE and Art.
I only did 2 half-semesters of Music Education over the 3 years.
I enjoyed the music but there wasn't a lot of it.
It was a very enjoyable course but I think there was just not enough time devoted to the
actual music education.
We only studied music for about 4 months.
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The quality of education for upcoming music teachers in Victoria is generally very low.
Many of the courses only contain a music component.
5b The time dedicated to music has slowly been reduced (M3)
I majored in music, movement, composition and practical (guitar & recorder) in Orff
pedagogy at ___________with some fantastic lecturers who also had classroom
experience... I was also involved with choirs and TV performances etc as part of my life
in __________ in the early '70's. I loved it! As it was still a Teacher's College we only
had primary training happening there and it was very focused and structured for young
people from all over Victoria.
At the time in the late 1970's __________ had a wonderful music faculty with 5 or 6
lecturers and outsourced with other instrumental teachers to allow me to complete an
instrumental AMEB exam each year (saxophone) up to Grade 5. Therefore Music was my
major over the 3 years. Now they have little resourcing available.
I didn't complete a music component of teacher education. Rather I gained my experience
through regional in-services and the Music consultant,___________. The ____________
region recognised the importance of music education and resourced it very well during
the 1980s.
I was very satisfied with my Diploma of Teaching course at _______1973-1975. I
majored in music which included appreciation of music, singing, recorder and ensemble
work. I also learnt the guitar. I felt it was a well-rounded music course.
I attended ________now known as _______. It had a very strong and well-serviced music
department run by ________ who wrote a number of recorder books and a music
handbook. We also had ________ who is editor of Springboards. Ideas for music.... which
was produced by _______, a very well- written and detailed book on teaching music to
children. We were introduced to Kodaly and Orff Schulwerk. I still use ________ and
Springboards is now in tatters.
Learnt practically on the job using ______ resources which are no longer available. Music
Consultant and support from region. Used several professional music programs as a
resource to develop own program.
Not only has specialist training in music declined, it would appear that basic music
training has also.
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6. Dissatisfaction with tertiary music education content (M3)
Outdated.
Not practical.
Have never used.
The HOW to teach music was not satisfactorily covered.
Rather I gained my experience through regional inservices and the music consultant.
Not enough practical music making.
I felt that the delivery of many lessons was too often in the form of lectures.
Limited music teaching exposure. Ended up making appointments myself with school in
the area and spending days with their music teachers. Invaluable!
At the time I thoroughly enjoyed the music components of my courses and they were
great for my own musical learning but the reality was I found them little help in actually
teaching music in primary schools when I first began teaching.
I did not feel the quality of education at the tertiary level in my Dip Ed. for the Music
method was of a high standard; it was not particularly thorough or practical.
The compulsory unit was only for one semester. The music subjects I elected were theory
rather than teaching-based.
It was a very enjoyable course but I think there was just not enough time devoted to the
actual music education.
Most students felt that they learnt a great deal more from practical placements than
classes. I (and many others) felt that apprenticeship-style teacher education would be a lot
more effective in preparing new teachers.
7. Satisfaction linked to quality of presenters (M5)
Levels of satisfaction with the music component were totally dependent upon the
presenters. If they demonstrated a passion for their area of expertise and had useful skills
to convey, then satisfaction was high. I chose not to major in music, but have been a
music specialist for my entire teaching career.
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Standard of work/lecturing at each teacher training institution varied considerably.
Relevant, vibrant presenters who are in touch with schools and school practice, presenting
creative approaches which allow for the huge difference in music experience of student
teachers.
Modelling from current music teachers often make the best mentors because of their
experience.
8. A need for pedagogy (M5)
Developing sequential activities which progressively introduce children to the elements of
music.
No course will be adequate if it doesn‘t include adequate coverage of effective pedagogy
for teaching and learning either.
How to design a music program for the school.
A more structured expectation of what kids would be expected to learn at each level
Music curriculum development and planning.
Some examples of aspects I felt the lack of include, how to design a music program for
the school.
… the modeling of the process in a sequential music program is essential.
9. A leaning towards Orff and Kodaly (M4 M5 M6 M6 M6 M10)
The whole degree was a music education degree - I perhaps would have liked a higher
level of aural and theory to have been taught, and more on primary music educators such
as Orff and Kodaly.
I have undertaken a LOT of professional development with the Kodaly Music Education
Institute of Australia (KMEIA) in Melbourne and in Brisbane at University of
Queensland and THAT has assisted me in HOW to take all the knowledge I have and how
to teach children progressively.
More on primary educators like Kodaly and Orff - learnt practically on the job with
support from consultants and resources no longer available in the region.
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I studied at ________ and felt that as the lecturer had very good Orff skills. I am
wondering why we weren't exposed to this until my last year at Uni.
I attended _______, where ________ was lecturer. Consequently I had an excellent
grounding in Orff Schulwerk and Kodaly methods.
It was great grounding for Orff and Kodaly and basic recorder/guitar experience.
Although primary music was interesting, my regional university didn't offer any further
music studies and I was very interested to do more.
I was most satisfied with the aural training component (Kodaly solfege).
I wish I had known about Orff during my training. I later was involved in VOSA
(Victorian Orff Schulwerk Association) and it totally changed my teaching...so much
more relevant to primary students.
I would have studied all possible different music methods such as Orff, Suzuki and a lot
of multicultural music from different countries in the world. (Eg Indian, Classical, Arabic
and African).
Orff, Kodaly and Dalcroze were all studied in my course and were extremely valuable, I
now incorporate all 3 approaches into my teaching.
I would have loved more Orff and Kodaly and games and dance ideas….. I recently
attended the Orff Level 1 course and wish I'd done it before I started teaching music.
In my PD experiences over the years I have found the Kodaly and Orff Schulwerk
programs to be excellent for teachers who want a real music program and not just an
entertainment focus for their students.
I have also certification in Orff Schulwerk.
I have completed many short PD courses since teacher's college eg. Orff Levels 1 & 2.
I also attended music conferences and PD courses including Upbeat, Kodaly, and Orff….
I also attended vocal master classes at the Salzburg Summer School and did a 2 week Orff
Schulwerk course at the Orff Institute in Salzburg.
I am teaching the Prep/1 classes using the Kodaly method.
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I teach 3-6 and have devised my own program based on VELS and also on my own
knowledge of Orff and Kodaly philosophies.
I use the Orff approach to music.
We are building marimbas and try to use classroom percussion as much as possible
(within Orff framework).
From Grade 3 to Year 8… Orff ensembles.
I believe that many undergraduate students would become confident and personally
involved in music education if they were exposed to Orff/John Madin/Susie DaviesSplitter types of music education.
I have attended good quality PDs but they have been in Melbourne. I also wish to pursue
more training in Kodaly and Orff but find this difficult to access due to the distance.
I always go to the Kodaly Autumn Seminar in Melbourne.
I would love to do the Kodaly levels and some more Orff courses.
More Orff available to regional Victorians.
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