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Abstract

Over the past twenty years or so music composition has developed into a
significant part of the secondary school music curriculum in New Zealand and in
many countries around the world. Unfortunategsearch into strategies for
introducing music composition at secondary school level are scarce.

This thesis will present ghresults of an action reseatichsed teacher inquiry that
lookedto assess the suitability of an Orff Schulwédsed pedagogyifo
introducing music composition to Year 11 NCEA students in New Zealand.
The study focussed on studéimsclass engagement (behavioural, cognitive,
affective) as a way to assess the suitability of the approach, drawing data from
observations made by titeacher/researcher and a peer observer, as well as
incorporating student voice as a key influence in program development and
generatindindings. It also drew on an analysis of student work to inform its
suitability in terms of achievement against the NEaland Qualifications
Authority's (NZQA) externally set music composition Achievemeian8ard
91092.

Over two fiveweek units, the teacher introduced a procesdred approach to
learning how to compose music. The first unit focused on learning rovisp

rhythmic ideas that developed into rhythmic rfgtivhich incorporated

compositional devises and accompaniments before moving on to incorporate the
elements of structure, rhythm, timbre, dynamics and texture to the point where
students working in gups developed their own percusshmsed piece of music.

The second unit xesited the learning from Unit Orend adédthe elements of

melody and harmony. Students then worked in groups to complete a second piece
for assessment. The results indicated #maOrff Schulwerk based pedagogy can

be successfully utilized as a strategy for teaching music composition to senior

secondary school students.

Key Words
music composition Orff Schulwerk secondary school high school
behaviouralengagement  cognitiveengaement affectiveengagement
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Chapter one: Introduction

1.1 Purpose
The purpose of this thesis was to explore the effect of using of an Orff Schulwerk

approach to teachingusic composition to secondary school students. The key
areas of focus were: students' awareness and development of creative strategies;
in-class engagement and general motivation towards music composition; the
learning of vocabulary and theoretical copiserelated to music composition; and
achievement towards the National Certificate of Educational Achievement
(NCEA) assessment for year 11, specifically Achievement Standard 91092

version 1 (AS91092) Compose two original pieces of music (Appendix 1).

Themotivation behind this research topic came about due to a recognition that the
teaching strategies that | had been using to teach music composition had not been
meeting the needs of students in my classes. Despite ten weeks of the year being
committed tahe teaching and assessment of music composition, on average only
10-20% of students achieved AS91092. Additionally, few were interested in
composing for any reason other than achieving the assessment.

As a direct consequence of these factors | beganmngdér a new approach to
teaching music composition. | found an Orff Schulwerk level one paper being
jointly run by Orff New Zealand Aotearoa (ONZA) and the University of Waikato
(UoW) as a postiraduate paper and decided to enrol. | had little background
knowledge of the Orff Schulwerk other than a few brief descriptions from online
sources which emphasized a studmsrtred approach to learning, improvising
and composing music for children. This was not a perfect match as | was
interested in teaching sawdary schools students, but | was hopeful that | would
be able to at least take away a few ideas to trial in my classroom. What | found
was a pedagogy that seemed to align well with many of the ideas inherent in the
New Zealand Curriculum (NZC), contehiat was relevant to a number of NCEA
music assessmeritespecially AS91092, and a practical approach that | thought
would meet the needs of the fitehe composers that | regularly met in my

classroom each year.



| experimented with a few Orff inspiredeas at various secondary school levels,
and both junior and senior students responded positively. However, there were a
few key differences between the secondary students in my classroom and the
primary school focus of the level one Orff course. Mosablyt student uptake

was very quick; cerdination, sense of rhythm, musical memory were all well
established. Also, my students had a sense of musical identity closely linked to
popular culture and popular music which needed to be recognised and
incorporded, whereas the focus of the Orff course was to root learning in the
hereditary culture of the students. Probably the biggest hurdle to overcome,
however, was students' selfnsciousness about participating in front of their
peers in activities that wenait of their comfort zone and considerably different to
the practices that students had been inducted into over the course of their
schooling, especially in relation to junior students, where there was a considerable

percentage of each class who refusethive it a go".

Areas that drew direct parallels included the fact that my students were beginning
composers. The theoretical concepts that were introduced offered my students the
theoretical grounding and compositional strategies they needed to begin
composing music. It was processntred and practical, it taught students "how to"
compose by offering conventional frameworks and music concepts, and allowed
students to explore and adapt these ideas by playing music. The teaching and
learning process wagpen, allowing them to explore and experiment creatively as

a class, in groups or individually.

Prior to beginning this research | had completed the level one and level two Orff

Schul werk cour ses. I n between thkwes two i ni
for this investigation 1T | also attended
completing the intervention | was able to complete the final level four course.

Each level broadened my understanding of the Orff approach, my own

understanding and ity to compose music, and provided further inspiration and

knowledge of a dynamic and creative way to teach music and music composition.

1.2 Significance and key research questions
There were a number of issues that | wanted to explore in this stugly. Th

included: the suitability of the Orff approach to teaching music composition at



secondary school; the development of creative confidence in studentsctassin
engagement of students in the learning process; the motivation of students to
compose musi developing students' theoretical understanding of music by
exploring concepts through practical application; and to lift student achievement

in my classes by having students successfully complete AS91092.

The use of Orff Schulwerk at secondary schewgél is a neglected area in the
research literature. With the exception of one articledyer (201D which

looks at using Orff strategies lift the achievement of low socieconomic high
school students, there is little mention of this topic at all. Rather, the literature
focuses almost solely on the primaghool level with some work in the areas of
music therapy and teacher education. Githee Schulwerk's origins as a tertiary
program for adult students, before being adapted to a children's program that
focussed on primary aged students, it is somewhat surprising that there has been
so little interest in its applicability to the secondeoyntext that sits in the middle

of these two stages of academic learning. In addition to this, the clear focus that
the Schulwerk has on improvisation and composition suggests that it is pertinent
in addressing the lack of appropriate teaching strategig¢edching music
composition in secondary school settings as outlineBdrikley (200). By

focusing this research on the use of Orff Schulwerk peglagoa secondary

school context, this study sought to explore this poorly researched aspect of the
Schulwerk and open the door to further exploration of the Orff Schulwerk as a
suitable approach for teaching music composition in high schools.

This studyaimed to track students' perceptions of themselves as creative
individuals and to build confidence in students to employ creative strategies
which, according t&Robinson (201}, is becoming an increasingly sought after
commodity by governments, organisations and businesses alike. Music
composition offers students an opportunity to explexperiment with and

exercise their creative strategies.

In-class engagement was a key element of this investigation and is, according to
Yonezawa (200p still an emerging research field which draws much of its theory

from the literature surrounding the far more established research common of



motivation.Yonezawa (200Pbuilt on the discussions &iredricks(2004),

arguing for a multidimensional construct of engagement that combines aspects of
the earlier oneglimensional ideas of behavioural engagement, cognitive
engagement and affective engagem¥nnezawa (2000calls for a greater focus

on student voice in the research process surrounding student engagement,
explaining that students have a uniquew(that adults are not privy to) of what
works and what doesn't. This study privileged student voice throughout the
intervention as it regularly asked students to share reflections on the class
activities, their personal learning and their changing aggudwards music

composition.

Additionally, this study was interested in changes in students' attitude and
motivation towards music composition as an activity, posing the hypothesis that if
students are fully engaged in class, i.e. they are being cayitivallenged and
affectively supported, they should enjoy the activity and want to do it more. This
study, by focusing on student engagement via asking students about their thoughts
regarding the presented activities, hopes to add in some way to thiisfbod

literature.

Finally, this study looked to improve students' uptake of theoretical knowledge of
music and confidence in creating music, consequently raising their ability to share
and communicate musical concepts and ideas and subsequently lead to raised
student achiesment. The catalyst for this was a proeesstred, practical

approach to learning through a heavily Orff Schulwariluenced music

composition program.

There were two main questions that guided this research:
1. What influencdlid the Orffbased teachgpedagogyhat |
introducel have on studer@ngagement, motivaticamd attitude
toward music composition as a classroom activity and as an activity
in itself?
2. What impact (if any) did twds-week Orff-based teaching programs
haveon studentreativity,learning and achievement in music

composition?



1.3 Outline of the thesis
This thesis will begin with a review of literature pertinent to this study. The review

includes a discussion of creativity, its importance and the role that music composition
can ply in its development. This is followed by an examination of current teaching
and learning theories and practices with regard to music composition. Next the
literature review explores the literature surrounding motivation and engagement in
educational settigs. Finally, | review the literature surrounding the definition of Orff

Schulwerk and its applications.

This thesis will then outliewhy the use of aaction research, teachleased case
studymethodology that uses mixedethods gnerated datavasadogedfor this
study.Chapter Four presents a detailed descriptithe interventiorthat took place

and reports on insight that informed the research findings. Chapter Five will discuss
consequential findings of the intervention as well as explore sopizationsof the
findings The final chapter wilsummarize the main ideas from the findings and

discuss initiatives for the future



Chapter two: Literature review

This chapter reviews the literature related to the teaching and engagement of
music stalents in relation to music composition in a New Zealand secondary
school classroom setting. In order to provide a context, this chapter opens with a
review of the literature regarding the importance of music composition as an
activity and relates this ttié¢ New Zealand Curriculum Document (2007). It is

this document that guides syllabus planning and teaching in New Zealand. Section
two of this chapter explores the theories related to the teaching and learning of
music composition in secondary schools. Beacthree reviews some key ideas

and theories surrounding the motivation and engagement of students. The fourth
section reviews the literature on the Orff approach outlining its fundamental
principles. This section concludes with a review of literaturefdrses on how

the Orff approach can fit within the context of a New Zealand secondary school

music class.

2.1 Why teach music composition? Why is it important in
relation to the New Zealand Curriculum?

No matter where you are or what you do, if youanee and on earth you

are caught up in a global revolution. There are forces at work now for
which there are no precedents...governments and businesses throughout
the world recognize that education and training are the keys to the future,
and they emphaze the vital need to develop powers of creativity and
innovation.(Robinson, P11, p. }

This statement of Robinson's reflects a widely held view that creativity is a
commodity that is rapidly increasing in value in the podustrial world of the

21st century{Breweton, 2004 Hipkins, 2007 OECD, 200%Robinson, 2011
Takayama, 2013 The technological advances over the past 200 years have
changed and continue to change the way that people live, work, travel,
communicate, socialise, experience the world around them, view the past and plan
for the future. It has changed the core valfesociety and the way that society
works. This technological drive continues to develop at such an exponential rate
that it is difficult to predict what new jobs will be created or which jobs will

become obsolete in five years time, let alone by the ¢imesnt secondary school

students are set to retire. Organisations will require people who can think



creatively, communicate and work in teams; people who are flexible and quick to
adapt(Brewerton, 20040ECD, 2005Robinson, 2011Takayama, 2013

In order to prepare students for the future, the New Zealand Curri¢Mimstry

of Education2007) soughtinsight from the @ganisation folEconomicCo-
operation andevelopment's (OECD) Definition and Selection of Competencies
(DeSeCo projed in order to inform its vision foNew Zealandtudents to be
"confident, connected, actively involved lifleng learners(p. 8). It goes on to
emphasis thdtStudents will be encouraged to value...innovation, inqainy,
curiosity, by thinking criticdy, creatively, and reflectively(p. 10).Burnard

(2004 explains that composing requires and promotes probtawing skills and
strategie$ strategies thatlipkins (2007 believes are necessities of critical and

creative thinking.

Balkin (1990 believes that creativity centres around what he calls the three P's

an interaction of a person (or people) with a process to create a product. The idea
of a process and a produte commonly shared throughout the literature of
creativity and separate creativity from concepts of 1Q, originality, or spontaneity
where a product is often superfluoBsalkin (1990 notes that while these

concepts are often present in creative people, it is how creative people apply these
attributes, the process of thinking connections they develop, as they problem
solve to produce a product, that makes them creadickey (200) adds that the

final product must also have valuea reason for existing. It should be

aesthetically attractive to its audience and serve aoparim societyRobinson

(2017 picks up on the idea of value and defines creatastithe process of
developing original ideas that have val@e. 2). He explains that creativity is a
cognitive process and that all domains have creative poteDtestivity is about
"working in a highly focused way on ideas and projects, crafting theo their

best forms and making critical judgments along the a@yut which work best

and why. In every discipline, creativity also draws on skill, knowledge and

control!' (p. 5).

Burnard (2004 explains that the eative thinking process involves stages that are

dynamic, sometimes ndmear, but consistf the following four stages;



preparation sensing, defining, clarifying, or understanding the problem;
incubationi moving between divergent and convergent thinking while generating
and evaluating solutions; illuminati@nconverging on a final solutiomnd
verification through structured reflection and external evaluaiMebster (199
describes what this process might look like for a composer. He begins with the
product intention (preparation), the plan or goals of the comjposeéat is it they

are trying to achieve or communicate with this piece of music? In this stage the
composer explores various musical ideas making connections to their prior
musical experietes, their current environment, and the intention of the piece. The
incubation stage often takes place away from the task and is oftercarsdious
process. The combination of preparation and incubation, given time to reflect,
leads to illumination wherideas and solutions present themselves. These ideas

are then verified by working through them in a structured progression.

Although the Arts are not the sole domain of creativity, they are seen as
disciplines that are entwined with creativity, and theref@ee a special role in
promoting the use and development of creatiRtyynter (200)) for example,
bdieves that those who study music should be engaging in the study of music
composition as a way of developing creative processes and communicating
thoughts and emotiondones (2008supports the idea that schools need to
encourage and enhance creative development to meet the changing needs of
society, noting that the musical skillsimprovisation and composition are active

and practical applications for creative thought.

Running (2008reviews a number of studies thexplore the effect that formal

music education has on general creativity. He cites a study conducted by
Hamman, Bourassa and Aderman (1990) that shows that undergraduate music
majors displayed significantly more creativity than smoasic majorsRunning

(2008 goes on to explain that Hamman and Aderman (1991) conducted a similar
investigation using higlschool students and found that studesho rated
themselves as low or moderate in musical experiences had significantly lower
scores in creativity than those who rated themselves highly in musical

experiences. Running (2008) also outlines an experiment conducted by Luftig



(2000) that revealthat primaryaged students, after a twday, integrated arts
program (SPECTRA+), displayed considerable development in creativity.
Burnard (2004 believes that creativity is encouraged in classrooms where
students are provided with choice and ownership over their learning, time for
reflection, a stimulating ensanment, and models of creative acti&tliot (1999
adds that students @@ to learn competent musicianship skills, including
knowledge of a range of musical genre, be encouraged to take risks, be given

constructive feedback and sustained periods of time to develop their ideas.

The New Zealand Curriculum offers five key congretiesthat are considered
essential'psychosocial prerequisites for a successful life and afumttioning
society (OECD, 2005, p. B

i thinking

1 using language, symbols, and texts
1 managing self

1 relating to others

1 participating and contributing.

Hipkins (2009 states: By definition, key competencies are used by
everyone...They are developed in social contexts and strengthen over time as
stucents adapt what they already know and can do when putting their growing
competencies to work in new contéxfs. 32). Key competencies are considered
to be skills that transcend domaipecific knowledge and skills and enable people
to learn, adapt and ahge to new contexts and challenges by promoting the
values, motivations, attitudes and dispositions necessary for reflective and
autonomous learning. The teaching and learning of the key competencies
encourage the developmentpsychosociatesourcesvhich are now deemed
essentiglnot only foranindividual'swellbeing, but more importantly for the
economic productivity and prosperity of governments and businesses, and also for
social harmonyTakayama, 2013 As creativity is a cognitive skill, it comes

under the key competency of "Thinking".

Thinking reflectively demands relatively complex mental processes and
requires thewbject of a thought process to become its
object...reflectiveness implies the use of metacognitive skills (thinking
about thinking), creative abilities and taking a critical stance. It is not just
about how individuals think, but also about how they cocsixperience
more generally, including their thoughts, feelings and social relations.
(OECD, 2005, p. B



The NZC states that thinking requires students to use creative, critical and
metacognitive processes and apply these procesdesdmp understanding,
make decisions, shagpactions, or construct knowledge. It also states that
competent thinkers ardk to reflect on their own learning, as well as draw on
personal knowledge and intuitiodipkins (2007 explains that"Thinking' as a
key competencyfocuses on all types of both critical and creativakimg, and

includes innovation and entrepreneurial thinkigg 37).

Why should we study composition in music? To sum up, the literature suggests
that because composition is a creative process, it encourages students to draw on
personal knowledge and intuition and frame it in a new context to create new
products(Burnard, 2004Webster, 199p It also encourages them to think
critically and reflectively as they make decisions in developing and structuring
their ideas into complete musical pie¢Bsirnard, 2004Jones, 2008 The act of
composing music encourages the development of creative thought processes
which are an increasingly important commaodity for business and governmental
organisationgRobinson, 201 1Takayama, 2013 It offers opportunities for
students to exercise and refine their creative thought processes and thinking
competencies which are important for ensuring that stadeii be able to cope
with the challenges of an evehanging work environment by becoming

confident, connected, actively involved, liteng learnergJones, 2008

2.2 What does the literature say about the teaching and
learning of music composition?
Hamilton (2009, in his overviewof composition in New Zealand secondary

schools, describes how the teaching ersjghwith regard to teaching music
composition, has developed over the past 20 years. He states that up to the early
1990s, the focus of the music teacher was to prepare students for examination
questions andn turn, students saw comptien merely as aaspect of a-Bour
exam.The work ofLupton (2010 highlights the fact that New Zealarsinot

unique in this respect, suggesting thatil twenty years ago composition classes

at university level di not exist except through the eminence maodbkgre an

expert composer would tutor a chosen student with the intention of producing a

professional compos€Chadwick, 2008 explaining thathe teaching was based
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on learning knowledge, applying techniques and miagterset of derivative

skillsT very similar to school exams.

Regelski (2002discusses the need for teachers to ensure two things

First of all teachingneeds to beffective. Secondlylearningneeds to result
directly and efficientlyin noticeable progreswhere studets' see théenefitsof

the learning in composition work that they are currently and actively involyed in
rather tharfocussing orabstract concepts thidite student may be able to use if by

chance they someday choose to write a piece of music

Curriculum reform in New Zealand in 1993emed the door to addressing the
ideas thaRegelski (200Routlined abovewith the integration of internal
assessment of music pemftance and music composition through a locally
devised modular system of assessn{EluPhail, 2012. Hamilton (200% explains
thatover the past 20 yeathe emphasisr music composition assessment has
changed considerabbp ago incorporatea much more practical approach to
assessmentith students nowomposing at leasivo pieces of music in years 11
and 12 and producing composition portfolios in year 13, all otlhre

internally assessed and provide opportunities for students to experiment and

explore their compositional ideas in practical environments.

However,Berkley (200) believes thaimany music teachers find composition
difficult themselves, especially those who consider themselves performance
specialists. These teachers are left to work out how to teach coimpsit
themselves. Consequenthey ardeft to draw upon how they themselves were
taught at schodBerkley, 2001 McPhail, 2012. For a great number of New
Zealand music teachethis means developing programs based on theoretical
exercises, whdtupton (2010 refers to asl'earningfrom the masters'a process
that involves listemig, transcription and score analysis of various composers, time
periods, styles and genres with the intended goal of building a knowledge base
with which toframe students' own compositioi@hadwick (2008believes that
many teachers and students alike struggle with this style of teatAsg.
beginning teacher the rutmund pedagogy | had been exposed to proved as

unsuccessful in my classrooms as it had for my personalresnitucompositioh
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(Chadwick, 2003, p.)1McPhail (2012 agreesadding that while the
development of iginal music composition waes positive expansion of
knowledge contentthe level of support in curriculum specification, resources
and training has been almost pedstent’’ (p. 325). Therefore, despite the
opportunities that the new NCEA standards provide to develop conopoisitils
that are far morerpctical and meaningful f@tudents, many teachers are trying
to teach music composition using abstract modeldasic that are reminiscent of

the old examinations.

Kennedy (2002discusses the fact that less than 10% otAcan and Canadian
high-schoolmusic programs incorporate congiten into their instruction at all,
and cited three reasons

Firstly, many music teachers are not composers themselves and feel
uncomfortable stepping intoncharted waters"

Secondy, there is a perceived lack appropriate methods or strategies for
introducing composition at high school level.

Finally, high school music programs are dominated by performance
activities which showcase musical talgiitennedy, 2002, 06)

McPhail (2012 believes that in New Zealamdany teachers are faced with the
same issuewith the most formidabléeing the second poirthat thee is a lack
of secondary scho@ppropriate strategies for introducing students to

composition.

Chadwick (2003) explains thdte teaching of composition in secondary school
should be processentred, based in practical authentic activities that allow
students oppaunities to explore their ideas aagpress themselgeGenachio

(2003, who teaches in the United Statbslieves that composition is about
communication'If students are to share their ideas musically and become true
musical communicators, they need opportunities to compose their owr' rfusic

1). Genocchio (2008 in his performance basgulogram providesnelessonper

week for students to experiment with music composition. He believes that as
students learn to express themselves they will learn to express the ideas of other
composers alsdsenocchio (200Bensures that his studstiave opportunities to

evaluate, adapt and discuss their compositions.
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Berkley (2004 provides aranalysis of the way in which 14 music teachers in the
UK teach compason which shows that students who are taught through practical
approaches to music composition (rather than thbasgd approaches) become
autonomous composers much mquéckly. The case study @olden (2009
drawson Regelski (200p who believeghat "Music education..should...foas on
the"study that makes a difference in the lives of studenbw and in the future”
(Regelski, 2005, p. 20Bolden (2009 emphasizes the need to allow studént
explore and experiment with their own ideas. His case study shows the
importance of practical applicatisof learning."The learning of theory, divorced
from practical application, is ofteedious and meaninglés@Bolden, 2009, p.

148). Lupton's (2010¥tudy of"Teaching and leaing music composition in

higher education'which examined pedagogical approaches to teachimic
composition to university students, revethlat music composition education
should be approached from a perspectiveet-expression rather than skill
development. In their conclusion they state:

..when designing composition activities teaclsrsuld: allow students
freedom to develop musical ideas; value studemisting knowledge;
consider the richness collaborative experiences afford; and create an
environment that fosters ownership and age(laypton, 2010, p. 284

In summary, much current literature regarding the teaching and learning of music
composition suggests that teaching should be pramsgsed, focussed on

practical mug-making activities that work toward authentic tasks. Students need
time to explore music and musical ideas in practical ways, and the focus of music

composition should be based on the expression of ideas.

2.3 What does the literature say about motivating and
engaging students?

Fredricks (200%texplains that there are three elements assatiaith the study
of engagement:

1 Behavioural engagementhich drawson the idea of participation
and overlaps with research in the areas of studErmduct and on
task behaviour;

1 Emotional engagemenwhich ties to positive and negative

interactions with environmental factors and also social interactions
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and is relatedat research conducted on studdtitiades, values and
interests;
1 Cognitive engagemenivhich islinked to research on motivational

goals and selfegulated learning.

While in the past researchdravetendcedto focus on one or another of these
elementsFredricks (200%believes thathere is growing support for the position
that the fusion of the three elements together provides a more complete picture of
the processes at work in a socigltural environment such as a classroom
Maehr (2002 outlines four action paerns that are prevalent in behavioural
motivation research

1 Choice and preferenc@his is linked to the concept of intrinsic
motivation where students @bse to engage in one activayer
another in the absence of autharity

1 Intensity This ancerns the effort put into an activitjaehr (2002
gives the example of the way a student works on a féequee of
music as opposed to praatig scales. The intensity of engagement
in this example has clear implications for the learning process.

1 PersistenceResearchers have also tracked how long a student
chooses to engage with an activity in one sittifigs also reflects
the idea of continuing motivatidnthe idea that the student will
return to the activity every time they are given the chance.

1 Quality. Looks at how students approach the activity they are

engaged inincluding strategic approaches.

Althougha student may decide to praetisis trumpet over playing
soccer with his friends (chae), may continue to practicerfan
extended period of time (persistence), and may exhibit focussed
engagement throughout (intensity), the benefits of titisneled and
intense practice may not be realised if an effectikactice strategy
is not usedMaehr, 2002, p. 34P

Maehr (2002 explains that motional engagememgfers tothe feeling that are
experienced before, during and/or after an acti¥br.example a student
peforming a solo piece of musia front of an audience may feel intense anxiety

or nervousness before and during the activitys emotional response may have
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repercusions for their behavioural engagement adsothe studelstemotions

may undermine their performance and lead to the student avoiding the activity
atogether.Similarly, when a person periencegxcitement or pleasure through
engaging in an activity, is clear that they find the activity motivatifiglaehr,
2002.

Maehr (2002) also explains that cognitive aspects beftarto how a persos

thoughts impact motivation and also the types of thoughts that result. For
example, when a person talks about something they @ghpyare also giving

insight into who they are, what they value, what it is that drives or motivates the
choices they makéThe dreams we have, our obsessions and fixations, doubtless
also indicate something about what choices we will make and how we will pursue
thesé (Maehr, 2002, p. 350Fredricks (200%believes thatttese qualitative
differences withn each dimension suggest that engagement can vary in intensity
and durationEngagementan be shosterm and situatioispecific or longterm

and stable. The potential finprovemenin intensity makegngagement a

desirable outcome i.g.is reasonableo assume that engagement, once
established, builds on itself, thereby contribgtto increased improvements in

other areasf interest.

There are a variety of theoretical models that draw from the elements outlined
aboveto varying degreedn recent yars, the literature suggesesjucationasts
have gravitated towards a soetalgnitivistpoint-of-view rather than behavioar
theories, although a number of behavallyrbased practices are still in common

use(Yonezawa, 2009

Fredricks (200%texplains that ehavioual theories are based on need and drive
theories whicthave theiroots in the observation of animal behaviours. Along

with this view is an emphasis on the external environment and how the subject
reacts behaviourally in terms of choice, intensity, pesie and quality of

behaviour. One of the most prevalent behavioural ideas in education is the idea of
conditioning.

If an individual is reinforced for working on her multiplication tables she
is likely to willingly engage in similar multiplicatin-tasks in the future.
Similarly, lack of reinforcement for a behaurp or even punishment (e.g.
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being ridiculed for making a mistake on a multiplication problem) can
reduce subsequent motivatior engaging in similar task@Jrdan, 2006,

p. 3329

Socialcognitive theories are more focussed on the internalrdimes of emotion
and cognitionConsequently motivation is primarily thought to come froow a
persorviews the activity'smportance (expectancy), utility (value), interest and
cost although the four behavioural elements are also taken into aq&mates,
2002.

i Importance This relates to a studéatown personal belief about
whether they should do well on a given task or not. It is tieditip
selfperception:If a student identifies herself as a neten then
doing well at musi¢asks such as music performance, has high
importance value(Maehr, 2002, p. 356

1 Utility : This is related to future thinkingyill this task benefit me in
thefuture i.e. will it help gain social acceptance, or provideaaeer
path?

1 Interest Refers to the intrinsic interest that the task holds for the

stucent:do they like doing the set task?

1 Cost How much time or effort is required to complete the Pask

From a sociatognitivist perspectivemotivation does not reside entirely within

the individual or entirely within the context. Rather, motivation emerges from the
interaction between individuals within the social context of the classroom and
school" (Urdan, 2006, p. 333

The elements outlined above relate to a number of scoglitive theories. A
discussion of all of them is beyond the scope of this review. However the
following four provide a strong representation of the sexgnitivist views and

offered the researeh the basis to gauge participant motivation in this study.
Expectancy X Value TheoryTheorists in this tradition argue that individuals

choice, persistence, and performance can be explained by their beliefs about how

well they will do on the activitynd the extent to which they value the activity
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(Wigfield, 2000, p. 68 Maehr (2002 explains that this theory bases motivation

on a continuum of two cognitive factors:

1. How much belief a student has that they can complete a task

2. How much value (from the student perspective) does the task hold

However, it goes further than that, in that it recognthasemotional factors also

play an important part in motivation, namely hope (for success) and fear (of
failure). In tasks where the outcome is not perceived to be clearly successful, or
clearly a &ilure both the cgnitive and emotional elementfect each other, for
example, atudentwho believes they are good at a given task and/or has a high
value perception of the task has more hope for success than fear of failure, which

leadsto a more peistent efforf which often leads to success.

Self Efficacy TheoryThis builds on expectancy x value theory by including
elements of behavioural motivation. The definition of-e#licacy includes the
ideas of organising and executing cosrskaction required to attain designated
types of performance. Organising, executing, action and performance are all
words associated with behavioaombined with the ideas of sederception and
value, and hope and feave have a theory that looks aéelents of althree
motivational modesSelf-efficacy theory is also more focussed than expectancy x
value theory, in that judgements are situational and related to a specific goal. A
student may have a high perceptairtheir ability to play piano. Howey,in a
spedfic situation such as eompetitionwith a particularly difficult piece of

musig their selfefficacy is diminishedOutcomes also play an important role in
motivation in seHefficacy theory and havthe potential to influence persots
performance. In the situation outlined above the situation could be compounded
further still by the fact that the student knows the other competitors are much
better at playing this particular piece or style of music and realisethéyatill

not win the canpetition. All of these factors combined may increase the stadent
fear of failure and the student begins to imagine making mistakes and what will
happen ithey do; onsequently, the studénperformance is more likely to have
mistakeg Eccles, 2002Maehr, 2002Schunk, 1991
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Achievement Goal Theorjccording to(Meece, 2009, "Achievement goal
theorists focus on studehitstentions or reasons for engaging, choosing, and
persisting at different learning activitie@. 490). Achievement goal theory draws
on studentperceptions about the nature of intelligence. Students who believe that
intelligence is a malleable, increasable aodtrollable qualityhatchanges over
time, subscribe to the incremental theory of intelligence and are referred to as
taskoriented leaners. Tasloriented learners approadasks with a focus on
learning,developing new or mastering skilendset their own standards of
achievement. They see a direct link between effort and albéitymore effort
more ability and are therefore moriéely to engage in learning tasks. They
respond positively to feedbadiothpositive and negativéy putting in more
effort to gain mastery.
1 Behaviourally studentavho choose to engage in learning activities,
are likely to put in considerable effort ey work to gain mastery,
are persistent again in their attempts to improve in their abilities and
display selfregulatel learning strategies.
1 Affective outcomes are usually related to controllable factors such as
effort, and present themselves as pridéhieir work, satisfaction
with achieving their goabr guilt at not trying hard enough.
1 Cognitive outcomes include being intrinsically motectengaging

in deegr cognitive processes and sedfjulated learning strategies.

Those who believe that intelligence is fixed or unchanging subscribe to the entity
theory of intelligence and are referrecamegeorientated learners. Egwiented
students approach tasks with a focus on relative ability (to other students), they
are cacerned with how their ability will be judged and will try to surpass the
externally set class standard as they seek recognition of their superior abilities.
They see an inverse relationship between effort and abiitythe harder they
have to try, thdéess ability they must have and are therefore less likely to engage
in learning tasks. Those with low confidence or efficacy (which can be a result of
others eventually surpassing their ability) often feel helpless in the absence of
learning strategies drdisengage from tasks.

1 Behavioural outcomesStudents displagff-taskanddisruptive

behaviour
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i Affective outcomesStudents feel a senselwiplessnesms the
absence of coping strategies.

1 Cognitive outcomesStudentslisengagavith class activities,
schoolwork and eventually schofhmes, 1992Dweck, 1988
Maehr, 2002

One further theoryhat holds some interest to educationalstntrinsic Flow
Theory.This theory belongs among emotibased theoretical modeElow

Theory, as discussed higccles (200}, is defined byCsikszennihdlyi as

intrinsically motivaedbehaviour in terms of the immediate subjective experience
that occurs when peopleeaiully engaged in an activityt is a state that is...

...Characterized bfa) a holistic feeling of being immersed in, and carried
by, an activity;(b) a merging of action and awarene&y;focus of

attention on a limited stimulus fiel¢) lack of seltconsciousness; and
(e)feeling in control of ons actions and the eneimnment (Eccles, 2002,

p. 113

Csikszentmihalyi theorizes that people are most happy in a sfide/oivhich he
defines as complete absorption with the activity and situation in which they are
engagedSometimes studemtomment they "are in ttane'. Thiszonei the

flow statei is intrinsic motivationat its best, where people are so fully immersed
in doing, that they are totally engaged and fulfil{@dylor, 201). This has
teaching and learning implications in that teaclsbiauld be aware that by
balancing skill development and task challenges carefully with success
opportunities student may enter this flow state, which increases engagement,
learning and productivityStudents need to have opportunities to structure their
environments in ways that might emphasize fleuch as establishing challenging

goals and mastering difficult tasks that build belief in their capabilities.

To sum uphekey areas of interest for classroom motivation and engagement in

relation to their theoretical background include:

Behaviour:
1 Choice and preferenc&Vhere a student chooses to engagan
activity.
1 Intensity The level of enthusiasm during the task
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1 PersistenceHow long the student continues on the task and whether
they take later opportunities to come back to the. task
1 Quality: The strategies that the student employs to ensure effective

and efficient learning

Cognition:

1 View of Intelligencels intelligence malleable or fixed are they task
orientedor egooriented?

1 Efficacy and expectancie®/hether or not the student believes that
they will be successful at the activity

1 Utility : Whether the student sees the task as being of benefit either
now or in the future

1 Intrinsic interest Does the task hold some inherent interest for the
studen?

1 Cost What is the perceived amount of time and effort required for
the task

1 Positive/negative social and environmental interactibfow
external factors influence motivation

Emotional:

1 Hope for successevsusfear of failure A student's belief that they
either are, or should be good at a given task or not based on their
selftperception of themselves.

1 Flow: A state of concentration drfocus on a single task, where all

other thoughts and concerns are put aside.

2.4 Orff Schulwerk as an approach for teaching secondary
school students to compose music

2.4.1 What is Orff Schulwerk?
Proponents of the Orff Schulwerk emphasize that it isamoethod for teaching

music. By this they mean that there is no clear progression to follow, no set
curriculum. The Schulwerk is difficult to define becausggiving a definition, in
many ways, you are limiting its potential. The Orff Slekerk encompsses so
many possibilities that in order to understand it, it must be experienced. Critics
believethatthis is itsweakness; proponents believe this is its stre(@yinkart,

197Q Goodkin, 2003Shamrock, 1995 Kemp (1984 believes that Orff
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Schulwerk is a philosophya set of fundamentadrinciples. It incorporates
various common practiceBowever, it is not limited to them. By identifying these
fundamental principleKemp (1984 believesthat Carl Orff has devised an
approach which is essentially a synthesislidha elements of a comprehensive

music education.

Sauter (200pexplains that ne of the keylescriptorsof Orff Schulwerk is that it
aligns with the processentred constructivist philosophy of John DewBgth

Dewey and Orff emphasized that knowledge and skills should be integrated into
studentslives so that they can develop their crititfaihking skills. Skills that

enable students to become musically independent thinkers and pisdiiesrs
(Sauter, 2000

Banks (1982refers to theéOrff-processas a way to describe the Schulwerk. It is
this procesgentred stance that is in contrast to most other music education
philosophiesCarl Orff believed that learning how music works, haw t

manipulate the elements of mugic your own artistic ends, to learn an overall
approactfor guiding and fostering effective expression of ideas tjinauusic, is
more important than putting on an eoidyear showcas@urkart, 1970

Shamrock, 1996 Goodkin (2003 believes hat not only should the process be
emphasised, but it should be revered as art as much as the final prothist is.
positionserves two main purposes, first of all to attract and engage the attention
of those participating, and secondly support the k@rning of the elements of
music and the way they work togeth@oodkin (200} seeshis point of viewas
having clea implications in the classroom.Mic teachers need to encourage
students to experience and experiment with the eleroéntsisic rather than sit

at a desk and define or identifye elementé amusicscore, or everdentify

through aural activitieBurkart (1970 states It is easier to learn music through
behavng like a musician than through doing something else, that means we need

to look at some afhe procedures of the musicia(p: 17)

The Orff approach is inclusive at its coBtewart (2018emphasises the

importance of adapting the approach to the cultural and smngtxt in which it

i's situated 1T t o bendlifetetperiences,cangerinsaahd t o
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interests, rather than try to bend the students to a set curriciiudents are
engagedvith activities that suit their individual usical abilities and intentions
"Readiness, skill level, and activity preference willwamong children; the Orff
teacher respects these individual differences and so uses a variety of media to

develop each dli's maximum musical potential(Frazee, 1987, p. 14

A term that is commonly used to describe the Orff approach is that it is
"elemental”. Carl Orff's much cited statemeiiilémental music is nev music
alone but forms a unity with movement, dance and spe@oahf 1983 p. 3)

helps clarify what this term mearis¢ash (2001 expands on this idea explaining
thatthe Schulwerk bgins in natural play pattes of children because they
integrate the usef body, mind and spirit. The reintegration of music, dance and
speech as a whole form, rather than déferdisciplines is accentuatéddeally it
expands to a blooming of exprassicapability, by the group and by individuals,

that embraces and explores the combined art f81(ms24)

Stewart (201Boffers a description of what an Orff classroom would look like as a
way of describing what the Orff approach is. She observes that all students are
participating, exploring Orff media of games, speech, rhymes, poetrys,song
dances, body percussion and instruments. Students are seen to be working
together to create graphic scores of their work, or working with a teacher to
develop a notated score using traditional notatamrock (199badds thaOrff
classroom lessons dtdesigned for active participation b learners, in a group
setting, with any intellectualizing to emerge as reflection upon experigpce

38)

For manyOrff teachersimprovisation and composition are at the heart of the
Schulwerk. Studentdevelop confidence and competence througbkfady
scaffolded tasks that begin wgimpleimitation and exploration, and progress to
more complex forms dmprovisation and compositigfrrazee, 1987Goodkin,
2003 Maubach, 2006Shamrock, 1995Solomon, 2000Stewart, 2018 Imitation
is @ means used I&)rff teachers to build skills, such as awtaVelopmenand

instrumenal techniques, and introduce students to new conceptsisical
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motifs. Frazee (198)/outlines three types of imitation commonly used by Orff
teachers:

1  Simultaneous imitation, where the followers try to mirror the leader
simultaneously

1  Remembered imitation where the leader performs a phrase and once
finished the followers echo the phrase;

1 Overlapping imitation has followers echo a phrase while a new
phrase is being present€Brazee, 1987, p. 26

Goodkin (200) explains that exploration is essential to learningdliowariculum

areas. Exploration encourages curious thoughts, shaping of questions, seeking of
answersandallows the development of new experiences. In mgsitlents must

be allowed to experiment with each of the musical elements in order to gain
mastey of them.

For something to make sense to them children must play their way to
understanding; imagine their way to creation, experiment risk and failure
to arrive at success. To be meaningful, their work cannot be mere drill and
practice, but instead toh their profound nekto create something of
beauty.(Goodkin 2003 p. 11)

Frazee (1987) believes thatprovisation is the glue that holds the Schulwerk
together. It allows students to experiment with different ideas, from various body
percussion timhas, to rhythmifmelodic themes, and dynamitesttures all within

a context that is appropriate to their age and culturetliie constant practiceé o
improvisational experimentation that leads studemtee necessity of notation

and thena carefully panned composition§-razee, 1987Goodkin, 2001

Maubach, 2006Shamrock, 1996

Through playing with the elements of music, through moving to music,
through music and dance making and musical improvisations children and
adults can learn how music works. They can delve into the music as they
listen, engage, create and perform and thus develop a range of
competencies that enable us to understand music.l{dtarbach, 2006,

p-3

Well-structured, expressive, communicative composition comes through the
skilful command and understanding of the elements of music and how they relat
and interact with each othé&aining mastery of the elements of music through
guided exploration and artistic expression is one of the key concepts OFfff
Schulwerk approach. There islear goal for students to have opportunities to try

out the skills they have learned througfitation, exploration and improvisation
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in a much more thoughtful and artistically satisfying Wisaubach, 2006
Shamrock, 199550lomon, 2000

2.4.2 How does Orff Schulwerk fit with the NZC and
AS91091 assessment.
The Orff Schulwerk offers an apgach to learning music that aligns witte

research outlineth this chapterlt provides a studesrgentred approach that
encourages practical exploration over theoretical-bifled activities. It allows
students opportunities to explore and express twn ideaswhich serves as a
meaningful authentic endeavo@hadwick (2003 believes that Orff Schulerk
offers a strategy for introducing composition to secondary sctodénts. She
suggests that deconstructing music works down to their basichne imith Orff
elemental music. The elemental ideas of that work can then be used as a
springboard into studentswn compositionswinters(2012 also argue$or a
processcentred approach, such as Orff, fea¢hing musiziewed as'growth
through composing experience in a way which allows for exploration and creative
investigation, and which also deepens and broadens a young'person
understanding of musical forni¢p. 19).Power (2009believes that secondary
school teachers should encourage the development of improvisational skills in
thar students as a precursordompositian, and points out thatael Orff

promoted rhythmic improvisation and freely invented melodies over chord

progressions as a rich source of learning for students.

The Orff Schulwerk with it§focus on proce$gBurkart, 1970, p. 15 where the
"processes revolve around attaching personal significanceexpaessive
communication'(Burkart, 1970, p. I8along with an emph&son"a process of
education in which learners explore musical concepts through collaborative
generative activitie's(Gray, 2002, p. I3that work to"gain a deeper
understanding of ton&nguage and physical expressi¢8olomon, 2000, p.)6
and that draws on studehpsevious knowledge as it connectstiat they know
with what Im going to teach so that they can make musical connet{iBower,
2010, p. 62seems to be an ideal approach to introduce secondary students to
music composition as it aligns well with the idei#scussed bgenocchio (2003
Berkley (2004 andLupton (2010.
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Chapter three: Methodology

The aim of this study was to improve student learning and achievement in music
composition, through using O+ffased pedagogy to engage students in
compositional processes, and improve their attitbolards the idea of music
composition by making composition tasks practical and interactive. This was a
case study that used practitiomestigated action research methodology to
investigate a teaching intervention. This chapter discusses the ratiariale fo
chosen methodology and explains the appropriateness of the methodology to the

research topic.

5.1 Research paradigm
Qualitative research methods were developed as a way of making sense of human

related phenomena that resist quantification, and fremdalisation that the

social sciences are subjective in nature. People are not governed by causal laws as
in the natural sciences; rather they draw on their experiences, goals, cultural
backgrounds, the current and historical social and physical cotttexthey are

in, and make choices as to their behaviour based on their understanding of their
world (Basit, 2010 Bresler, 1996Cohen, Manion, & Morrison, 200Phillips,

2008.

Qualitative researcheracknowledge that objects and events exist in two different
worlds: the first is the object or event in itself; the second is how the object or
event is perceived by an individual. On the back of this, is the idea that every
person brings their own uniqsecial, historical and cultural perspective to each
object or event, and therefore sees the object or event in a uniqBresier,

1996 Cohen et al.2007 Colwell, 2008.

Qualitative researchers realise that objects and events are subjective to both
participants and themselves; therefore their goal is not to find a universal law of
governance or a true account of events. Ratherdbalris to develop
understanding of human perceptions of phenoniBasit, 2010 Bresler, 1996
Creswell, 200k

This research study drew on qualitative epistemological principles, because it was

concerned with human behaviour, attitudes and beliefs systems. Taehesas
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based in a complex social context. It worked to understand phenomena as
experienced through the subjective lenses of the participants. The research was
conducted by a teacher/researcher who was intimately involved in the ongoing
investigation andgonsequently, the research was heavily framed by the
subjectivity of the teacher/researcher, from the choice of research topic, through
the research process and analysis, right through to the conclusions and the
presentation. The research questions requan holistic research approach which
asked participants to share their thoughts, ideas and opinions regarding their
experiences of the practices taking place both in and out of the classroom. They
also required students themselves to be creative partisiin the development of
certain practices.

The study took into account certain forms of quantitative data such as student
surveys, works and results. The teacher/researcher also chose to use likert scales
as a way for students to quickly register tlseilfperceptions with regard to the

Key Competencies. The inclusion of these quantitative elements moved this study
towards a mixednethod design. However, the emphasis was emphatically on

qualitative research epistemology.

5.2 Methodologies

5.2.1 Case study
A case study is anidepth exploration of a bounded system, in an authentic

context(Creswell, 200% A case study uses whatever methods and data seem
appropriate in order to address the topic of the res€Braich, 2009 Case

studies are examples of real people in real settings. In their reporting they seek to
enable the reader to understand ideas clearly by offering holistic depth, through
explicit attempts to preserve wholeness, unity and integrity of the case,trather
presenting abstract theori@ohen et al., 200Punch, D09.

Cohen et al. (20Q®liscuss how case studies in educational contexts have a

number of advantages. Case studies can be undertakemigyearesearcher. The
holistic nature of case studies makes it easier for the reader to draw links to their
own experiences, providing a basis for generalisation. Case studies are able to use
any and all forms of data to support their findings, which cdtiw for

interpretations of both "what" happened and "why" it happened. Case studies
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address the complexity of social situations and are able to explore and support
multiple pointsof-view. Case studies, by includingdepth contextual

description, offethe opportunity for reinterpretation of data by other researchers.
Case studies present research in a more publicly accessible form than other types
of research, which make them easily disseminated and interpreted by educators
for professional developmeand policy making. The main weakness of case

study research is that they are prone to biases and are limited in terms of their

generalisability.

5.2.2 Action research
Action research draws from both quantitative and qualitative research paradigms.

However it is fundamentally different as a methodology in that it focuses on
implementing change through solving a problem, and its process which is
reflective and cyclicalTomal, 2010. According toBresler (199%action research

in education airs at directly improving teaching and curriculum within a
particular classroom, through gaining a more critical perspective, from which the
teacher/researcher can reflect upon and effect chBuoges (200 explains that:

A central aspect of action researslthe simultaneous focus on action and
research. The action component involves participants in a process of
planned intervention, where the concrete strategies, processes or activities
are developed within the research context. Intervention througmactio
occurs in response to a perceived prol
between the ideal and the reality that people in the social context perceive
as in need of change. (p. 58)
According toBurns (200%the research component of action researcheis th
systematic collection of data, collected as interventions are enacted. This is
followed by an analysis of the data, and reflection on the implications of the

findings for further cycle observation and action.

Action researcimethodology has been desad in many ways but can be
crystallised into a cycle consisting of four basic processes: planning, action,
observation, reflection. This process can be repeated until the desired outcome is
achieved Creswell, 2005Holly, 2009 McNiff, 2010; Phillips, 2008 Punch,

2009.

Kemmis and McTaggafas cited by Burns,@5 expand on each of the four

stages:
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| Plan: The plan looks to inform future action by critically examining
reatlife contextual constraints of the research as well as the potential
for effective action.

1 Action: The action is the deliberate and cofled execution of the
planned intervention, critically informed by the contextual
interactions with the aim of moving toward the intended goal.

1 ObservationObservations responsive to thintervention but also
forward-looking in that it documents theitically informed action,
its effects, as well as the contextté situation, usingopeneyed
and"openminded”observation plans, categories and measurements

1 Reflection:Reflection & evaluativeand descriptivelt makes sense
of the processes, prigms, issues as well as constraimsotion. It
develops perspective and comprehension of the issues and

circumstances in which they arises

McNiff (1988) maintains that the processes of action research are inherently
flexible and are subject to changes in direction as interpretations, meanings and
further actions must inevitably be made with reference to speaifigmstances

and social contingencies of the research corfigxtns, 200%.

Educational researchers find that action research is an approach to inquiry that is a
natural evolution of the reflective teaching process, and provides teachers with the
means to enhance théeaching and improve student learning. It can be used as a
basis for formulating effective solutions to classroom and school problems
including: dayto-day planning in classrooms; formation of teaching strategies;
student assessment; curriculum plannargd evaluatiofCain, 2008 Stringer,

2008.

5.2.3 Teacher research
Teacher research is defined ®gchranSmith (1993 as the "systematic and

intentional inquiry by teachers about their osatool and classroom work"

(p.23). Itis inquiry that is designed by teachers to make changes and affect
teaching and learnin@onway, 200} It is a form of action research that draws

on pactitioner research traditions. It seeks to empower insiders to examine issues

in their own practice and at their own workplace, using qualitative methods in
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order to develop understanding about themselves and those they work with or to

solve professiongiroblems and effect chan@@ain, 2008 Zeni, 200).

Punch (200Pexplains that teacher research in its present form has evolved from a
dissatisfaction with the relevance of findings by #tleacher researchers, which

do not seem to fit with dato-day reality experienced by teachers, the irrelevance
of research topics to practising teachers, as well as the difficulty in relating
findings to practice owing to the use of roontextualised regrting and technical

languaggConway, 200L

Practitioner research is fundamentally opposed to any split between theory and
practice. Like action research, it follows a cyclic progressibarestheories

emerge and are refined through cycles of pra¢ieai, 200).

Teacher/researchers studying their own class bring insider information and
understanding of the research situation. This kind of knowledge can enrich and

deepen the research, including interpretation of its re@ltisch, 2009

This case study used a teachased action research methodology to investigate a
teaching intervention designed by the teacher but with input from his students.

The focus was on exploring and effecting a change in relation to the research
guestions. The research was conducted by a teacher/researcher wanting to effect a
change within s teaching practice in order to improve student attitude, learning

and achievement in music composition. The research took place within a bounded
social system and was concerned with the attitudes and belief of real people in

real situations. The teacherdearcher used a practitioner inquiry action research
model that incorporated both qualitative and quantitative methods of data

collection in an effort to ensure an holistic analysis of the situation being

researched and provide a rich contextual pictlitbepractice taking place.

5.3 Data collection methods
5.3.1Reflective journal

Reflection is a key step in the action research cycle of planning, action, data
gathering, reflection. Journals are the record of-fiestd observations by the
teacher/research and are therefore similar to field notes. A reflective journal in
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action reseh is a place for the researcher to document what the researcher has
done, what they have learned, to record thoughts and hypotheses regarding what
has happened and the significance of it, and to explore thoughts about what should
happen nextCain, 2008 Conway, 2001Creswell, 2005Holly, 2009 McNIiff,

2005.

The data collectenh this studyincluded areflective journal kept by the
teachemesearcher that includedetailed lesson plans (lesson intentions) as well
as eventualities (what actually happened) therevannotated with reflections;
contextual considerations including which students were in the class, classroom
descriptions, descriptions of equipment thas utilized and how it was used;
student behavioural notes specifically regarding student engagement in activities
andinterpretation®f studentsmotivation.At the conclusion of each lesstire
teachemesearcher completed an entry ititejournal makng notes of differences
between what was planned and what took place. | reflected on what worked well
and what did not and hypothesized the reasons aghg,result of whichhanges
were made to accommodate thesigections At the end of a series of #e
lessonsthe next set of lessons meadjusted based on: the teadteséarchés

journal reflectionsstudent inputhrough questionnaires and interviewsg

Specialist Classroom Teach&CT) observatiorreports Finally, at the end of

each unit anwerall assessment and reflectivas completed by the
teachemesearcher, that highlighted adjustments that would be teoaidform the
future teachingésearching process.

5.3.2 Questionnaires

Surveys are a common way for researchers to collect infanmadn general

surveys are used to obtain participants' opinions regarding their feelings, beliefs or
impressions, as well as facts about the issue under investi¢atiomger, 2008

Tomal, 2010.

Students regularly filled in questionnedrthat canvassed their impressions of the
events in class as well as their level of motivation in relation to the practices
taking place. Some questions were answered using a likert scale. Likert scales

allow for a degree of sensitivity and differentiatjovhile only taking a short
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amount of time to fill infCohen et al., 20Q7At the end of the questionnaire there
was space for students to add further detatiheir answers. These questionnaires
were used as a form of data in their own right, but also served as a basis for

informing interview discussions.

5.3.3 Structured and unstructured interviews

Interviewing is a flexible tool for data collection that enables researchers to
explore ideas related to the research through questioning individuals or through
focus groups. Interviews allow researchers to plan a series of questions but also
press for mag depth and follow interviewee stories where neceg€&alyen et al.,
2007 Creswell, 200% Cohen et al. (20Q7%&xplan that structured interviews are
where the content, procedures and wording are set before the interview begins.
Unstructured interviews offer a much more open situation, where the research
purpose governs the general direction regarding the questionsuked

interview, but the content, sequence and wording are developed as the interview
takes place. This allows the interviewer the flexibility to explore, refine and

confirm ideas as they emerge.

At the end of each series of three lessenhglents werasked to share their

thoughts through an interview and were given a choice of media from which to
choose to complete this task. Choices includkckto-face interview, group

interview, or voicerecrded interview. Interviewsonductedyy the researcher

were unstructured, whereas those who responded via voice recording were offered
structured interviews. Both were guidedthg research topic quest®and the
responses to the questionnaires that the students completed through the week
however the unstaiured interviews allowed the researcher to explore ideas

discussed by students in more depth by incorporating follow up questions

5.3.4 Students' work

A significant source of information that can provide a window into students'
understanding comes frostudent work, including work for assessment purposes.

Examples of student work can be used to demonstrate typical student work,
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extremes of student work, or to highlight certain aspects inherent in student work
(Liberty, 2003 Stringer, 2008

Examples of students' work were captured in audiovisual recordings as well as
notated scores that incorporated the use of traditional notation. These were used in
conjunction with other forms of data to show levels of engagemigrat amount

of work completed in a certain time, and also quality of work. Additionally, final
results for summative evaluation purposes were compared with the work of

students that | have taught in previous years.

5.3.5 Observations

Creswell (205) states that: "Observation is the process of collecting-epeed,
first-hand information by observing people and places at a research site" (p. 211).
The advantages of observations include the opportunity to record information as it
happens in theontext that it happens and study actual behaviour first hand rather

than receiving seconrldand accountéCohen et al., 2007

Observations conducted by the sohSpecialist Classroom Teacher (SCT) were
completed on a regular basis. His observations mainly focussed on student
engagement, but also offered his perception of the phenomena as they unfolded.
He also offered his opinions regarding the effectivenesisedesson activities in

terms of student engagement, attitude and learning.

5.4 Analysis of data
Tomal (2010 explains that the most common method of analysing and displaying

action research information is through the use of descriptive statistics.

In analysing the data I initially used a coding and memo sy&@atnen et al.,

2007 Punch, 200pas | worked through the diffent strands of data, i.e.

reflective journal, student information, observations, student work. This allowed
me to transform the data into trends, as well as highlight any data that went
against the grain (outliers). This helped in decisimaking when planming new
tasks, as well as serving as a basis for producing and verifying findneswell,
2005 Holly, 2009.
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Conway (2001) explains that: "Action researchers must be careful to describe both
the setting of the research and the participants involved in the study so that other
teachers can consider how findings may relate to other contexts." (p. 4)

Dick (20M) explains that: "Within the turn of the action research spiral thought
guides action, which in turn guides thought. Theory and practice are interlinked.
Thought draws understanding or insight from the experience of acting. Action

then puts the undesstding to the test" (p. 6Rick et al. (2009 explains that

theory emerges gradually as the study progresses. With this in mind | have chosen
to include a number of research findings within the interverdi@pter. This

procedure helped me to reflect the actual sequence of thought informing action
and action informing thought in the chronological series of events that actually
happened. The intention is to help the reader gain a fuller picture of the
relationship between the thought, action, thought or plan, intervention, reflection

as it occurred during the research.

5.5 Criteria of quality

5.5.1 Beneficence
"The most important criterion for any research is that it is about something

important, important toeaders as well as to researchgEblwell et al., 2006, p.
297). The most obvious beneficiaries of this research were myself as the
teacher/researcher, the current and future students that come to study music
composition with me, and ¢hschools where | teach. The potential benefits of this
study reach much further than thisRisllips (2008 explains: Action researchers
are not concerned with generalisations outside their own context. However, in
many casegesults documented by one study may be translated into other
context” (p. 322)

With this in mind my research stands to benefit a far greater audience, including
the Orff community, music teachers who teach composition, other researchers
who are interded in conducting practitioner action research, and researchers and
educators interested in studentiass engagement, student motivation and/or

music composition.
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There are four further criteria for ensuring quality in qualitative research:
credibility, transferability, dependability (reliability) and conformability (validity)
(Cohen et al., 20QCreswell, 2005Phillips, 2008§.

5.5.2 Credibility...

...takes intaccount the experience, sophistication, curiosity, and
concerns of the eventual audience and seeks to say mostly what will be
credible to them.... [The qualitative researcher] builds upon the
uniqueness of personal understanding, offering for each readedible
account and a vicarious experience for substantiation or modification of
existinggeneralisationgColwell et al., 2006, p. 297

In this study the researcher attempted to build an extensive collectiunkof
description(detailed records concerning context, people, action and the
perceptions of the participants) in his journal, and he attempted to elicit as much
detail as possible from interviews in order to inform the rese&aifiips, 20089.
Additionally, the researcher worked to transfer as much of that detail as possible
into the reporting so as to provide a full representation of the findings in order to

assist readers to assess the credibility of the oKy, 2009.

5.5.3 Transferability
Phillips (2009 explains thatransferability in qualitative research terms refers to

the extent to which the researcher facilitates the ability of the reader to assimilate
the findings of the research and fit it into their own context. Whether or not the
study is transferable will gend greatly on the context of the reader and their
ability to find similarities between the work presented here and their context.
Again the researcher has attempted to provide as much contextual information as
practicable in the reporting in order tocall readers to relate the findings to their

own contextgCohen et al., 2007

5.5.4 Dependability (reliability) and confirmability (validity)
Dependability (relbility) andconfirmability (validity) refer to the accuracy of

the researcher's perceptions of the phenomena that he/she is reporting on. In order
to ensure confirmability, qualitative researchers often employ triangulation

(Cohen et al., 20QPhillips, 2008. The idea of triangulation when applied to
educational research feans that the conclusion reached on the basis of one set

of methods or sources of evidence is confirmed by the use of at least ane othe
additional method or source of evideh¢Bobinson & Lai, 2006, p. §2
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This research includes information from four s@sicThe researcher's reflective
journal, which included detailed planning, contextual accounts, evaluations and
reflections, was triangulated with the voices of participants in the form of
guestionnaires and interviews. Further triangulation came in thredbregular
observations conducted by the school's SCT. And finally, the analysis of data
from student work was used to generate findings and constitute another form of

evidence towards triangulation.

5.6 Ethical considerations
This research project gad approval from, and was conducted under the

regulations set by the University of Waikato School of Education Ethics
Committee Initially permissionwassought from the school principal and the
Board of Trustee®r the research to be conducted. Theasan initial

information meeting either in person or via phone call to each of the parents of
students in the year 11 music class, followed by a meeting with the year 11 music
students. Participation in the resean@svoluntary.An information lettethat
outlined theresearch topic, the data that would be colleatadithe rights of the
participantavas distributedSuch rights includthe right to decline participation
andemphasisethat participation should be voluntary and unéat, and, once
involved, participants hathe right to withdraw at any time and have their data
amended or withdrawn up the point wheréhey hal approved their transcript
Subjects whaverevolunteering their participation in the study stginthe

informed consent slip, asddtheir parents/caregivers.

Every efforthas beemade to protect the identity of the participants through use
of pseudonyms and by the ndissemination of any material that would enable
their identification. The name of the participating school woll le made known

in subsequent publication of the stigdfindings without the express permission of
the school. In any such publication, no information will be providedctnat

enable the identity of a student participant to become known.

5.6.1 Ethical concerns
Studentsfinal compositionsvereassessed against NCEB&91092by the

teachefresearcher. In order to ensure that tlvesisno conflict of interestthe

studentsgradesveremodeated by another music teacliemrm a nearby
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secondary school. Thovisionwasmade clear to students at the outset of the

study andvasreiterated regularly throughout the study.

As | wasthe sole music teacher at this school and thersonly one year 11

music class, music studemtl nothave a choice but to be present in the class
during the studyadthey ch@ento be part of the study or ndthis was not an
issue, as all students in the class chose to participate through the entire study.
However,l did arrangea theorybased composdn program fomanystudentsvho
chose not to participate in the study or ia @rff-based activities, ara music

studiowas madevailable to them to work i they chose.

36



Chapter four: The intervention

As discussed in Chapter Two, the act of compmpsnusic helps develop and

exercise creative thought processes, as well as offering opportunities for
individuals to extend their key competencies skills. These are attributes that are
seen as increasingly valuable in the modern world. Chapter Two aldiglhtigt

the key principles for developing an effective composition programme which
includes a focus on process, allowing students the freedom to explore and develop
their musical ideas, incorporating students' prior knowledge, providing
collaborative leanmg opportunities, and developing an inclusive and supportive

environment.

The key areas of interest for classroom motivation and engagement fall under the

three main headings of behaviour, cognition and affection. Behavioural

motivation includes theidesa of : choi ce and preference 1
to engage in an activity,ofenthusissmduringy 1 whi
thetask;pr si st ence 1T the | ength of time that

also whether they take latermp r t uni ti es to come back to
strategies that the student employs to ensure effective and efficient learning.

Cognitive motivation is interested inthe studeni ew of i ntelligence
he/she believes that intelligenisesanething that isnalleable osomething that is

fixed; efficacy and expectancies 1T the e:
he/ she will be successfrthée studantseebwvaluearct i vi t

the task, i.e. will it benefitte studeheither immediately oat sometime in the

future; intrinsic interest 1T Whether the
student; cost 1T what is the pe®rceived am
complete the task; positive#gative social and envitome nt a | i nteraction

influence of external factors on motivation.

Affective motivation covers two key ared®pe for success vs. fear of fadur 1T a
student belief that they either are, or should be, good at a given task or not based
on their seHperception of themselves a n d adtdtemfwconcentration and

focus on a single task, where all other thoughts and concerns are lost.
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Finally, Chapter Two explained howe Orff Schulwerk offers an approach to
learning music that aligns withe research outlined above, ifegpriovides a
studentcentred approach that encourages practical exploration over theoretical
skills-based activities. It allows students the opporjutiaitexplore and express

their own ideaswhich serves as a meaninbéwthentic endeavour.
4.1 The unit of work

The intervention took place in a Year 11, NCEA level 1 music class. The content

focus was to introduce and allow students to:

1 explore and experiment with the elements of music;

1 develop students' confidencetireir own musical ideas;

1 develop an environment where collaborative composition takes
place;

1 offer starting and inspiration points;

provide opportunities for students to develop and explore established
theoretical traditions through practical applications in order to extend

their understanding of how music is put together.

The intervention was split into two, fiwgeek learning block (one week equals

three one hour classes; the fourth music lesson of each week was dedicated to
performancebased practice and rehearsal). The first three weeks of each block
were dedicated to exploring musical ideas, including the musical elements and
compositional devices. The last two weeks of each block were used by students to
develop their compositions, either as individuals or in small groups. Students then
submitted a composition as part of the evidence towards NCEA Achievement
Standard 91092.

4.1.1 The class

The school where this intervention took plaene of two secondary schools
within the boundaries & small town in the province of Waikato in New Zealand
The school had a roll of just over 500 students and consisted of a mix of ethnic
badgrounds consisting abughly 50% Maori, 25% RHika, 20% European, and
5% from other ethnicities. The school teaches fitgar 9 through t&ear 13.
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The school was designated adegile2 co-educational state school. In New
Zealand, a decile ranking @ indication of the socieconomic status of the
students attending the scho@kankings rangéom one to ten, with one being the
lowest(and therefore receiving a higher level of government funding)ten the

highest ranking.

Theintervention classvas a Year 11 group of BudentsAt Year 11 music is

an option class. All of the students in the class had also completetvaedix
compulsory course ifearNine music, and a }8veek option class in Yedien
music. This totdéd 19 weeks of musisudy over a tweyear period.

Additionally, 11 of thestudenthad taken some form of formal instrument
instruction Of the 19 weekef music in Years Nine and Tecomposition had
been the topic for one week Yrear 9and three weeks ithe Year 10 programm
Consequently, composition was still a new and undeveloped skill that students
had only had a brief introduction to previously.

Unit One of thentervention took place the second half of Term Two, and Unit
Two of the intervention took place in thecead half of Term Thredn between
these two composition units, the class worked on a perforrizsss unit.
Students were already familiar wislhmecompositional conceptg(g.the
elements of music, compositional desg)sincethey hadanalysed andtudied in

reasonable depthwo piece of musicearlier in the year
4.2 Baseline data

A semistructured questionnairagpendix2) was administered at theitset of the
intervention with the intent of establishing baseline information related to the key
questions of this study for later comparison with the-pastvention data.

The data gained from the baseline questionnaire gave me a sense of how the
participants saw themselves in relation to being creative, the style of learning that
they found engging, their level of preparedness for learning, and their motivation

towards, and previous experiences with, composing music.
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4.3 The Intervention

The intervention was split into two units with the goakathstudent producing a
finished composition &he end of each or{either individually or as a member of

a group)for assessment towards their NCEA certificate.

The focus oUnit Onewas to experiment and explore rhythmic ideas,
improvisation, structuring of ideas, timbre, dynamic and textual clsange
Compositional devises were also incorporated, but only those thaeasiti

with rhythmic music (for example: repetition, extension, truncation, retrograde)
purposely chose to leave melody and harmony for the second unit so that | could
establish ahorough grounding in tlseother elements first.donsideredhat

melody and harmony are considerably more complicated than thenotkeal
elements. As students would already be familiar with rhythm, structure, timbre,
dynamics and texture when wegae the second unit, | would only need to

review them and therefore | would have more time to spend exploring melodic

and harmonic theories and ideas.

The first week of the intervention focussed on developing rhythmic ideas using
percussion and improvigah. | felt it was important to get students creating

music from the beginning. Orff is a procesmntred approach to learning music,
which means that students should be engaged in the process of creating
throughout the program. Throughout both units theae an emphasis on
improvisation. The reason behind this was to get students creatingimasic

build their confidence to create by doing a lot of it. The first lesson established
this idea and was concerned with how to improvise, how to make things up.

I have found that by this age, students have independently developed a strong
sense of pulse and beat; however this needs to be formalised in their minds using

musical terms.

4.4 Unit 1

4.4.1 Week 1
Each week of the intervention consisted of three caiseclessons. In this

chapter | discuss the tasks that students engaged in during the lesson and highlight

any collected data that | identified as pertinent to the study. Each lesson begins
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with a table that outlines the number of students present ftedben, the content
focus as well as the key Orff related pedagogies and strategies inherent in the
lesson. The description of each lesson concludes with a summary of findings that
relate to the research topic, also most lessons concluded with studeptstow

a tick-box survey, the results of which have been summarised into a table.

Number of 14/14
students in class

Content focus Rhythm i Pulse/Meter i simple and compound
Improvisation

Orff related Integration of music and movement

pedagogy and Imitation

strategies Improvisation

Rhythmic building blocks
Material draws from students' culture (for teens popular culture)

TablelUni t 1 Lesson 1 1 |l esson focus

Orff teachers regularly incorporate movement in their programsvay af

teaching and learning and as an element of music itself. In order to emphasize the
idea of rhythm, | had students begin by finding the beat to a number of pieces and
walking in time with it, clapping in time with it, counting the meter, and

identifying simple and compound meters in music. The movement aspect seemed
to focus students and provided energy to get the students involved and in a

positive frame of mind.

For the majority of participants this task was easy, although quite different to what
they were used to in a classroom setting. It was initially difficult to get them out

off their chairs to begin the activity and many were visibly-setiscious a lot

of sideways glances to see what their friends were doing, a number of questioning
looks. At the same time a lot of laughing and eaeting occurred, which | saw as
positive. Students were having furand learning. Some students were clearly out

of their @mfort zones, but there were enough students who had chosen to
participate in the activity to tip the scales and the other students were joining in

too.
| noted in my reflection journal that the fact that eventually all students had

chosen to join in othis activity was an important positive step for the

intervention. | saw one of the biggest barriers was going to be getting students out
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of their chairs to begin the lessdnthere were a lot of groans when they had to
stand up. Once up and the majoofythe class had bought into the idea, the

activity went smoothly. | came up with the solution of not allowing them to sit

down when they come into the room. Consequent lessons all began with chairs
and desks stacked up around the edge of the classroothid=m work | needed

to ensure that as soon as the first student arrived, we were working with some sort

of warmup activity that the rest of the class could join in on as they came in.

The second task of lesson one was focussed on learning how twisepr
Improvisation is a cornerstone of the Orff approach, but can be daunting for the
uninitiated and, as with all learning, needs to be scaffolded. In an Orff classroom,
scaffolding learning often takes the form of imitation, where the teacher breaks
down the processes being studied through demonstration. Often there is a limited
range of examples that the teacher chooses to introduce, and over time students
are encouraged and given time to explore, experiment, andupuddvider range

of resources, uil they develop the knowledge, confidence and instinct to work

without imposed limitations.

I have found that in working with older students, the uptake of skills is very fast.
A new task or concept can be assimilated within a lesson, whereas witleyoung
children it may take up to several weeks to develop. One of the challenges of
working with adolescents, however, is that they are often reluctant to try new
things initially and this issue came up regularly in the first week or so of the
intervention. Gten the solution lay in removing any assumptions that | had
regarding their prior learning and starting with a very basic model. Once the

students had engaged in the activity, they picked it up very quickly.

With this in mind, | began the improvisatiawtivity with the assumption that

none of the students had ever improvised music before. Adapting an activity
outlined byFrazee (198) | put up on the board the lyrics to a song that | knew
was popular with the students. As a class we chose some of the words and short
phrases to use as rhythmic building blocks for our impraeisst We then put the
words into a random order and said each word over a beat. For this activity we

worked in 4/4, as most students felt comfortable in this meter. This progressed
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from saying one word (or short phrase) per beat to clapping the syllalbhes o

words over each beat. We then rearranged or substituted different words to create
different rhythms. Students then developed their own rhythmic phrase using the
building blocks, and had an opportunity to practice clapping their phrase before
performing it for the class. The performance took place with the class clapping

crotchets in a 4/4 meter and each person taking a turn to "improvise" a solo.

We did this several times, with different words, before a number of students

began adding in their owdéas without the need for choosing words. We also
increased the tempo considerably which increased the challenge. | noticed that the
students were keenly focussed on the task and seemed to be enjoying the
challenge and did not want to stop. In my journdddw links to the idea of

intrinsic flow.

I don't like it I liked it and Iwantto M | learned something It was a waste of
do it again about composing my time
music
I 1 I 13 I 14 I I

Table 2 Unit 1 Lesson 1 Tickbox survey

Feedbackelated to this lesson was positive. All of the students felt that they had
learnt something about composing music during the lesson, and 13 out of 14
students said that they would like to do similar activities in the future, a surprising
figure given theslow start to the lesson. This information was collected from a
tick-box survey &ppendix3) and therefore | was not able to ascertain reasons why
one student did not want to do this activity again. The survey showed that this
Orff-inspired lesson had a gitive effect on student attitude and that they wanted

to do similar activities in the future.

The peer observer offered the following statement to summarise his observations:

Use of upto-date methods relevant to the subject and student level.
Studentdound explanations clear and easy to follow. A lesson
characterised by real learning and enthusiastic student participation (SCT
lesson 1).
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Notes towards Starting the lesson was difficult i students didn't want to get

findings in this out of their chairs for practical activities

lesson Some students were initially very self-conscious about the
movement activity as it is very different to a usual classroom
task. Eventually they all joined in and once involved the lesson
went smoothly
Students picked up new ideas and skills very quickly. In order

to keep students engaged | had to increase the challenge
The use of Orff pedagogy i word-based building blocks,
imitation, movement, helped students to pick up the new skills
and knowledge easily

A number of students were confidently creating their own
improvisation ideas (without limitations) by the end of the
lesson.

Table 3 Unit 1 Lesson 1 teacher/researcher reflections

Number of
students in class

Content focus Syncopation
Improvisation
Accompaniments ostinato

Cross-rhythms

Orff related Imitation

pedagogy and Improvisation

strategies Rhythmic building blocks
Accompaniments ostinato / cross-rhythms

Table4 Unit 1 Lesson2 1 |l esson focus

Whenever pssible | always try to begin a lesson with an activity that revisits the
skills and learning covered in a previous lesson. Consequently, we began the
lesson with another round of improvisingprovided building blocks from the
previous day, but few studiesnchose to use them. | surmised that the students had
learned how to improvise rhythms independently within one lesson. | also noted
in my journal that having the desks and chairs stacked away at the beginning of
the lesson worked really well. The studentho entered late just dropped their

bags and joined in.

We then moved on to developing syncopated rhythms. A number of the students
in the class, who were creating improvised rhythms without building blocks, were
already incorporating syncopated rhythms. However, | felt it necessary to
formalise this skill. Fistly, | wanted to make them aware of what they were

doing, and secondly, give those students who were not yet incorporating
syncopation, an opportunity to develop and explore this skill by drawing on a
familiar strategy.
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Adapting the activity from Lessah rather than using song lyrics we began by
using the names of students in the classroom. | reflected in my journal: "The use
of a similar activity added continuity to the ideas and helped students feel more
comfortable as they adjusted to a differenbyenpractical strategy of learning."”

Once we had chosen some names and clapped through them using all of the
syllables, | erased the first syllable from two of the names. We still said the whole
name, but only started clapping on the second syllablelethis rest on the

strong beat creating a syncopated rhythm. Jirré-dey / Mal-com /E-rick / Jes
si-ca / Raeger / Mark

In this lesson | also wanted to begin looking at accompaniments. | chose to begin
with ostinato. To do this we chose one of the syncopated rhythms that we had
devised as a class and repeated it. Over this we added our solo improvisations,
giving everyone @ opportunity to continue to experiment with their

improvisations. At this stage most of the class had outgrown a shorhdatr

solo section and wanted to experiment with a longer solo section. They decided

that four bars each (two times through theénago) would be a good length.

| noted in my journal that:

students seemed to be highly engaged in these activities. They are asking
guestions, looking for opportunities to challenge themselves and push the
boundaries of the tasks, and they were engpugeeach other. And it was

not just one or two students, even those who were usually quiet and
reluctant to participate were keen to make a contribution. (Research
journal)

This was backed up by the titdox survey that revealed that all students thought
that they learned something about composing music and they all indicated that
they would like to do a similar activity in the future. This was an interesting

result, as the student who indicated that they did not like the activities in lesson
one did enjg the activities in Lesson 2, which were similar. A note in my

reflective journal states: "...perhaps Jeremy just felt out of his comfort zone in the
first lesson, whereas after two lessons he had acclimatised to the style of teaching

and learning."
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Thefinal activity for Lesson 2 introduced the idea of using crbgshms as an
accompaniment part. We began in a 2/4 meter clapping on the beat and then added
in a triple meter over top. In order to highlight the difference, we chose a different
timbre. The2/4 group were banging on the wooden desktops; the triple meter
group tapped on the metal legs of the desks with a drum stick. We kept this going
for around a minute before swapping roles and repeating the activity. This time

we kept the crosehythm going but | created a new group and they clapped the
name ostinato that we had created earlier in the lessons. This worked well and
students were able to maintain the rhyihmvhich surprised me, and | think them

too. Again | noted in my journal the challenghich students seemed to respond

so well to and which | linked it to the idea of intrinsic flow. To finish off the

lesson | improvised over the accompaniment for around sixteen bars before asking

some of the more confident students to have a go.

I don't like it I liked it and | want I learned something M It was a waste of my
to do it again about composing time
music
I I 14 I 14 I I

Table 5 Unit 1 Lesson?2 tick-box survey

Notes towards Starting the lesson immediately with chairs and desks away

findings in this worked well to get students participating

lesson Students were improvising without rhythmic building blocks
after one lesson and had chosen to lengthen their
improvisation time i Secondary school students pick up
knowledge and skills very quickly

Continuity of learning strategies (imitation, rhythmic building
blocks) helped students adjust to the new (Orff) teaching
approach

Students are engaged especially with the challenging activities
(Flow).

Challenging practical tasks seem to engage students i
intrinsic flow, students are 'in the zone'

Table 6 Unit 1 Lesson2 teacher/researcher reflections

Number of 12/14

students in class

Content focus Improvisation
Accompaniments
Cross-rhythms

Orff related Improvisation
pedagogy and Accompaniments ostinato / cross-rhythms
strategies Building blocks

Composing in groups

Table 7 Unit 1 Lesson 3 planning focus

46



Lesson three began with chairs and desks stacked away, and a repeat of the cross
rhythm and ostinato pattern from the previous lesson. However, this time it took a
while to get going. The students clearly understood the activity and how to do it
but, as nted in my journal, "it seemed to lack the excitement factor from the
lesson before, or perhaps needed a bit of scaffolding rather than just jumping
straight in." Either way, it was not working, and so | made the decision to move
on to the next activity. Tdaim of this lesson was to solidify the learning of the
previous two lessons by giving students the opportunity to create their own
accompaniments and improvisations. | divided the class into three groups of four
(two students were away on this day), antlined the task to devise an ostinato
accompaniment and have each group member perform an improvisation over the
top of the ostinato. | revisited the idea of using building blocks if students got
stuck and gave them a tirimme to create and rehearseittpieces, emphasizing
that they would be coming back to perform their pieces to the class. The students

were assigned different rooms to work in.

A note in my journal states that students "seemed reluctant to begin....they didn't
even want to move inttheir groups, there is a clear lack of enthusiasm." As |
moved around the groups, | found that students were struggling with finding a
place to start. With one of the groups, | brainstormed some building blocks,
essentially starting the process for th@ie second group | visited were also
struggling to start. This time | tried a quick activity involving crdsgthms with

the group, which they completed successfully. They then moved on to the
assigned task. By the time | got to the third group, theyblegdn work but had

lost a lot of time getting started.

A journal reflection went on to suggest that the poor start to the lesson may have
been a contributing factor to the lack of enthusiasm, and perhaps before letting
students move into their separateas, | should have tried a different activity in
order to establish a feeling of success, build up students confidence and focus

them on learning.
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Each of the groups completed the task. However, there was a difference in the
quality of final pieces. Twof the groups completed the task as asked, but one of
the groups incorporated more challenging ideas and seemed to be more satisfied
with their final piece. They were also very enthusiastic about presenting it. This
was the second group, where | had foedshem with a warrpup activity. While

this might suggest a cleaut link between a good warap and a high level of
productivity, my reflective journal noted that "this group also had a higher number
of confident students in it compared to the other gspwhich may have given

the group a higher level of success expectancy, which implies that they are more

willing to take some risks in their work."

I don't like it I liked it and | want I learned something J§ It was a waste of my
to do it again about composing time
music

--

Table 8 Unit 1 Lesson 3 tickbox survey

At the conclusion of this lesson | asked students to complete tHeaickurvey

as usual. However, | also asked them to reflect on the week's lessons and make
somecomments under each of the four questions in their "End of Week Reflective
journal” (gppendix3).

Question 1 asked them to talk about two or three ideas that stuck in their minds
from the lessons this week. There were a number of different areas teattstu
chose to talk about. Some typical examples included:

"Learning how to do improvising:.(Simone)
"Making up an ostinato.".(Erick)
"Learning about syncopation, and that like, the off beat (Andrew)

This was encouraging feedback as twhd learning of both vocabulary and
concepts had stuck in their minds. But what was also interesting was that many
also commented on the style of teaching and learning.

"I liked the activities because the whole cl@ésedin onthe activity and

we allworked together and | dittrthink we could do thdt(Malcom)

"It's good because we are learning how to do it and getting to have a go at
it..." (Ben)
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"I liked making up our own stuff and then mixing it with the other groups
beats: (Jeremy)

"You haveto be thinking all the time otherwise you get loss. & bit
tiring to concentrate that long but | reckon we learn Hegjasdrew)

Notes towards Poor start to the lesson possibly contributed to poor

findings in this productivity

lesson Students are picking up vocabulary and concepts quickly
Students like working together

Students recognise why we are learning this way i see Ben's
quotation.

Evidence of behavioural and cognitive engagement i see
Andrew's second quotation

Table 9 Unit 1 Lesson 3 teacher/researcher reflections

4.4.2 Week 2

The focus for week two was to extend the ideas that we had already covered, and
further develop them into more complex pieces of music by structuring the ideas
into a coherent form, adding in mgmic and textural changes, and to touch on

using different timbres to create interest and provide contrast.

Number of 11/14

students in class

Content focus Improvisation
Form
Dynamics

‘call and response’

Orff related Improvisation
pedagogy and Rhythmic building blocks
strategies Accompaniments ostinato

Rondo
All students always have a part to play
Exploring musical ideas practically

TablelOUni t 1 Lesson 4 1 |l esson focus

We began lesson four with a revision of the ideas covered in week one. We
developed a pulse, worked out a simple crbgshm (three against two) and then

walked around the room improvising over top.

A note from my journal commented that the studeniguickly picked up the
ideas again, perhaps the addition of another ostinato in lesson 3 was too much
without building into it a little more...". | also noted that the first lesson of each

week was in period two, the second lesson in period three artdrthéesson in
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period five (last lesson of the day), which could also be why the students found it

harder to settle into their work as they are tired from a full day of school.

After the warmup we moved straight into working with form. | asked the sttglen

to come up with an eigtiieat phrase using building blocks. The students chose to
use animal names as their building blocks and consequently created the following
phrase: tiger / elephant / lion / mouse / monkey / chihuahua / octopus / rest.

We practisd this a few times and the students decided to put in some syncopated
rhythms. We also noted that the "chi" in chihuahua was played as a pickup beat:

ti-ger / ete-phant /li-on / mouse monkey chi /-huahua / oeto-pus / rest.

This was to be the "A"extion for our rondo piece. | then asked students to come
up with their own individual ®&ar solo parts to make up the other sections of the
rondo. During these solo sections, the rest of the class would keep everyone in
time by clapping the beat. | askéte students to think about which part should be
the loudest, the solo or the accompaniment. The students decided that the solos
should be louder, so the rest of the class would have to clap really quietly. The
students already had a theoretical knowleofggynamics from the works that we

had studied earlier in the year, but this gave them the opportunity to use their
knowledge in a practical situation. We did this activity three more times, each
time with a different focus. The first time through | ask&ttents to incorporate
some dynamic changes in their solo sections, crescendo or decrescendo, first bar
quiet and the second loud. The second time through we explored changing the
accompaniment part played during the solo sections, alternating betwadretso

and quavers. The third time the students divided into pairs and incorporated a "call

and response” into their solo sections.

This was a successful activity and received positive responses from the students.
All students thought that they learnsaimething about composing music, and all
students wanted to do a similar activity in the future. The peer observer also
thought that the activity worked well notingAlf students totally focussed. As
exercises became more advanced and challenging stuegpdsmded with

intensity, laughter and enjoymen{SCT)
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I don't like it | liked it and | want | learned something J It was a waste of my
to do it again about composing time
music

o = 1 = 1 |

Table 11 Unit 1 Lesson 4 tickbox survey

Notes towards The Orff approach's focus on manipulating the elements of
findings in this music offers first-time secondary school composers a clear
lesson focus to develop their skills
Students are becoming less self-conscious in this learning
style 1 jumping into the movement activity straight away
Students are manipulating their improvisations easily, picking
up new skills quickly and building their confidence to
experiment with ideas
Accompaniment parts ensure that all students are busy at all
times
A high level of practical challenge helps to maintain in-class
engagement i see SCT's quotation

Table 12 Unit 1 Lesson 4 teacher/researcher reflections

Number of students in 13/14
class

Content focus Texture
Timbre
Form

Orff related pedagogy Imitation

and strategies Body percussion
Accompaniments ostinato
All students always have a part to play
Exploring music ideas practically

Tablel3Un i t 1 |l esson 5 1 |l esson focus

Lesson five began with a revisiofthe rondo activity as a warap. A note from

my journal states that: "It is clear that the students learnt a lot yesterday, they
incorporated a lot of dynamic changes in their solos and two of the students
organised themselves into a "call and respbss® section.” We also tried

changing the dynamic of the "A" section, with soloist calling out a dynamic, for
example piano or mezzo forte, as they completed their solo section and the class

ensemble responding by playing through the "A" section athtbgen dynamic.

The focus of this lesson was texture. At this level we talk about texture as being
thick or thin, monophonic, homophonic or polyphonic. | approached this lesson
using imitation, an Orff staple. | asked students to watch what | did and then

repeafl my turn (thin texture); students' turn (thick texturdjoth are examples
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of monorhythmic texture. We did this to a 4/4 meter. | used a combination of
body percussion sounds (another commonly used technique in Orff classrooms)
for the demonstrain, which also gave students a chance to explore different
timbres. The next step was to add a simple accompaniment during the rest bars in
order to create homdythmic texture. For this we played quaver noses(the
example below Finally, to demonsate polyrhythmic texture we eliminated the
rest bar. | would play a fotveat rhythm; the students would imitate. While they
were imitating, | played the next febeat rhythm, which they again would

imitate. This was a challenging activity and againstuelents seemed to really
engage with it: "The body percussion one we did was really hard, | think that's
why everyone likes it...it makes me think I'm learning because it's hard, but it's

fun.” (Malcom)

Mono-rhythmic

Teacher

Students

Homo-rhythmic

4J L) TR ) Jh) J0 0] .

Teacher s oo ooss dsoesee o |osses oo oo oo oo

Sudents || §-J dddd I 14 LI TR TTTI T JIT0. .ﬁ“

Poly-rhythmic
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1

Students

Figure 1 Imitation/texture example

The final task for this lesson was to see how we could fit these ideas into a piece
of music that incorporated all of the concepts that we had covered thus far and
also look at a more contemporary form. | asked students tordplihree groups

and gave each group a set of stipulating elements that they needed to include in

their piece of musi¢appendix 4)

Students went into separate areas and had only ten minutes to create a simple

piece, rehearse it and come back readyerdorm it for the class.
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The students quickly dispersed and were well focussed on the activity. This was in
stark contrast to lesson three, where they had been slow to start and needed
considerable help to get going. A note in my journal states:

Studens worked well when split into groups. | think the success of the
earlier tasks helped to motivate them. Also they are becoming more and
more comfortable in this (Orff) environment, having already completed
some group work activities and therefore havirgptier understanding of
what is expected. | think that these factors have increased their (students’)
success expectancy for these types of tasks. (Reflective journal)

Once the groups came back, | assigned each one a section A, B, C, and outlined
the stucture, ABABCBI a common structure in pop music. We were quickly
running out of time for this lesson, so we had to try to put it together without any
rehearsal time. | explained that each group would perform their piece twice (16
bars) and then the nextayip would start. | then reiterated the structure of the

piece before counting in the ensemble.

We found it difficult to complete this task without scaffoldibgt the students

were determined to get through it and we ended up going overtime. | thifacthe
that the class ended and the students were still keen to keep going is evidence of
their attitude being positive towards the activities presented and that they were

deeply engaged in the tasks.

Notes towards Success in activities prior to group work seems to help focus

findings in this students and give them confidence

lesson Students are interacting positively with each other and the
activities. This is creating a positive atmosphere which is
diminishing their self-consciousness and influencing students’
success expectancy by increasing their confidence to take
risks
The positive atmosphere is also affecting their motivation i
students did not want to stop the lesson until they had finished
the task
The warm-up activities are providing evidence of student
learning from previous lessons which implies that students are
engaging with the material and consequently learning
This lesson revealed further evidence that when students were
challenged in practical ways, their engagement increased.
Students' keenness to continue work after the class had ended
gives support to the suitability of the Orff approach to teaching
music in this context.

Table 14 Unit 1 Lesson 5 teacher/researcher reflections
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Number of 13/14
students in class

Content focus Form
Motif development

Orff related Imitation

pedagogy and Body percussion

strategies Student lead activities
Rhythmic building blocks
All students always have a part to play
Exploring music ideas practically

Table1l5Uni t 1 Lesson 6 1 |l esson focus

To begin lesson six we repeated the imitation/texture activity from lesson five.
This time, after | initially started it off, | asked for students to volunteer to lead the
activity T a common Orff practice. This went walith a number of students keen

to take on the role which, as noted in my journal, "...was awesome to see and
confirmed for me that the students are becoming more and more confident

working in this (Orff) style." (Reflective journal)

This led smoothly into the next part of the lesson, which was concerned with
creating a rhythmic motif and then developing that motif using compositional
devices. | divided the class into pairs and handed out some blank paper cards. |
then told the pairdat they needed some rhythmic building blocks.

The students used a variety of ways to come up with some words for their
building blocks, some used the names of students in the class, some chose
a category for example: sports, musical instruments, ani®aise used

song lyrics. This is evidence that students are building strategies that will
help them become independent composers. (Reflective journal)

| then asked students to create a rhythmic phrase with their cards and practise it
four times in a row @petition). After a couple of minutes, | asked them to

practise it backwards (retrograde). | then asked them to add another card
(extension). Next | asked them to change the order of two of the cards (adaption),
and finally, | asked them to take at leagb tcards away (truncation). We had a

brief discussion about the different techniques and how they can be used to take
one idea and develop it into a whole piece of music. The students then created
some more cards, with the same words on them, so thatdh&l/experiment

with the different devices.
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| noted in my journal that:

Although the majority of the students in class are capable of using
standard notation to do this type of activity, | think that they find using
words much easier. It allows themttonk about the music rather than
worry about writing it correctly. (Reflective journal)

This thought came to me because one of the pairs, after completing their piece,
attempted to write it in standard notation while they waited for the other students
tofinish. It also reminded me of the following quotation:

It is not difficult to convince a child of the need for notation, particularly if
continuous improvisation creates the desire to keep a record of the
melodies invented. In the long run it is not pbkesto make progress
without knowing notation(Frazee, 1987, p. 30

To finish this lesson we seip a layered ostinato and each student played through
their motifs.
I don't like it | liked it and | want I learned something It was a waste of

to do it again about composing my time
music

- ¢ -+ = 1

Table 16 Unit 1 Lesson 6 tickbox survey

This activity worked well, and a number of the students chose to comment on this
lesson as the most useful so far in terms of their learning how to compose music,
although some said it was not atemesting as some of the other activities because

...we wereft making heaps of music as a cla@&en)

Some of the ideas that lodged in students' heads from this week included:

..learning structuring(Andrew)
...using different textures, that activivas fun.(Aroha)

Dynamics stuck in my head because | didzally think about it before.
(Mark)

The activities that the students most enjoyed included:
| really liked learning about accompaniments and doing solos over them.
(Jeremy)

The body percussn one where we had to listen and watch really carefully
and then copy, | liked being the leader in that one(tGas)

| just like the improvising ones, th'eg fun, but it takes too long to get
your turn sometimegMalcom)
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There were two activities that students thought stood out and helped them learn
how to compose music: accompaniments and structuring, and compositional
devices. All of the students responded positively to question four regarding
attitude towards composimgusic, although, owing to the wording of the

guestion: "Have the experiences of the past week changed your attitude?", a
number of students responded with a "no" because their attitude was previously
positive after the week one review. It was clear they tliere developing their
confidence and that the ideas being presented were having a positive effect on

their learning.

Notes towards The warm-up activity had a number of volunteers to lead
findings in this showing that students' self-consciousness is diminishing, they
lesson are willing to take risks with their learning and they are picking
up new skills quickly
There is evidence of students assimilating strategies and skills
as they move toward becoming independent composers. This

shows that the Orff approach is suitable for this context
Vocabulary is building as students are becoming more and
more comfortable using technical terms

Students continue to engage well, however it is important to
keep students challenged to counter apathy i see Malcom's
guotation

Table 17 Unit 1 Lesson 6 teacher/researcher reflections

4.4.3 Week 3
The focus for week three was to use different environments to help inspire a piece

of music, explore various percussion timbres (found sounds) withgivee
environment, and to develop compositional plans to help students to create full

coherent compositions.

Number of 13/14
students in class

Content focus Improvisation
Form
Dynamics
Inspiration
Accompaniments
Timbre

Orff related Improvisation

pedagogy and Rhythmic building blocks

strategies Accompaniments ostinato
Drawing on your environment for inspiration
Found sounds
All students always have a part to play
Exploring musical ideas practically

Table18Un i t 1 Lesson 7 1 |l esson focus
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For lesson seven we relocated to one of the science classrooms. This was very
exciting for the students and they were difficult to settle. | therefore began with a
body percussion warp that explored different sounds, dymics and textures.

In many ways it was similar to the some of the activities we had already done,
which meant that the students picked it up quickly and it got them thinking about
music again. Once settled, | asked the students to look around the rotmmknd

of some buildingblock words we could use, using this classroom as a source of

inspiration.

We then looked at each of the elements of music utilizing a "Composition Plan"
(appendix5) and made some decisions that we thought held some signifiwance
this room. For example, we thought of using a 4/4 meter to represent the four
ancient elements earth, wind, fire and water. Mark thought it would be a good
idea to use crescendos to represent chemical reactions in one of the sections.
Simone added on tdark's idea by starting off a section in a mahgthmic

texture and then adding in accompanimentbke adding in different chemicals,
then we could have the crescendo and change interipgtlymic texture with

everyone doing different thinggSimore as cited in researcher reflective journal)

We decided to also have a contrasting section that was quiet with not much
happening at the start and then go back to the original idea. This gave us our ABA
structure. | asked students to look around the randithink about what kind of
sounds we could use during the quiet section. As the students agreed on various
instruments, they moved to them and explored the variety of timbres that their
instruments could make. | asked them to think about the building$lee had

come up with earlier in the lesson and play around with them to come up with a

quiet, not too busy, ostinato.

After a few minutes of exploration, | asked the students to share their ideas and, as
a class, we decided which of the ostinati baged the ideas we wanted to

represent in this section. We decided on two different patterns. One would start
and then the other would come in after eight bars. We also decided that in the

second "A" section, they would start together, and the first m&itiwould drop
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out after four bars and the second instrument would continue with a long

decrescendo for another four bars.

We then turned our attention to the "B" section. For this section everyone needed
a unique instrument, so | asked all of gtiedents to find a sound they liked. There
were some interesting choices, from turning the taps on and off, to opening and
shutting the blinds, to filling up glass beakers with different amounts of water and

tapping them.

As decided earlier, we all began the same ostinato pattern playing quietly.

After eight bars the metallic sounding instruments changed to a different ostinato,
then the water instrument began a different pattern followed by the glass
instruments. Then the crescendo began over fouy &tanghich point everyone

had chosen their own pattern (some were improvising) for a further four bars
before a bar of silence, at which point the second "A" section began.

As usual at the conclusion of this lesson, | asked students to fill in thebaick
survey. All of the students indicated that they had learned something about
composing music, and they had liked the lesson and wanted to do it again. There
were also a number of verbal comments made by the students after this lesson,
which | recordedn my journal.

| didn't think we could do something like that, | really like doing tfism
as cited in researcher reflective journal)

That was all goods...everything linked up and meant someiihitadcom
as cited in researcher reflective journal)

Thepeer observer had this to sayhe interest and excitement created in this
lesson was inspiring. The progression and development of the lessons over the
past weeks has awakened an inherent curiosity in the students which keeps them
fully focussed througbut each lessoh(SCT)

I don't like it | liked it and | want I learned something J It was a waste of my
to do it again about composing time
music

--

Table 19 Unit 1 Lesson 7 tickbox survey
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Notes towards Students are engaged in the lesson i volunteering to
findings in this participate, readily contributing ideas and suggestions, working
lesson cohesively together

The contributions of students i both the number and quality

points to the high level of creativity and confidence that
students are developing along side their knowledge

The change of environment excited students' cognitive
engagement i students were highly focussed, drawing new
links between what they knew and the new context

Table 20 Unit 1 Lesson 7 teacher/researcher reflections

Number of 14/14
students in class

Content focus Improvisation
Form
Dynamics
Inspiration
Accompaniments
Timbre

Orff related Promoting independent composing strategies
pedagogy and Improvisation
strategies Rhythmic building blocks

Accompaniments ostinato

Drawing on your environment for inspiration
Found sounds

All students always have a part to play
Exploring musical ideas practically

Table21Un i t 1 Lesson 8 1 |l esson focus

Lessoreight took place in the school gymnasium. | began with a warmactivity

to settle and focus the class. With such a large area at our disposal, | decided to
work with movement. | played a piece of music and asked students find the pulse
and walk in timeThen | called out various instructions, for example, "jump on
beat one", "walk in cut time", "walk in double time", "move close to the ground",
"fly", etc. | then asked the students to divide into two groups. The focus for this
class was to create a rhytienpiece of music as we had in lesson seven. However,
| wanted to take a lesser role than in the previous lesson, the idea being for
students to take the lead roles and in so doing build their confidence around the

decisioamaking processes required fomgoosing music.

As a class, we brainstormed some building blocks and looked at the composition
plan as we did in lesson seven. We discussed some ideas around timbre, rhythm,
dynamics and texture. | also instructed them that | wanted at least one settion th
included an accompaniment and either an improvisation or a developing motif.
The final instructions were that | wanted to see the ideas they came up with in

their plan take shape in their composition and that, at the end of the class, they
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were to perfam their composition to the other group. | suggested that they
complete their plans before looking for instruments. One of the groups elected a
leader to help facilitate the decistamaking and to write the ideas on the
composition plan. The other groupcitied to explore some ideas and then write
them on the plan as they went. | noted in my journal that:

| really enjoyed watching them work, | noticed that there were clearly
stronger, more confident students in both groups who were leading the rest
of the sudents, but all of the students seemed to be participating and
contributing ideas. (Reflective journal)

One of the groups decided on sports as their topic and decided to use hockey
sticks, baskeballs and body percussion in their piece. Their structa® ABA.

The "B" section had a developing motif with an ostinato accompaniment using the
building blocks Hoekey / Basket-ball / Rugby / Run. They had clearly thought
about the dynamic roles with the ostinato being much quieter than the motif
(which wasplayed by banging hockey sticks together). Their first "A" section was
monaorhythmic moving from thin to thick, incorporating a crescendo as they did

so. Their second "A" moved from thick to thin, with a decrescendo.

The other group started with a "caficaresponse” between two students, while

the rest of the group provided an ostinato accompaniment using the phrase, "

fat boy, run fat boy, ruh There was a foubeat rest, while the students changed
instruments for the "B" section, which had a deveigpnotif that was established

with a basketball, then repeated by a hockey stick, extended by a rugby ball and
then retrograded with a tennis racquet. It also had an ostinato accompaniment. The
return to the "A" section was mohythmic: 'run fat boy, ru fat boy, ruf.

Both compositions were successful, although they both could have used a little
more time to rehearse as there were a few mistakes in the performances. | noted in
my journal that:

| thought these were awesome compositions to be createskithlan an
hour. They are incorporating a lot of what we have covered over the past
three weeks, which is a sign that they have made some great progress in
their learning. Either of these compositions could be submitted for their
assessments. (Reflectiyairnal)
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I don't like it I liked it and | want I learned something J It was a waste of my
to do it again about composing time
music
I I 14 I 14 I I

Table 22 Unit 1 Lesson 8 tickbox survey

Notes towards Students are becoming considerably less self-conscious as
findings in this shown by the high level of participation in warm-up activity
lesson The success of the warm-up activity served to focus students
on music and motivate them to engage. This helped the group
work run smoothly.
Students have clearly assimilated much of what we have been
studying over the past three weeks, as evidenced by their

ability to produce structured compositions in less than an hour.
This is strong evidence towards the suitability of the Orff
approach as a means for teaching composition to secondary
school students

The complexity of the pieces composed adds weight to a
developing motivation to compose music i they have chosen
to create complex pieces when they could have met the task
requirements with much simpler material

Table 23 Unit 1 Lesson 8 teacher/researcher reflections

Number of 5/14
students in class

Content focus Conducting
Timbre

Orff related Modelling

pedagogy and Studentl ed activities T conducting
strategies Improvisation

Drawing on your environment for inspiration

Found sounds

All students always have a part to play

Exploring musical ideas practically

Table24Un i t 1 Lesson 9 1 |l esson focus

Lesson nine, as with the previous two lessdook place in a new environment.

This time it was the cooking room. Unfortunately, on this day only five students
from this class were at school due to education outside the classroom (EOTC)
activities. | therefore decided to change the intended |ldsdogiter suit the

situation. Rather than create a piece of music as we had on the previous two days,
we explored some of the different sounds around the classroom, and | asked the
students to choose one instrument. | then asked them to find four differgs to

play the instrument so that they made different sounds. Most students found two
or three easily, but only two found a fourth sound that they were happy with. |

then asked students to each find a short rhythmic phrase that included at least two
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of their sounds. After a few minutes we went around the group and listened to
each of the phrases.

Next, | told them that | was their conductor and when | pointed to them | wanted
them to play their phrase. | started by listening to each student's phtase in
before choosing one and calling on him/her to continue with his/her phrase,
creating an ostinato. | then added in a different instrument on various beats to
create an interesting rhythm and again indicated for them to continue. | added a
third instument as a colour part and directed the last two into a "call and
response”. Once | was happy with what | had created, | indicated for them to
crescendo and then stop. We then switched conductors, | became an
instrumentalist and the students took turnsdomting the group.

This task started off well, with students highly engaged in a new challenge, but by
the fourth or fifth conductor the instrumentalists had lost interest. | reflected that
perhaps the loss of interest could be attributed to a lachkadenge in the parts

that the instrumentalists were asked to play, or perhaps, having already done the
activity a few times, the instrumentalists had learned what they could do and the
activity had lost its utility. Despite these reservations, | notedyifournal that:

| was impressed with the way that the students took to conducting,
listening carefully and layering their ideas to create an interesting mix of
timbre and rhythms. (Reflective journal)

We finished off this class with students completingir tick-box surveys and

completing their reflective journal questions. (I asked those who were away to

complete their questions in the next class.)

I don't like it | liked it and | want § | learned something It was a waste of
to do it again about composing my time
music

I D -

Table 25 Unit 1 Lesson 9 tickbox survey

The tickbox survey indicated that students thought that this lesson was fun, but
some were not able to link the activities to music composition and thougas it

not very useful.
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Overall, this had been a successful week in the eyes of the students. Some of the
ideas that remained in their heads included:

| really liked making up music that meant someth{{ggmone)

It was interesting going into different pegand seeing what sounds we
could find.(Kris)

| didn't think that we could make stuff like that up. It was like real music,
not like band stuff, more like classical mugierick)

The activities that the students liked included:

All of them. (Isaiah)

| liked it when we made up our own ones in groups because it was our
work. (Ben)

The science room one was good because we got to make a whole song,
and it worked. But the gym one was good too because we did more by
ourselves(Jessica)

Comments about activities that helped students learn how to compose music
included:

The science room because we got to put all the pieces that we were
learning about togethefisaiah)

The activity in the gym because we had to work heaps of it out vessel
(Jessica)

The final question again ended up with most students saying that it did not change

their attitudes because they were already keen to learn more.

Notes towards Despite the more confident students being away, all of the

findings in this students were keen to have a go at conducting. This shows

lesson that the self-consciousness of students is diminishing and
confidence is building throughout the whole class body.
Students need to be challenged if they are to maintain

engagement. Alternatively some new learning that continues
to benefit them needs to be incorporated into activities.
Students' creative confidence has grown as evidenced by the
time and effort taken by each conductor to carefully layer their
musical ideas

Table 26 Unit 1 Lesson 9 teacher/research reflections

4.4.4 Week 4
The focus for week four was for students to begin their own compositions that

would be assessed against the NCEA Achievement Standard 91092. Students
would have two week®tcreate, rehearse, perform and score their pieces of

music.
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Number of 14/14
students in class
Content focus

Orff related Promoting independent composing strategies

pedagogy and Improvisation
strategies Rhythmic building blocks
Accompaniments ostinato
Drawing on your environment for inspiration
Found sounds
Exploring musical ideas practically

Table27Un i t 1 Lesson 10 1 |l esson focus

| began lesson 10 with a short body percussion piece for a-u@armader to

settle the class and get them thinking about music. We then discussed the
requirements of their assessment piece of music in terms of the marking criteria
and what they should be trying to achieve, i.e. something similar to what was
created in lesms seven and eight. Once | was satisfied that the students had a
clear idea of the requirements, expectations and timeline, | asked them to choose
whether they wanted to work individually or in groups. Once decided, they could
come and pick up a compositi plan and start thinking about the environment

that they wanted to work in.

All of the students chose to work in groups of at least three people. Once students
had chosen a location, they needed to make sure that they were allowed to work
there (aghey would be making a considerable amount of noise). They then
confirmed their location with me and then moved to the location to begin

exploring and filling in their composition plans. The goal for this lesson was for
the groups to choose an environmelatyelop some buildinglock ideas and map

out some ideas on their composition plans.

The environments that were chosen included: the whare kai (kitchen), the gym,
the boys' toilets, and the school hall. By the end of the lesson, students had to
report bak to me at the music room to discuss their progress and provide an "exit
plan” (studenset goals that outline what they intend to work on and complete by
the end of the next lesson). All of the groups had made a good start with the Boys

Toilet group alrady well under way to completing their first section.
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Notes towards Students settled into the task quickly and enthusiastically 7

findings in this this indicates that they have assimilated strategies to help

lesson them compose independently. This shows that students are
becoming both confident in their creative abilities and

motivated to compose music

The above point provides evidence towards the suitability of
the Orff approach for providing students with the strategies
and confidence to work on their composition assignments

Table 28 Unit 1 Lesson 10 teacher/researcher reflections

Number of 12/14
students in class

Content focus

Orff related Promoting independent composing strategies
pedagogy and Improvisation

strategies Rhythmic building blocks
Accompaniments ostinato
Drawing on your environment for inspiration
Found sounds
Exploring musical ideas practically

Table29Un i t 1 Lesson 11 1 |l esson focus

Lesson eleven did not begin wellhe second lesson each week is after our

morning break. On this day, morning break was extended so that our school could
accommodate a visiting group. For this reason, | decided to not begin the lesson
with a warmup. As students came into class, | gthaam the "exit plans” that

they had set the day before, quickly discussed how they intended to begin today
and reiterated the timeline. Students then moved to their chosen locations to begin

work.

My role in this part of the intervention was to h&pilitate group work, make

sure the groups were on task and that they achieved the goals that they set out in
their "exit plans”. | also needed to ensure that their work met the standard for their
assessment and often made suggestions for studentskialiot as they

developed their ideas.

At the end of lesson eleven, the Toilet Group and the Gym Group had already
completed their pieces, although they still needed further rehearsal to tidy them
up, which was their "exit plan” for the next lesson. ledoih my journal: "These

two groups have some strong personalities in them, and are also very musically

confident. | think this leadership quality and the -sfficacy in each group helps
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them make decisions quickly, which in turn helps them to progfeesgieely.”

(Reflective journal)

The Whare Kai Group had completed their "A" section, but had struggled on this
day to manage themselves effectively. When | caught up with them, about fifteen
minutes into the lesson, they had yet to start working. Gomes§ed, however,

they did manage to make some positive steps towards achieving their "exit plan”
goals. | noted in my journal that the.WWhare Kai Group along with the Hall

Group would have benefitted from a whalass warrrup to help focus them

beforemoving on to their locations(Reflective journal)

The Hall Group was struggling all round and had decided to change location to

one of the music studios so that they could use some of the percussion instruments
rather than found sounds. This group wasworking efficiently and needed

someone to step up and take control of the group to help facilitate and make
decisions. | had quite a long discussion with this group about how best to continue
and they agreed that they needed someone to help fadlitate discussions and
decisionmaking. A note from my journal states:

...but once | started asking questions of them, essentially providing a focal
point for their ideas, the composition began to develop quickly. I think that
this shows that while thegre capable of doing the work, they are

struggling with the situation of working as a group. Perhaps next time
these students should consider working individually. (Reflective journal)

Notes towards Two groups struggled to get on task today, possibly adding
findings in this weight to the need for a warm-up to help focus students before
lesson group work
The two most confident groups settled in and worked well
without a warm-up, possibly due to higher levels of efficacy
and expectancy within the group
Three of the groups are progressing well showing evidence of

management and composition strategies - they are fully
engaged. The fourth group seems to have a solid handle on
the composition concepts but are struggling to manage
themselves i possible causes could be social influences, this
is a group of students who are generally reluctant learners.
This could be contributing to a low level of efficacy and/or high
fear of failure combining to impact on the group's overall
motivation.

Table 30 Unit 1 Lesson 11 teacher/researcher reflections
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Number of 14/14
students in class
I Content focus I Composing music I

Orff related Promoting independent composing strategies
pedagogy and Improvisation
strategies Rhythmic building blocks

Accompaniments ostinato
Drawing on your environment for inspiration
Found sounds

Exploring musical ideas practically

Table31Uni t 1 Lesson 12 1 |l esson focus

We began lesson twelve with a waup, "The Cup Gamelappendix 6). This
wasboth a challenge for the students and also worked to energise them and get
them into a positive mood. | then handed out their "exit plans" from the day
before, discussed with each group how they intended to begin their work-and re

iterated their timeline.

As | moved around the groups, they seemed to be working well. Both the Whare
Kai Group and the Music Studio Group were making progress. However | noted
in my journal that there was a distinct difference in the quality of compnositi

being produced. The Gym Group and Toilet Group were very much into creating
a piece that had meaning for them, and they were spending a lot of time on
making sure that their pieces flowed in a logical progression, almost like telling a
story. The Whar&ai Group along with the Music Studio Group, by comparison,
saw this as a task to be finished, rather than a piece of art. In my reflective journal
| noted that the...

...musical experience along with setinfidence and selxpectation are
driving forces for the Toilet Group and the Gym Group. | think that
because they are operating at a higher level of musical understanding than
the other groups, the challenge is for them to create something artistic,
whereas the other two groups are at a lever&vbempleting the

assessment is challenging enough. (Reflective journal)

At the end of the lesson, students completed their "exit plans". Although this was
the end of the week, | did not ask them to fill in their reflective journals, as the
unit was quicky coming to a close (with only three more lessons to go) and |
wanted to ensure that the groups spent their time working on their composition

assessments.
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Notes towards The more musically confident students i higher self-efficacy i
findings in this are creating a much higher quality product, focussing on
lesson communicating the ideas that have inspired them, whereas the

other two groups, who are made up of generally less confident
students, are not particularly interested in creating a piece of
art; rather they are concerned with completing the
assessment.

Table 32 Unit 1 Lesson 12 teacher/researcher reflections

4.45 Week 5
Week five was the final week for Unit One of this intervention. The focus was for

students to completéeir first composition for assessment against Achievement
Standard 91092. This included scoring the piece using traditional music notation
and performing the piece which was also video recorded as evidence towards the
Achievement Standard.

Number of 14/14

students in class

Content focus Composing music
Scoring music

Orff related Promoting independent composing strategies

pedagogy and Improvisation
strategies Rhythmic building blocks
Accompaniments ostinato
Drawing on your environment for inspiration
Found sounds
Exploring musical ideas practically

Table33Un i t 1 Lesson 13 1 |l esson focus

As usual, | started lesson thirteen with a wanpto get students up, moving, in a
positive frame of mind, and thinking about music. We relocated to the school hall
(next door to the music room) and we did a movement to music activity, where a
leader woudl call out the type of movement (for example, "move like a tiger") as
we moved in time with the music. | made a note in my journal regarding how the
inhibitions of this class had diminished considerably since beginning the
intervention.

The students seesettled and comfortable in this teaching environment.
They are keen to participate and put themsélaastheré. | think if | had
tried this activity earlier in the year, none of the students would have
attempted itNow they are all joining in... (Redttive journal)

The focus of this lesson was to finish off the pieces of music and begin scoring the

music. | worked with each group to help them write out the main rhythmic ideas
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of their pieces as they performed the different parts, which they couldisieeto
write out their compositions in full. This took the whole lesson but, by the end, all
of the groups were writing their pieces. A note from my journal states:

...because the pieces made up by the Gym and Toilet groups are driven by
an artistic sese, they are much harder to score with subtle differences that
the students are keen to see included in their scoring, this is a real learning
curve for them, a process they will be learning huge amounts from.
(Reflective journal)

Notes towards The activities of this intervention have helped many of the
findings in this students shed their self-consciousness i at least in music
lesson class. They are comfortable within this environment and willing

to participate in activities that previously they would have sat
out.

Good warm-up all students on-task

Table 34 Unit 1 Lesson 13 teacher/researcher reflections

Number of 13/14
students in class

Content focus

Orff related Imitation
pedagogy and
strategies

Table35Un i t Lesson ) esson focus

Lesson fourteen was the secedneast lesson of the intervention and, as such, |
wanted just a quick warmap so that students could get on with their wdttke

students also wanted to just get athvit, so we had a couple of rounds of "The

Cup Game" (see appendix 6). The students then began work on their scoring. The
Whare Kai Group and the Music Studio Group finished their scoring first (as
suggested earlier, their pieces were considerably d¢aseore as they did not

contain as many nuances as the other groups) and | asked them to move back to
their locations to rehearse their pieces ready to present them to the class the next
day. The Gym Group also finished their scoring before the ena d¢ésson.

However the Toilet Group needed some extra time, which they decided would be
after school.

Number of 14/14
students in class

Content focus

Orff related
pedagogy and
strategies

Table36Un i t Lesson esson focus
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At the start of lesson fifteen, for the first time ever in an dftech class, all of

the students arrived on time. In fact two of the groups had arrived early and had
been rehearsing their compositions in the musidatud he students were all

keen to get into their groups to rehearse a few times before performing to the
class, so we quickly organised the schedule for the lesson. We allocated 15
minutes to rehearse; we then randomly selected the order of the perfesmanc
Whare Kai, Toilet, Music Studio and Gym. We decided we would meet at the
whare kai in fifteen minutes time. The students then moved off to their locations.

I quickly moved around the groups to make sure they were all ready and we made
our way to theifst performance, where | set up a video camera to film the

performances as evidence towards their assessment.

| described the piece in my journal in this way:

The Whare Kai Group's performance was in a 4/4 meter throughout, and
performed at a moderatemipo. The students had clearly thought about
dynamic changes and had used a rondo form. There were changes in
texture between sections. The "A" sections were rrgthmic and the

solo sections were honrbythmic making use of an ostinato as an
accompanyig part. Each student had a solo section of 16 bars. Each of the
solo sections began with the same rhythmic motif and then developed
independently. The timbres that they chose were: stacking plates; cutlery
dropping onto a metal counter; scraping pot ladsj opening and shutting
oven doors.

The Toilet performance started in 3/4 at a slow tempo. Each student
started by flushing a toilet (three toilets, three students, three flushes). Two
students then began a "call and response” between with the stall door
accompanied by a vocal ostinato by the third student who was sitting on
his/her toilet (yes, some dramatic elements came into this performance).
This section ended with a further three flushes. Section "B" moved into a
much more brisk 4/4, with two stadts creating a layered ostinato with

the towel dispenser and the taps, while the third student developed a motif
by tapping on the water pipes. This section ended with a change to a
monarhythmic phrase on all instruments. The piece then moved back to
anadapted "A" section, finishing with three flushes.

The Music Studio Group's piece used a drum kit and percussion
instruments. It began in a 4/4 meter at a moderate tempo. An ostinato on
the hihat in eighth notes, was joined by a kick drum in crotcliisr the

top of this was a long guiro stroke starting on beat one. The third student
improvised over the top on the cowbell. As the section ended, there was a
crescendo on all of the instruments which ended on a one beat followed by
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three rest beats. Semti "B" began with the cowbell keeping time in
crotchets. The other two students performed a "call and response” with
clave and hhat. The "call and response" incorporated the use of dynamic
changes, often creating an echo effect. Section "B" finishedbettinthe
clave and the Hnat joining the cowbell part.

The Gym Group's piece started in 4/4 meter at a moderately slow pace.
The chosen instruments were a basketball, a softball bat sliding over
wooden bars, a hockey stick scraping over a wooden nelaavooden

stick banging against wooden and metal bars. About three quarters of the
way through the section, there was a change to a rylomic bar with

all students playing on the beat, before picking up their original ideas
again. The same mowbythmic idea ended the section. Section "B" began
with the hockey stick tapping the floor, before the sticks came in with
another layer, followed by the basketball and the softball bat. After a few
bars to establish the ideas, the hockey stick, basketbatlceiball bat
changed to a quiet dynamic, and the sticks began to develop a motif for
around twenty bars. This was followed by a decrescendo and then a sharp
crescendo by all of the instruments, which moved into the previous
section's monwohythmic phraseThis section was repeated with a solo by
the basketball. Finally there was a return to the "A" section ending with
the monerhythmic phrase again. (Reflective journal)

4.4.6 End of unit student reflection

At the conclusion of the performances | asked the students to complete the End Of

Unit questionnairéappendix7?).

Question one asked whether students enjoyed the work that they had done during
Unit One. Students' responses to this question revealealltbathe students had
enjoyed the work we did over the past five weeks. Reasons included:

"...because we got to make heaps of beats and we learned heaps about how
to make themi.(Ben)

"...I'liked it when we all got to work together to make stuff, baiso liked
working in my group because we all wanted to make ours the best, like a
competition” (Jessica)

"...it's not like other classes where yrejust sitting and doing bookwork.
(Roger)

Question two asked whether students wanted to learn moué @aposing
music. Again all of the responses were positive, which implied that the students’
attitude towards composing music and learning how to compose music was

positive, which corresponded with the data | had collected throughout the
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intervention. Rasons why students wanted to learn more about composing
included:

Because'Ve learnt heaps about it, and it just makes sense now. | can put
together different beatnd rhythmsand it sounds good, but before it
didnt. (Jim)

| just think that it is reayl interesting and | like learning aboutTihe more
I learn the more it just makes sense and then | want to do it more because
it's fun. (Aroha)

One student said that five weeks of just doing percussion was too much and that

he wanted to play some othestruments.

Question three asked "Were you happy with the way your composition turned out
in the end or were there parts of it that you would like to change?" This questions
received a range of responses. While overall students seemed to be happy with
their work, there was clearly some give and take when it came to negotiating their
ideas during the composition process, and four students indicated that they did not
feel that enough of their ideas had been incorporated into the final assessment
piece andhis had resulted in disappointment and/or frustration. Three students
mentioned that they would have liked to have had more time so that they could

have tried more ideas.

The responses to question four "Have your experiences of composing music over
the st five weeks encouraged you to explore music composition in your own
time?" were mixed. Eight said that they had not tried composing in their own time
since starting the unit, one adding that they were too busy and they udoally "

stuff like that when'in bored. (Isaiah) Two others said that they had tried
composing using computer programs and that the music had turned out better than
previous attempts. Another student had tried writing songs. She said that, "it's
really different to what we've been dgi but | just thought I'd give it a go."

(Aroha) I noted in my journal:

This was a hugely successful unit. To have all of the students in the class
submit a composition for assessment is a 300% improvement on last year.
Students' attitudes towards commaoswere highly positive compared with
previous years and students have clearly improved in their understanding
of music and how music works.
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4.5 Unit 2

The aim for Unit Two was to reinforce the learning from Unit One with regard to
compositional devices drthe elements of rhythm, structure, dynamics, texture,
and timbre, and to explore how pitch works to create and manipulate melodic
motifs and harmonic accompaniments. While Unit One took place in the last five
weeks of Term Two, Unit Two took place in tdast five weeks of Term Three. In
between the two composition units, students focussed on their performance

assessments.

45.1 Week 1

The focus for week one was on reviewing the ideas of rhythm, dynamics, texture
and improvisation, as well as exploringgbied percussion instruments,

introducing the C major pentatonic and the C major scales, and finally,

introducing some basic harmonic conventions, including a tonic drone and various

bordun accompaniments.

Number of 12/14
students in class

Content focus Improvisation
Melody C pentatonic
Harmonic accompaniments

Orff related Imitation

pedagogy and Building blocks
strategies Body percussion
Improvisation
Tuned-percussion
C pentatonic
All students always have a part to play
Accompaniments i Drone/Bordun

Table37Un i t 2 Lesson 1 1 |l esson focus

The classroom required considerably more musical equipment than it did in the
previous unit, so before class | set up the instruments in acéehai, with a
contrabass marimba andgtandard marimba at the back. In front of these | put a
bass metallophone and a bass xylophone. Three alto metallophones and three
xylophones were placed in the next row and closest to me were the three soprano

metallophones and the three soprano xylopbdgsee figure 2).

For lesson one | wanted to make connections with the concepts covered in Unit

One, the idea being to build efficacy and success expectancy through working
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with material that students were familiar and successful with, and engage student
prior knowledge before moving on to new ideas. With this is mind | asked

students to provide some rhythmic building blocks to use in our warm

which we created a layered ostinato using body percussion. We went around the
class improvising over e bars each. Some students chose to use the building
blocks for their improvisations. The majority found it easier to make it up on the
spot. We went around three times and, by the last time, some of the students were

incorporating rest periods, dynamicanges and simple compositional devices.

il

Ao Metsllophanes ARg Xylophones

[11]
—_—
—_—

Soprano Metalophones. Zoprano Xyhophones

Teschars Allo Xylophone

Figure 2 - Tuned percussion ensemble layout

The students were clearly very keen to have a go on the tuned percussion
instruments, so | let them explore for a few minutes before setitiérg and

introducing the instruments.

Once the students were familiar with the instruments | asked them to create a "C"
pentatonic scale (CDEGA) by removing the "F" and "B" notes. We discussed the
pentatonic scale, what pentatonic means and its signde; i.e. firstly, it is often

an important scale in Orff pedagogy due to its friendly (no clashes) harmony.
Secondly, students need to be aware of pentatonic scales for their general musical

knowledge and for the eraf-year exams. Finally, the pentatorsicale is
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historically important and widely used throughout the world in various forms,

including among many Pacific Island cultures.

As in Unit One, | wanted improvisation to be a key element of learning. Using the
building-block rhythms that the studis came up with in the warop, |

demonstrated how to incorporate the rhythms with pitch to create a melodic line.
Utilizing the strategy of imitation, | played a short phrase and the students
repeated it. The class was then encouraged to experimentiraliy with adding

pitch to the building blocks to create an "A" section for a rondo. We shared some
ideas and settled on a motif that we were happy with, practised it a few times, and
then tried putting together a rondo piece with the "A" section sepgutae other
improvised sections. During the individual improvisations, the rest of the class

kept time by clicking their mallets together.

After we had played through once, | asked the students to switch instruments.
This continued throughout the lessso that each student could explore as many
of the instruments as possible. The second time, through, | decided to add a drone
as an accompaniment. We discussed the idea of a drone and why | chose a "C"
note, i.e. it is the tonic or "home note" of the k&ien we went through the rondo
again. Some students were developing rhythmic ideas on the drone, so we went
with it and came up with an interesting rhythmic ostinato to play while the soloists
were improvising. (I did need to remind some excited studefew times that it

was the solo that was the important part, not the drone, so they needed to play
quietly). Switching regularly between the drone and the section "A" motif kept up
the challenge and consequently the engagement. | then introduced a simple
bordun accompaniment and a crossover bordun, which students could choose to
incorporate, but | kept the marimbas playing the rhythmic ostinato drone to keep
us grounded in the key of "C". The peer observer stated:

Immediate start to the lesson with a picad warmup focussed the
students, drawing on the prior learning of last term...Student interest is
peaked by new instruments to explore and new challenges presented by
their teacher. (SCT)
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I don't like it | liked it and | want I learned something J It was a waste of my
to do it again about composing time
music
I I 12 I 12 I I

Table 38 Unit 2 Lesson 1 tickbox survey

Notes towards Students seemed excited to be beginning composition again.
findings in this High success-expectancies having completed one composition
lesson already.

Tuned-percussion drawing a lot of intrinsic interest

A lot of creative confidence in the class with students easily

adapting their rhythmic improvisation skills to melodic
improvisation some students adding in dynamic changes.
Warm-up drew on students' prior learning providing a
confidence boost and focussing students on improvisation
again

Table 39 Unit 2 Lesson 1 teacher/researcher reflections

Number of 14/14
students in class

Content focus Improvisation
Me | o dcgll and response’
Harmony i melodic ostinato

Orff related Imitation
pedagogy and Exploration
strategies Improvisation

Me | o dcgll and response’
Harmony i melodic ostinato
Tuned percussion

Table40Un i t 2 Lesson 2 1 |l esson focus

Lesson two began with a rhythmic activity. This one focused on motif
development. One person performed afoeat phrase, which was copied by the
person to their left, who then developed the pheamskpassed it to the left again.

The rest of the class kept time with a simple ostinato.

We set up the classroom with the tuned percussion instruments and reviewed the
ideas from lesson 1, including creating and playing through some ideas using the
"C" pentatonic scale. Students then split into pairs, with one wood instrument and
one metal to help provide timbral contrast. They then worked on a "call and
response” sequence in a similar way to our wapnactivity, i.e. one person plays

a simple motif (alwgs starting on "C" and mostly progressing in steps); the other
person repeats and then develops. The original person then repeats the developed

idea and develops again. Once | felt that the students were comfortably
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developing their ideas, | asked thenbtong their instruments back to create a
class ensemble. At this point we explored some student ideas that could be used as
a melodic ostinato to act as an accompaniment, before playing through our "call

and response” ideas as a class ensemble.

A note from my journal explains that:

While | was walking around the pairs as they worked it was clear that the
ideas behind the lesson were being communidatbé students knew

what they were supposed to be doing and were working on the task.
However the noise level of the instruments was high and this made it
difficult for them to hear the motif they were supposed to be copying. |
noticed several pairs stop because they couldn't hear their partner. Other
groups were relying heavily on watching whagittpartner was doing.
Eventually, a number of groups gave up. (Reflective journal)

This was a concern as it was clearly a negative experience, where the students
were trying to do their work but couldn't. | also noted the volume of the
accompaniment patwere often louder than the solos during wiaéess

activities. These were issues that needed to be resolved for future lessons. |
decided that group or pair work would have to be done in multiple rooms. For
whole class activities, | decided that | woyldt need to remind students to play
quietly before we started. During the activity | needed to take on a conductor role

in order to control the dynamic.

Another interesting occurrence was that students were already adding their "F"
and "B" notes back a@a their instruments. | noted in my journal: "It seems to be a
balancing act when keeping students engaged. While the students still have a lot
of options to explore with the pentatonic scale, | think a number of them are
getting a bit bored, or perhap®thare not able to complete the melodies that they
have in their heads without the extra notes."

The tickbox survey provided mixed results for this lesson. Clearly issues with
controlling volume impacted on students' engagement. Also, students nebded to
provided with an extension task to challenge them and keep them exploring the
pentatonic scale. Despite this, most of the students thought that they learned
something about composing music and over half wanted to do similar activities in

the future.
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I don't like it | liked it and | want I learned something J It was a waste of my
to do it again about composing time
music

——

Table 41 Unit 2 Lesson 2 tickbox survey

Notes towards In-class engagement was affected by external environmental

findings in this factors i.e. the volume of other students working. This not only

lesson affected attitude towards the lesson but also students' ability to
explore and gain understanding of the concepts
The uptake of skill and knowledge with regard to the
pentatonic scale was very quick and this led to some students
adding in their F and B notes to create the major scale. Again
the balancing act of providing challenge and ensuring students
have time to explore ideas fully is difficult.

Table 42 Unit 2 Lesson 2 teacher/researcher reflections

Number of 14/14
students in class

Content focus Major Scale
Arranging music

Orff related Solfa
pedagogy and Imitation
strategies Timbre
Major scale
Arranging music
All students always have a part to play

Table43Un i t 2 Lesson 3 1 |l esson focus

Lesson three was based on an arrangement of "Three Little Birds" by Bob Marley
(appendix 8). The aims in using a piece like this were to introduce tlog scaje,
to show that these instruments and the theoretical concepts that we were learning

were present in songs that the students were familiar with, and to have some fun.

| started the lesson with a vocal waup using solfa (@endix9). Solfa is ofta

used as a warvap in my classroom, but | intended to increase regularity during

this second unit of the intervention as a further way to explore melody and simple
harmony. After the warrup, we arranged the tuned percussion into a class
ensemble. | useidhitation (my turn, your turn) to teach each part. All of the

students learned how to play all of the parts so that we could later change
instruments without having to relearn new material, and also so that all of the
students were playing music throughthg learning process. Once we had

learned the parts, | assigned them to the various instruments. At this level, most of

the students are capable of reading music, at least to a basic level, and given the
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number of parts in this score | chose to put itt@projector to help facilitate

playing through the structure of the piece. It took us a few attempts to get through
the piece completely, but the students again enjoyed the challenge. We then
analysed and discussed the elements of music with regaid srrdingement. At

the end of the class, | asked students to complete thebdickurveys as well as

their "End of week" questionnaires'

I don't like it I liked it and Iwant to {f |learned something It was a waste of my
do it again about composing time
music
I I 14 I 14 I I

Table 44 Unit 2 Lesson 3 tickbox survey

Some of the ideas that were retained by students from the past three lessons
included:

...learning about harmonies and melodies and using the pentatonic scale.
(Jeremy)

Playing "Three Little Birdsbecause | didhknow you could play music
like that onxylophones etgJim)

...what we learned last time in composition is the same as this time in lots
of ways, but this time'& different using the instrument{8en)

Theactivities that the students liked were from the first and third lessons. From
the first lesson, the students made comments about using the instruments and
learning about the pentatonic scales. From lesson three, the students comment on
playing a song thtahey knew, but in a different way using the tuned percussion

instruments.

The activity that they didn't like was from lesson two, creating "call and response"
phrases in pairs because it was "...too loud in the classroom to do it (the activity)
properl”. (Aroha) This point came from five students and was in line with my

own reflective journal entry for that day. The activities that students felt helped
them learn how to compose music were also the main tasks from lessons one and
three. For most studemtthese were the tasks that held some new ideas and

experiences, and which challenged them.

During Unit One, | came to realise that there were issues concerning the wording
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of question four, i.e. "Have the experiences of the past week changed ytadeatti

in any way towards composing music?" A number of students were regularly
responding that their attitude had not cl
attitude was positive or negative towar d:
wasn't really gettinge information that | wanted. | decided to keep the original

question, firstly, in order to maintain consistency, secondly, in case students had a

bad experience and their attitude changed for the worse as a result. But | did add

an extra question that askthem to rate their level of motivation on a scale from

1-10, 1 being I hate it, 10 being I love it. The class average for this first week saw

students' attitude average at 7.15. The lowest rating was a five and the highest

rating was a nine. Overall,ithwas a positive result, but clearly students had

issues with lesson two.

Notes towards Students like working with the Orff instruments and have
findings in this picked up both the melodic and harmonic concepts quickly and
lesson also the vocabulary associated with them. See Jeremy's
guotation above.
Using the Orff techniques students have been able to draw

links between what we did in Unit One and what is happening
in Unit Two. See Ben's quotation above.

One of the biggest influences on student engagement
continues to be the level of challenge, especially practical
challenge rather than cognitive challenge (although cognitive
challenge is also playing a part).

Table 45 Unit 2 Lesson 3 teacher/researcher reflections

4.5.2 Week 2
The focus for week two of Unit Two was on structuring. | also wanted to review

the compositional devices from Unit One, this time incorporating pitch, and also
add in some pitcloriented compositional devices, for example sequence and

inversion.

Number of 13/14
students in class

Content focus Major Scale
Arranging music
Accompaniments
Improvisation

Orff related Solfa
pedagogy and Imitation
strategies Improvisation
Accompaniments
Structure
Arranging music
All students always have a part to play

Table46Un i t 2 Lesson 4 1 |l esson focus
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| started lesson four with the instruments arranged in a class ensemble. Our warm
up started with students playing a simple drone on the tuned percussion and
singing the major scale using solfa.eT$econd time through we used a bordun.
This was followed by a crossover bordun, then a moving bordun. The idea behind
this activity was to explore how the different accompaniments feel while singing a

melody.

| then introduced the main melodic ostirfati an arrangement of "Billie Jean" by
Michael Jackson as per the process outlined in lesson three. Once we had learnt
the piece, we used this as an "A" section for a rondo, with the alternating sections
consisting of a sixteehar improvisation accompamidy the students' choice of

any of the borduns we reviewed in the waum This activity offered a review of
rondo form, improvisations in the key of "C" major, and the opportunity to
experiment with another piece of music that students were familiarBytthe

end of the activity, some of the students had figured out how to play the "Billie

Jean" melody also.

For the next activity, | divided the class into two groups and asked each group to
develop an accompaniment that consisted of at least a drbosjun and a

melodic ostinato. One group remained in the classroom, the other moved into one
of the music studios. They were given only five minutes to complete this activity

before | called them back in.

The Music Studio Group performed their accompaanit first, followed by the
Classroom Group. | then asked the students how we could structure these ideas to
create a piece of music. They suggested starting with the Music Studio Group for
16 bars, then changing to the Classroom Group's piece for 1@&bdnse could
continue that for as long as we wanted. One student also suggested playing
through the "Billie Jean" piece twice as a bridge section. We settled on an
ABABCAB form. While one group was performing their accompaniment, the

other group would chase two people to improvise (8 bars each or a "call and

response”) while the rest of the group kept time by tapping their mallets together.
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This was a challenging piece and it took us four attempts to get through it to a
satisfactory standard. Again theidents really enjoyed the challenge of putting a
piece together and trying to play it all the way through. Thelk survey

showed that all of the students enjoyed this lesson. However, two students thought
that they didn't really learn anything ab@omposing music, which | thought was
surprising. On reflection, however, much of the material covered in this lesson

was review work from either this unit or from Unit One, so | thought that this was

a valid comment. However, | considered that it was itgmdrto revisit ideas and
concepts in order to gain a thorough grounding in them. Revising ideas helped the
students in the class to develop their confidence. It allowed them to explore and

add to the material that had been formally introduced.

I don't like it | liked it and | want I learned something J It was a waste of my
to do it again about composing time
music

. = { = 1 °

Table 47 Unit 2 Lesson 4 tickbox survey

Notes towards Students continue to pick up and adapt theory, skills and

findings in this musical motifs very quickly

lesson | have some concern that because uptake is so quick that
there is not enough time for exploring some ideas to their
fullest 1 Will this impact on their long-term understanding?
A feature of this class was the level of creative thought going
into the improvisations. Students are becoming more
adventurous with their exploration of the elements of music.

Table 48 Unit 2 Lesson 4 teacher/researcher reflections

Number of 14/14

students in class

Content focus Compositional devises
Major Scale

Orff related Solfa
pedagogy and Imitation
strategies Improvisation
Accompaniments
All students always have a part to play

Table49Un i t 2 Lesson 5 1 |l esson focus

The focus for lesson five was to experiment with developing melodic motifs using
compositional devices. Again, much of this lesson would be a review from Unit
One. However, this lesson also aimed to incorporate the useledyrather than

just rhythmic motifs. It also set out to include some new compositional devices.
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We started the lesson with a solfa warm up again. We then set up the tuned
percussion ensemble. To review the compositional devices, | gave the students
two minutes to think of a foubeat motif starting on "C", and moving mostly in

step. On the board | stuck cards with the names of the compositional devices that |
wanted students to explore. As the class sustained either a drone or a bordun, |
had each stuah play their idea; then | developed the idea using one of the
techniques. After each example, we stopped and students had to work out which
one | had used. | also used two new devices: sequence and inversion. Through a
process of elimination, the studemtsre able to figure out which ones they were.

A discussion and a few examples followed these two devices. Students seemed to
pick up sequence easily; however inversion required a little more demonstration

and explanation.

We then reversed roles. Simitaran activity in Unit One, | handed out cards that
stated various compositional techniques to each student. While the class kept a
steady drone in minims, | played a simple motif. Students had déairest

where they called out the compositional dewan their card. They then responded
to my motif by using that technique. This was a cognitively challenging task that
required students to think quickly about concepts that had only just been taught.
While most of the students did really well, there wéree students who could

only manage the techniques of repetition and sequence.

The tickbox survey for this lesson was interesting. Again | encountered mixed
results. This time all of the students stated that they thought that they had learnt
something bout composing music, but five students ticked that they did not like

it. This suggested that the students could see the merit in the activities and,
judging by the peer observer's comments, these students were fully committed and
engaged. However, theyddnot like the activity. A reflective journal entry drew a
possible link to the idea of the cognitive motivation factor of utility, where

students will engage in a task if they can see that it will benefit them somehow. |
was hoping for clarification as tehy students were engaged in an activity that

they didn't enjoy when students filled in their esfdwveek reflective journals.
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I don't like it | liked it and | want I learned something J It was a waste of my
to do it again about composing time
music

. .
Table 50 Unit 2 Lesson 5 tickbox survey
Notes towards The Orff approach of imitation and modelling allows students

findings in this to see the utility of a particular task, which helps them to
lesson engage in an activity that they do not necessarily enjoy.

The compositional device activity was a very high cognitive
challenge and most students responded positively to that
challenge.

Table 51 Unit 2 Lesson 5 teacher/researcher reflections

Number of 11/14
students in class

Content focus Composing
Arranging

Orff related Modelling tasks

pedagogy and Tuned-percussion

strategies Rhythmic ostinato

Bordun
Melodic ostinato
Improvisation

Compositional devices

Table52Un i t 2 Lesson 6 1 |l esson focus

The focus of lesson six was to assess whether students had grasped the ideas that |
had presented over the past two weeks and see if they had enough of a working
knowledge to create a piece of music. We started on the tuned percussion
instruments, developg a rhythmic ostinato drone on "C". We then added a

moving bordun, a melodic ostinato and a colour part. On top of this, | asked for
volunteers to improvise over the top, trying to incorporate some compositional
devices into their improvisations.

The conpositional devices have added a new dimension to the structure of
the improvisations that students are creating. While some are only using
one or two devices, the incorporation of another element (dynamics, for
example) really adds interest and shows shadents are assimilating

these ideas well. (Reflective journal)

For our next task we divided into two groups. | asked students to create their own
pieces using the accompaniment concepts that we had learnt over the past two
weeks. | asked them to cre#&te contrasting sections, thinking about rhythm,

dynamics and texture. In addition, | asked them to create a developing motif in
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one of the sections that incorporated the use of compositional devices. This was a
particularly challenging task to completetire timeframe of around half an hour,
especially the incorporation of a developing motif. So | was interested to see how

far they would get, when it came time to perform to the other group.

As | moved between the two groups, they quickly establishelamsonic
components of the two sections. Even the melodic ostinato parts came together
quite quickly. However, the students seemed to be struggling with organisational
issues when it came to adding the melody. In both groups, there was a lack of
commitmert to it, and no one was volunteering to do it. | discussed possible
reasons for this with the SCT and came up with a number of possibilities. Firstly,
environmental factors may have played a pdaist class of the day; students are
tired. Secondly, the aotif development activities we had worked on during the
week had been cognitively draining. Perhaps the cognitive cost had seemed too
high at this point in the day. Finally, social factors may also have played a part.
Once one student chose not to do aiviag, the next student was more likely not

to contribute either.

At the end of the lesson, one group had organised to have someone improvise a
solo. This, however, had not been rehearsed and caused a few problems at the
section change. Both groups hadnaged to put together some very interesting
rhythmic ideas, which gave their pieces considerable character. Unfortunately, we
also ran out of time during the lesson, and students were not able to complete their
reflective journals. | asked them to comigl these in their rehearsal lesson (4th

lesson of thaveek and not part of the intervention).

The ideas that students said remained in their minds included:
Doing "Billie Jean"and joining it up with our own piec@alcom)
Putting our own ideas togethi@ a song(Jim)
Learning about sequence and the other compositional defdsssica

The activities that the students didn't like included a lack of variety in the

harmonic accompaniments. Some students said that they wanted to learn how to
use chads. Three students also elaborated on why they had indicated that they did
not like lesson five. Comments included that, although they learnt a lot, they
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preferred the lessons when they were making up their own music or playing
songs. Lesson five felt thém like just an activity for learning, rather thdor"
something redl (Jim) The activities that students thought helped them learn how
to compose included: lesson four, structuring ideas into sections; and lesson five,

developing motifs using compositial devices.

Again, | averaged out the results of student attitude towards composition to a
result of 6.85. There were no reasons given by students as to why there was a drop
in attitude. A note in my journal surmised that:

...while there was a lot toden, students were also getting somewhat
restless with the simple accompaniments, wanting to work with chords.
Also, working with melody is considerably more challenging than working
with rhythms alone and this extra challenge may be too much for some of
the students. (Reflective journal)

Notes towards The Orff instruments and strategies continue to be a useful

findings in this strategy for exploring compositional ideas.

lesson Creative confidence continues to grow in students’
improvisations with most students exploring compositional

devices and also being able to think about changes in the
elements of music also.

A few motivational issues developed during this lesson
consequently limiting the exploration opportunities and
learning.

Table 53 Unit 2 Lesson 6 teacher/researcher reflections

4.5.3 Week 3
The focus for week three of Unit Two was supposed to be to use a point of

inspiration to develop musical ideas and then extend these ideas into full pieces of
music, simiér to the standard expected for their assessments. However, given
students' desires to explore chordal accompaniments, | decided to change the
focus to exploring chord progressions.

Number of 14/14

students in class

Content focus Chord progressions
Arpeggios

Orff related Solfa

pedagogy and Tuned-percussion

strategies Ostinato
Improvisation
Arranging
Composing

Table54Un i t 2 Lesson 7 1 |l esson focus
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Lesson seven began with a vocal warmexploring majoiscale chorcrpeggios

(See apendix 10) We then moved onto the tuned percussion instruments and
transferred the vocal arpeggios to the instruments. Students were already aware of
how to construct major, minor and diminished chords, and they were also familiar
with the diatonic chords within a major scale from classroom work that we had

completed prior to the intervention.

| asked students for four numbers between | and VIl (although | usually
discourage use of VII dim chords, except as a passing chord on deatak

Students chose IV, Ilim, IIm and I. So, starting on the fourth note of the scale, we
played the arpeggio chords in quavers for one bar before moving to the third note
of the scale and playing the arpeggio, repeating for the second and first sotes al
We then played through and improvised over the chords, basing our
improvisations around the scale tonic "C". | then asked students to experiment
with creating a melodic ostinato that could be sequenced to follow the chordal

arpeggios. We played throutjie structure, improvising over the top.

At this point | explained to the students that | wanted to develop a contrasting
section and asked them for some suggestions. One student suggested a move away
from arpeggios to playing all of the notes of thercls together. Another student
suggested using fewer chords, maybe three. And a third student suggested, rather
than playing a melodic ostinato, we should play a rhythmic ostinato on a "C"
drone. So | asked which three chords should we use? They setife&bn and

I. We then worked out which notes we needed to play and assigned the different
notes to instruments. The marimbas would take care of the rhythmic ostinato
drone, the bases played the first note of the chord, the altos the third note of the
chod and the sopranos played the fifth note of the chord. We played through this
section a few times before putting the two sections together. Students improvised

over the "A" sections, | improvised over the "B" sections.

The students’ tickox surveys indiated that all of the students both enjoyed the

lesson and thought that they learned something about composition.
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I don't like it | liked it and | want I learned something J It was a waste of my
to do it again about composing time
music

--

Table 55 Unit 2 Lesson 7 tickbox survey

Notes towards A really positive feel to this lesson T similar to the "Three Little

findings in this Birds" lesson. Students really enjoy working with chordal

lesson accompaniments i cognitively they could see purpose in the
learning, behaviourally this is a topic they have chosen to
study, emotionally this most likely feels like music that they
relate to and consequently, they have a high hope for success.

Interestingly, this lesson consisted almost entirely of work
already covered i however, it was not covered in a practical
way previously. Students responded to learning how to apply
these skills i the tuned percussion makes the theory
straightforward and easy to understand. This adds to the
evidence that supports Orff Schulwerk as a means for
teaching music composition to secondary school students.

Table 56 Unit 2 Lesson 7 teacher/researcher reflections

Number of 12/14
students in class

Content focus Chord progressions
Arpeggios

Orff related Solfa

pedagogy and Tuned-percussion

strategies Improvisation

Arranging
Composing

Table57Un i t 2 Lesson 8 1 |l esson focus

Lesson eight began by seeing if students could remember the piece we created in
lessm seven. We jumped straight on to the instruments, | counted the ensemble in
and we began playing. A note from my journal recalls: "...I thought that this was
going to be a pretty hard ask for the students, but | think | made more mistakes

than them." (Rééctive journal)

For this lesson, | introduced another familiar song, "I'm Yours" by Jason Mraz. |
began by introducing the chord progressiow, Vim, IV, played as full chords

rather than arpeggios and in a syncopated reggae style. Students cos&ltohoo
play either the tonic and fifth or tonic and third of each chord. | then demonstrated
the riff at the start of the piece. Once all of the parts were learned, | assigned the
parts to the instruments, marimbas played the tonic and fifth of the chwds,

bases played the tonic and third, the altos and sopranos played the riff. Over the
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top | played the melody, which worked well. Some of the students started singing
along while they played, so the next time through | put the lyrics up on the
projector,and those who wanted to sing, sang through the piece.

The next step was to take the ideas from this song and rearrange them into
something at least different, if not new. | raised the questidow'can we

develop these ideds3uggestions included: chging the rhythm from

syncopated to a straight or swing feel; adding in melodic and rhythmic ostinato;
playing each chord for twice as long (two bars), or adding in more chords. One of
the more advanced students suggested that we change it to a minowictg. |

these suggestions on the board and we looked at each one in turn.

| thought the idea of changing to a minor key would be interesting. As with chord
construction, we had already discussed relative minor scales in class work prior to
theintervention, so we moved the chord progression from "C" major to "A" minor
to see what it sounded like. We transposed the riff to "A" minor too. The students
really liked this piece. Some students described iseary, "creepy, "definitely

not happyike the other orfe (Reflective journal) We then added a rhythmic

ostinato drone on "A". | transposed the melody and played it over the top.

The tickbox survey showed that the students all enjoyed this lesson and they also

all indicated that they had le@ something about composing music.

I don't like it | liked it and | want I learned something J It was a waste of my
to do it again about composing time
music

¢ - = f |

Table 58 Unit 2 Lesson 8 tickbox survey

Notes towards Students' curiosity is increasing and driving the intervention
findings in this into curriculum areas that | was not initially planning on

lesson covering. These areas are relevant to this year of study and it
is a good opportunity to explore them now, when it is the
students' interest that is the driving force.

Table 59 Unit 2 lesson 8 teacher/researcher reflections
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Number of 12/14

students in class

Content focus Composing
Arranging

Orff related Group composing
pedagogy and
strategies

Table6OUn i t Lesson 1 |l esson focus

The focus for lesson nine was to divide the class into two groups and have
students develop their own pieces using the ideas that we had learnt over the past
three weeks. This wa® that | could assess whether the students were ready to
move into working on their NCEA assessments. As in Unit One, | wanted
students to plan their compositions. | modified the composition plan that we had
used in Unit One, so that it included melodyldarmony. | wanted students to

focus on rhythmic choices, the structure of the piece, layering harmonic
accompaniments, textural changes, timbre choices, as well as dynamic changes. |
would have also liked to have included melodic ideas. However gieginike

limit of one lesson, | felt it would benrealistic (However, | didrt exclude

melodic ideas; if students wanted to add them in, they were free to.) | asked
students to develop a piece that had at least an "A" section with a contrasting "B"
section | divided the class into two groups, Group One stayed in the classroom,

Group Two took their instruments into one of the music studios.

Group One made a good start by sitting down together and making some
decisions on their composition plarhe peer obervemoted this about Group
One:

This was a challenging task but the students were into it right away. High
level of enthusiasm and an industrious atmosphere. Confidence is up,
especially in those who have taken a leadership role and this confidence
seans infectious within the group. (SCT)
This suggested that the group was most likely being managed by a couple of
students who were highly motivated, which | thought corresponded to my own

sense of the personalities of the students in that group.

Group Two began by developing ideas on the instruments. The difference in

approach between the two groups may have for a number of reasons. Group Two
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had to move their instruments to another room, while Group One was already
settled and could instantly tutheir attention to the task at hand. Group Two also
had three percussionists who really enjoy improvising, whereas Group One had
two students who were strong in their music theory as well as being confident
leaders. Group Two developed their first sectiery quickly, each person adding
their ideas, but once everyone was playing, the development of ideas slowed
down. Group One, in contrast, took longer to develop their first section, but kept
their ideas flowing as they kept referring to their plan, @mbkequently they

ended up completing the task within the lesson-fimme. Group Two had a

solid first section, but didn't get to work on their contrasting section. Both groups
showed in their work that they understood enough of the ideas to create a pie
for assessment. However, after observing Group Two, | did have some concerns

over their ability to manage themselves effectively.

I don't like it | liked it and | want M | learned something It was a waste of
to do it again about composing my time
music
I 4 I 8 I 9 I 3 I

Table 61 Unit 2 Lesson 9 tickbox survey

Students again completed a tiockix survey. Out of the twelve students present on
this day, eight indicated that they enjoyed the activity and nine said that it had
helped thenunderstand something about composing music. This was in contrast
to the previous two lessons where all students had indicated that they had both
enjoyed the lessons and learned about composing music. However, in this type of
lesson, the learning takes paia the application of what they have learnt, rather
than learning new material. Of the four students who indicated that they did not
enjoy the activity, three were from Group Two. An entry in my journal noted that
these students were possibly frustraigdhe approach to the task of the others in
their group, who just started playing, making it difficult to communicate and
structure their ideas. "My biggest concern is that the groups will not manage
themselves effectively and productively enough to cetepthe assessment.”

(Reflective journal)

Students also completed the esfdweek questionnaire. The ideas that persisted

in their heads included:
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Changing "I'm Yoursto a minor key..(Jim)
Using chords to make sond#éroha)
Making up our own songs igroups..(Jeremy

Question two T which asked which acti

|l ast week and why? 1T had a clear favour.i

enjoyed changing "I'm Yours" to a minor key and the reason why for aatias

the eleven was that it surprised them how different the piece sounded and how
easy it was to effect such a big change. Question two also shed light on why four
students hadn't enjoyed lesson nine. As | had guessed in my journal, it was a
managemetissue, with students unable to do the work owing to other students in

the group "wasting time".

After reading the "wasting time" comment, | reflected in my journal, wondering
whether or not the other students wacgéuallywasting time or exploring ides.
Clearly, those who wanted to complete the set task within theftame saw it as
wasting time. However, those who were playing the instruments may have
actually been focussed and on task, but needing more time to experiment and
explore or perhaps thy werejust wasting time. | did not get an answer to this.

Question threeWhich of the activities do you think helped you learn how to
compose music¢?evealed mixed results that were split almost evenly over the

t

1

main tasks of the last three lessops.i. | esson seven T composin

progressions, | esson eight T changing

major key into a minor key, lesson nine composing music in groups. This at least
indicated that different students saw considerable value mafabe lessons

presented this week.

Question four which was interested in students' attitude shifts again received a

positive result. The average attitude response showed the best result so far of 8.2.
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Notes towards Creative confidence is high in all students, however

findings in this differences in approach to the task saw different outcomes i

lesson this poses questions around whether these students need to
have some sort of limitations imposed on them to ensure that

they are communicating with each other properly.

Social interactions impacted on engagement in group two and
meant that they were not able to complete the set task

This approach to teaching and learning is allowing students to
explore the effect of theory through practical applications.

Table 62 Unit 2 Lesson 9 teacher/researcher reflections

4.5.4 Week 4
The focus for the three lessons of week four was for student to create a piece of

music for assessment purposes based on the learning that had taken pldee over t
past three weeks.

Number of 10/14
students in class

I Content focus I Composing I

Orff related Solfa
pedagogy and Tuned-percussion
strategies Ostinato

Improvisation
Arranging

Composing

Table63Un i t 2 Lesson 10 1 |l esson focus

Lesson 10 began with a vocal watp. We then discussed the assessment criteria
for their compositions, before dividing into compaosition groups. Unfortunately,

we had four students away on this day, which did cause some difficulty on settling
into groupsHowever, once the groups were established (as best we could), |
handed out the compositional plan template and the groups discussed their ideas.
Again this was not easy with so many students away. The students who were in
class didn't want to make decissowithout their whole group. Two groups were
affected by this, so | asked them to make some basic choices about their first
section so that they could begin exploring some ideas on the instruments.

The other two groups spent considerably longer negotitigigplans before

they too began exploring ideas on the instruments.
Two of the groups had decided to focus on a topic for inspiration as they did in

Unit One. Group One's topic was "Day and Night". Group Two chose "Water".

The other two groups thougihtwould be easier to play around with ideas on the
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instruments until they found something they liked and then think about structuring

those ideas.

A note from my journal reads:nriterestingly, it is again the groups who are more
confident in their musil abilitieswho are choosing to try and communicate an
idea, while those who are not so confident are working with the basic materials.
(Reflective journal)

Notes towards The more musically confident students are choosing to
findings in this incorporate more creativity into their pieces (as in Unit 1),

lesson while the other two groups are choosing to complete the task.
The social implications of having a group member away
impacted on two of the groups' engagement with the task.

Table 64 Unit 2 Lesson 10 teacher/researcher reflections

Number of 10/14
students in class

I Content focus I Composing I

Orff related Solfa
pedagogy and Tuned-percussion
strategies Ostinato

Improvisation
Arranging

Composing

Table65Un i t 2 Lesson 11 1 |l esson focus

We began with a warrap activity, before revisiting the assessment criteria and
discussing where students were at and what their focus was for this lesson.
Unfortunately, we still had four students away; two of them wéferent to the

day before, so they were able to settle into their groups. As in Unit One, | asked
students to develop an "exit plan" by the end of this lesson, which told me what

their focus for the next lesson would be.

Students then moved into thegiroups to continue to work on their pieces. |

moved around the groups, facilitating as necessary. Again the timeline was short;
students needed to present their ideas to the class at the end of the following
lesson for feedback. The majority of next weedswmeeded for scoring. Also, two
students had not yet joined a group due to absences, which was a concern. | noted
in my journal that three of the groups, One, Two and Four, had made some good

progress and looked on target to present their ideas in théess@n. Group
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Three, however, was struggling to settle on their ideas and were not very focussed
on the task.There is namne stepping up to lead this graufReflective journal)

| asked them to show me their ideas and we discussed how to structare the

Once they had a clear outline for their piece and had gone through it a couple of
times, they seemed ready to move on. Unfortunately, the lesson ended at this

point.

Notes towards Most students are very confident in their composition abilities

findings in this and are making good progress. This points to the fact that they

lesson have assimilated the knowledge and skills they need to
complete this work and have strong efficacy and a high hope

for success.

Group Three are struggling with their management as they
have had a missing student for both lessons this week, which
is having a negative social impact.

Table 66 Unit 2 Lesson 11 teacher/researcher reflections

Number of 10/14
students in class

Content focus

Orff related Group composing
pedagogy and Formative feedback
strategies

Table67Un i t Lesson ) |l esson focus

At the beginning of lesson twelve, | handed out students' "exit plans" from the day
before. | also reiterated that eaclyp needed to present their pieces that day for
feedback. The feedback that each group received was to make up a significant part
of their "exit plans”. Students then moved into their groups and continued working
on their pieces. | started by visiting Gpotihree to check that they were on track

and focused them on the task. All students in this group were present, so we
discussed the decisions made the day before and, once they were organised, they
began working well together. Group Two was on track, basimg one of their
members, and were reorganising themselves so that they could play their piece.
Group Four was also missing a member and asked me to play the missing part
when it came to presenting their work, which | agreed to and practised through the
piece a couple of times. By the time | found Group One, it was time to present the
pieces. They seemed confident about their piece, so we moved back into the main

class.

For feedback | asked each student to comment on: what they liked about the

piece; vhat they thought was interesting about the piece; and something that they
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thought could be further developed. We chose the order of groups at random

(using a dice). Group Two went first with their piece which was called "Water".

Comments included:

| like the splash at the start, it woke me up. And then I like the rhythm of
the drone in the first part it was...like...really fast like a water fall or
something(Simone as cited in teacher/researcher's reflective journal.)

| liked the first partcause it was really fast and that, | really liked the
second bitcause it was....really different...like heaps slower and mellower.
(Ben cited in teacher/researcher’s reflective journal.)

| thought is was interesting cause you used heaps of different
instruments.like the xylophones and that...but also the drums and
cymbals.(Jessica cited in teacher/researcher's reflective journal.)

Group Two was happy with their piece and no one had any development ideas.

Group Three went next and were a little rédunt to go after Group Two, but they
eventually played through their piece. Comments included:

| liked the first bit. It was like from like Jamaica or something...like...the
melody bits were like thatAroha cited in teacher/researcher’s reflective
journd)

The ostinato was good in the first part, but the second part ckdfly
work as good. | think it was really different to the first bit so it
was...like...contrasting and that, but it was...like...too contrasting, too
different. (Erick cited in teacér/researcher's reflective journal)

| think it was all good, but maybe you needed something in the second bit
sort of like the first bit...like the ostinato bit, but a different qdan cited
in teacher/researcher's reflective journal)

These commentseave interesting, because | had helped this group structure their
ideas and thought that they worked well. But after listening to comments that
students had made, | could see that the second section was missing a coherent link
to the first section. A commeém my journal made a note of how...

...easy it was to follow Group Two's piece, because it had a theme that you
could link it to and throughout the piece | was making links to water
sounds. This was missing in Group Three's piece for the listeneedsbut

| think for the composers. | think that could be why students were wanting
a musical link between the sections. (Reflective journal)

Group Four went next. Their piece also did not have a theme as such, but both
sections seemed to work well togethathile the melodic and harmonic ideas
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were different, rhythmically they were much the same. Both sections were upbeat,
they both used a moving bordun to anchor their piece. Dynamically there was
little change within the piece.

Nah, that was all good, | ldd it, but I think may be you could have done
more with the elements (of music). (Jim cited in teacher/researcher's
reflective journal)

I liked it, it was a bit like a song, you should have written some words for
it (Aroha cited in teacher/researcheraetive journal)

| think it was pretty cool, but I think you could have added in some
more...different ideas may be. Like there wasn't much changing or
contrasting bits in it. (Malcom cited in teacher/researcher's reflective
journal)

Group One was thast group to present their piece. Despite missing a member,
they were able to play the whole piece through successfully. The theme for this
piece was "Day and Night". This group's piece was by far the most developed,
with considerable attention paid to baaf the elements. There was a clear story to
the piece that started in the morning with a bird song, before an alarm clock rang
out marking the beginning of a busy day with layered ostinati, a busy melodic line
and a variety of instrumental interjectiathat coloured the piece. Lunchtime was
shown with a much calmer bridge section, before launching back into the layered
ostinati, which slowly tailed off as the end of the day approached. The night
section was performed at a much quieter dynamic, bugsttk busy through to
sleep, which was marked by a mernythmic section that grew longer and longer

notes. Finally we heard the bird song again.

The comments for this piece were all positive. The only development comment
was that '..the sleeping pashould have been longer because you sleep for a long
time." (Jim cited in teacher/researcher's reflective journal)

Notes The more musically confident students are showing much
towards findings in higher levels of creativity. This could be linked to their high
this lesson self-efficacy and high success expectancy, which allows them

to take more risks in their learning.

A review of the student comments in the feedback section
shows that students have successfully assimilated the musical
vocabulary and concepts to a high enough level to be able to
communicate their ideas using technical terms.

Table 68 Unit 2 Lesson 12 teacher/researcher reflections
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455 Week 5
This was the final week for the intervention. The focus was for stutentake

final adjustments to their pieces based on the feedback they received in the
previous lesson. Score their work using traditional music notation and perform

their pieces which would be videoed as evidence towards their assessment.

Number of 14/14
students in class

Content focus Composing
Scoring

Orff related Group composing
pedagogy and
strategies
Table69Uni t 2 Lesson 13 1T |l esson focus

Lesson thirteen began with a review of the timeline (this was the last pieeks
needed to be finalised, scored and performed). | handed out each group's "exit
plans" from the previous lesson and students moved into their groups. The two
students who had missed week four were back in class. | thought it would be
unfair for themto join into an established group since the pieces were, for the
most part, complete. Instead they formed a fifth group and | worked closely with
them to put a piece together. Groups One, Two and Four were scoring their
pieces, Group Three decided to worktheir second section before beginning the
scoring process. In Group Five we worked on developing and structuring ideas.
We began with a composition plan and then moved on to the instruments. By the
end of the lesson, we had mapped out the structurstartdd on developing

melodic ideas.

Number of 13/14

students in class

Content focus Composing
Scoring

Orff related Group composing
pedagogy and
strategies

Table70Un i t Lesson 1 |l esson focus

Lesson fourteen began widll of the original groups scoring their pieces. Group

Five moved on to the instruments in one of the music studios and went through
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the ideas mapped out in the previous lesson, while | discussed any scoring issues.

| then joined Group Five in the studaad we worked on melodic ideas.

By the end of the lesson, Groups Two, Three and Four had completed their scores
and were rehearsing for their performance in the final lesson. Group One was
having difficulty with the complexity of their piece and | speféwa minutes

working with them, mostly counting through the score and tidying up their ideas.
Group Five had completed their piece and were rehearsing for the next lesson
when they would present their ideas for feedback. | would have to give them an

exten®on to score their work.

Number of 14/14
students in class

Content focus Composing
Scoring

Orff related Group composing
pedagogy and
strategies

Table71Un i t 2 Lesson 15 1 |l esson focus

This was the last intervention lesson. Students needed to hand in their scores and
perform their pieces for their assessment. | also wanted students to complete their

reflection journals.

Group One worked on finishing their score. Group Two was missstigent

(who was at school somewhere) so they went to find him. Groups Three, Four and
Five set up their instruments and began rehearsing. | started with a quick check of
the rehearsing groups, before settling in with Group One to help them complete

their scoring.

After around fifteen minutes ,Group Two arrived back with their missing group
member and began rehearsing. Shortly after, Group One was rehearsing, too.
With around 30minutes to go, we randomly selected the performance order and
began. The onlgignificant change in the pieces that were performed the week
before came from Group Three, who added in a rhythmic ostinato to their "B"
section which mirrored the rhythm of the melodic ostinato from their "A" section.
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I noted in my journal that "...thishange pulled the two sections together

surprisingly well".

Group Five performed their piece and as with the previous week's pieces, | asked
for feedback from the class. Comments included:

| liked the rhythms, thete just heaps happening in theidessica)

The second part is awesome, | like how's@all playing the same thing
in that bit and then all different in the next...it must be real hard to keep up.
(Erick)

That must be confusing to play, but it sosrdol. (Ben)

Group Five had esseally developed three ideas and structured them in an
irregular pattern that switched between monophonic and homophonic textures.

They had also decided to play through it really, really fast.

4.5.6 End of unit student reflections
The day after the intervéion had finished, | asked students to complete the end

of-unit questionnaire again.

Question one 1T"Did you enjoy the composi |
positive results with many of the same themes resurfacing from thef-@mt

guestionnaire foUnit One.

| just like playing stuff and we got to do heaps of playing on the
instruments(Roger)

Putting all the different parts together to make up songs, because usually
you just have guitar or piano anijust chords, but with these
instruments gu have more happening all at once, aisdhitore interesting.

(Erick)
I learned heaps about how to compose music, but | also got to do.it too..
(Jim)
Question two T "Would you |Iike to | earn |

had a positive responsettvicomments like:

Yeah, | really liked learning about chords and changing keys and how it
changed the sound, so | want to learn more abdigan)

It was more like learning to make up music that we know and that was
better than last term, so | want &atn more about it so | can do my own
songs(Kris)

Yes, | have learnt a lot but | think | can still learn more and | really like
doingit (learning)this way.(Mark)
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Questionthree " Wer e you happy with the way
theendower e there parts of it ya@awmngeaoul d
responses,sait did in Unit One There were a significant number who indicated
thatwhile they thought their work was godtiey were noentirelyhappy with

the final compositionThis was a considerable difference to Unit One where all
students responded that they were happy with their assessment compositions,
however some students were disappointed that more of their ideas were not
included. A theme that came up in Unit Gaigo cane up agaimn Unit Two, i.e.

that the students felt they needed more time to develop and explore their ideas
further. Group management also featureith some students saying that it was
hard to settle on ideas or in some cases even talk aleast ieiter because one
student was calling all the shots, or because there was just too much going on. In
the end, some students felt that they had just put things together without really
thinking about how it sounded. A couple of students indicated that thep had

rush through it and, if it was for their "own" music (not a piece for assessment),
they would have spent more time on it. Most of these comments came from
students in Groups Three and Four. Group One was the only group where all of

the students were ppy with the final product.

you
ik

Question number four 1T "Have the experi el

five weeks encouraged you to explore
revealed similar responses as those from Unit One, the answers wege mostl
positive with eleven out of fourteen students saying that they were keen to
continue to compose music on their own, and nine saying that they had already
given it a go. Again, there were a range of methods employed, including
sequencing software, reaktinuments and collaborating with family and friends.
Three students said they weren't particularly interested in composing in their own
time, but that they liked doing it in class the reasons why they did not want to
compose in their own time were thatyheere too busy or just didn't want to do it

at home. A note in my journal states:

There was a big change in the way that students this year took to the idea
of music composition. There was a positive attitude and confidence that
permeated throughout theusic department not only during

composition work, but during other work as welhs a result of the
intervention. Also the final assessment grades that students achieved as a
result of the work they completed as part of the intervention saw a huge
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improvement with twelve out of fourteen students (at this stage)
completing NCEA Achievement Standard 91092. (Reflective journal)



Chapter Five: Findings

This chapter outlines the impact of the teaching intervention described in Chapter
Four. It begins with aidcussion of the themes that arose from the baseline
questionnaire. This ioflowed by a discussion of theterventionfindings under

the headings of the key research questions. The next section presents some of the
significant unanticipated findings tharose through the course of the

intervention. Finally, there is an analysis of the posrvention questionnaire.

This chapter draws amata from theeachemesearches journal, stdent surveys,
questionnairegnterviewsand assessed worlas well as the Specialist Classroom
Teaches (SCT) observations.

5.1 Baseline data
The intervention began with a baseline questionnaire thati@ésagned to find out

how students viewed themselves in terms of their creative abilities, what kind of
learring activities they enjoyed doing, how they rated themselves in terms of the
key competencies, their interest and motivation in relation to music composition

as an activity, and their previous experiences with music composition.

5.1.1 Creativity
QuestionOne and Two were directed at students' own perceptions of their

creativity. Of the 14 participants in the study, 12 were able to provide at least one
example of a time when they were creative. Most of the examples were-school
based activities, althoughrtde of the answers included examples outside of

school. Interestingly, the second question was interpreted by most students as two
separate questions: "Do you think of yourself as a creative person?" Only four
participants answered, "Yes". However in ansmg"Do you like making things

up?" seven participants answered, "Yes".

These results hint that students' perceptions of their creative selves were
somewhat ambivalent. Despite the vast majority of students clearly offering an
example of their creatiwt they did not believe themselves to be creative. There

are any number of explanations why students might see themselves this way, but
one idea that came up throughout the intervention was that students enjoyed being

able to explore their own ideas, ahdeemed as though this was a new
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experience for them. This suggests that perhaps they had not had many

opportunities to explore their creativity in the past, at least not in a formal setting.

5.1.2 Engagement and motivation
Question Three investigatecethype of learning that students enjoyed engaging in

and drew varied responses, from learning a new sport or sport skill, to being
involved in a school production, to an emergency day where the whole school was
involved in the enactment of a natural disastnd each class had an emergency

role to play from victim to fireman to journalist. The reasons, however, for
students choosing these particular activities as ones they enjoyed found common
ground.

It was justlike, real. It wastt like sitting in a clasroom with a book. It
was us doing it(tMalcom)

| just like doing stuffnot talking about stuff{Simone

| like a challenge. It makes me focus and stay focussed when it
challengel like to just practice stuff over and over agaittil.l get it right.
Then | see if | can do it a different way and keep the challenge up.
(Andrew)

The following responses along with others showed that students enjoyed being
fully immersed in an activity.

It's just fullon. Everyone is just going for it, trying to do the same thing all
at the same time, like everyone has their role to play but they all have the
samegoal.(Jessica)

Everyones just working together, you doknow whats going to happen
but youre all dang your best for the tear(Erik)

Responses such as these, where group work or team work were emphasized, were

typical of participants' answers.

Another theme that was present in a number of participant responses was the idea
of students being responkldor their own learning, working things out and
exploring possibilities by themselves.

It was all about the students doing it, not the teachers. We were doing our
own stuff, learning our own waythink we made some mistakdsjt that
was all goobecawse we learned somethinderemy

The items for the likert scales were based on the key competencies, as outlined in

the NZC. Again | was interested in the students' perceptions of themselves.
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The first scale explored the idea of sshnagement. The vast majority of
responses were placed in the middle, with two participants marking around the
four and a half mark, indicating they did ribink the statement reflected them

and one participant marking close to the number one, indicating that they thought
of themselves as well organised and well prepared. Scale two related to the key
competency of thinking. The participants either stronghgad or strongly

disagreed with this statement. Six respondents circled number one, indicating that
they liked thinking; all other participantesponses were between the four and

five. Scale three showed that these participants favoured working insgroup
although two responses were in the middle of the scale. Scale four sought
information regarding studentgadiness to participate and contribute. Most
respondents indicated that they did not agree with the statement, showing that
they would prefer to be involved in tasks; three indicated that they preferred

others to volunteer to answer questions and duites.

1 1.5 2 2.5 3 3.5 4 4.5 5
Strongly Strongly
Agree disagree

I like to be prepared
for class and 1 6 5 2
learning

I like using my brain
to figure things out | 6 4 3 1
and learn

Working
individually is 2 5 7
better then working
in groups

| like it when other
people call out the 2 1 11
answers to
questions or
volunteer to do
activities

Table 72 Baseline data Key Competency likert scales

5.1.3 Attitude towards music composition

The final four questions explored students' experiences, attitudes and expectations
in relation to learning to compose mugimost all of the participants had
experimented with creating their own music at home. Two had tried to create
music on their own, six stated that they had created music with friends and three
said they had created music with their families. Three stasgdttey used

traditional instruments, guitars, keyboards, voice. Eight participants stated that
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they had used sequencing software, often citing FL Studio. All of the participants
stated that they were interested in learning to create their own musiceastins
ranging from "..because | have never composed music befoaad!...it sounds
interesting to "I think it is an important skill to develop if you wantget a job in

music"

While there was clearly a keen interest in learning how to compask, the
participants were not confident in their abilities to do so. Only two respondents
believed that they would be good at it. This was due to their past experiences in
creating their own music. All of the other participants thought that it woutddoe
hard and that they did not believe that they would be good at it.

5.2 The Intervention

The following is adiscussion of the intervention findings under the headings of
the key researcfuestionsdrawing data from theeachemesearches journal,
student surveys, questionnaires and intervi@gsvell as the Specialist
Classroom Teacher(SCT) observations.

1. What influence do the OHbased teachingedagogyhat | introduce
have on studer@ngagement, motivaticand attitude toward music
compositionas a classroom activitgnd as an activity in itself?

2. What impact (if any) do twé week Orffbased teaching programs
haveon studentreativity,learning and achievement in music

composition?

As outlined in the introduction, there were six key thedrasvn from the two
guestions above.

1. The suitability of the Orff approach to teaching music composition at
secondary school.
The development of creative confidence in students.
The inclass engagement of students in the learning process.

The motivation oktudents to compose music.

o~ 0N

Developing students theoretical understanding of music by exploring
concepts through practical application.
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6. Student achievement through successfully completing Achievement
Standard 91092.

5.2.1 Orff Schulwerk as an approach to taching music
composition to secondary school students

As discussed in Chapt&wo, Orff Schulwerk is difficult to define, but can be
discussed in terms of its principles. This section will discuss many of the key
pedagogies of the Schulwerk in relattorusing it as an approach for teaching
composition to secondary school students, drawmigformation gathered from

the research intervention.

One of the central principles of the Schulwerk is that it is precessged. It was
clear from the first leson that studenisere engagingvell because they were
shown"how td' create musicising practicatechniquesuch asmitationand
rhythmic building blockswhich scaffolded the new knowledge through practical
applications They were given time to experimenmith these new concepts in
order tosolidify their understanding of ¢hideas through practical musitaking
tasks. Thidhelped the students to develktpategies for creating ideas and to build
their understanding ohe musical elements and how they intezdtbgether to
create structuepieces of music. Within three weelkssudents were creating their
own pieces quickly and confidentigdding support t&auter's (200%rgument
that a focus on process helps to develop independent musical thinkers and

problemsolvers.

The inclusive nature of the Orff approaatowed students to develop at their own
pace. If a particular student needed further time to master acpweept or skill

they were given that gortunity. For examplein lessons one and two of Unit
One,when learning to improviseach student hatié opportunity tgerform

solos. Those who needed support were able to usdkshed building blocks,

whereas those who were comfortable enough to make up their own improvisations
were able toThis was important for maintaining student engagement, as it

allowed students to progress at their own pace while preserving the challenge
factor that seemed to have a strong connection with engagdiwentually all of

the students were able to improvise withbuiiding blocksand incorporate a



number of musicatoncepts into their idegsuch as dynamic changes. Another
example of this can be seen in tevelopmentf the assessment piecedere

those who were confident in their compositional abilities were able to experiment
with communicating ideas throughusic, whereas those who were less confident
could work to task!Planning is thorough and differentiated, showing evidence of

catering for student strengths, interests and neE8IST)

Anotherprinciple of the Schulwerk is that the work should be sehacontext of
the studentsulture. For secondary school studetttsir musical focus is rooted

in popular culture and popular music. Consequently, a number of lessons drew on
popular musicfor exampleas a source for developibgilding blocks for
improvisationJearning how the musical theories that werelearning about
related to popular music, learning how to manipulate an existing piece of music
into a new piece of musid@he fsudentsdesire to work in a popular music style
was most prominent ibnit Two, Week Threewhere they asked to work with
chord structures and as a consequence | changed my planned program to
accommodate this. Drawing on popular music helped students to seevhiee
music we created by drawing links to the musical culture thatvweegtuned

into.

The incorporation of movement, drama and speech was included in this
intervention. Body percussion was regyly used as a warHmp activity.

Movement to music hedpl formalise studeritsnderstanding of tempo and metre
and aided in developing studemsnfidence by breaking down walls of self
consciousness. Throughout the interventiaaw considerably more willingness,
especially by those whweereoften reluctahlearnes, to participate in class and
group work, share ideas and interact with students outside their usual group of
friends.| credit this change to the practical, procesatred nature of the
Schulwerk, that helped them to understand the materiadj b@ught, the inclusive
environment that allowed students to progress at their own speed, and the
movement/drama elements that allowed students to step out of their comfort zones
and be a bit silly by oveacting or just having furThis seemed to have gitive

implications for groupsas they worked on their final assessments with everyone
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taking up roles to support the group rather than leaving the majority of the work to

one or two students.

The use of Orff media in scaffolding learniwgs found to bas appropriate to
secondary school students as any other group. Imitation was used extensively by
the teacher and by students to demonstrate ideas and proved effective in ensuring
that there was no down time, no time to disendgageeryone had a part gach

activity.

Ensuring that students had time to explore and experiment with the musical
concepts covered in each lesson allowed students the opportunity to solidify their
understanding and test the concepts for themselves. Thpokdikeimplications

for studentavhen working in groups on their final assessments, because all
studentsvere able to effectively discuss their ideas with each ptisetheyall

had a thorough understanding and wene the same pate

Improvisation played a key role imeating, exploring and developing ideas. For
many students the creation of ideas is very diffiddtiwever, by developing a
culture of improvisation in the classroom, students became more confident about
their ideas. Again, ik offeredclearadvantagesAs all studentsvereaccustored

to coming up with ideaghey were all able and willing to contribute their ideas to
their assessment pieceather than leaving it up to one student, or worgest

sitting around wasting time because tleeyldn'tthink of an ideaThe Orff
approach to teaching and learning how to compose musieodfferdents a clear
understanding of the elements that make up music. This pcoaiftamework to
guide these budding composers as they eaik helpedthem learn the
conventions of musicit remincedthem to think about each element and how it
couldbe manipulated to create a differentsdwr feel to the piece, and it
encouraged students to think about each idea in termssifni§icance to the

meaning of thenusic



5.2.2 The development of students’ creative strategies and creative
confidence

Creativity is seen as the interaction of people with a process to create a product
(Balkin, 1990 ard incorporates reflective and critical thinking strategies to
problemsolve as people strive toddop a product that has val(Burnard,

2004 Hickey, 200). The following student quotations provide evidence of some
of the reflective and dical thinking that students engaged in during the
intervention.

| like it (composition) because we're all trying to make a cool piece of
music and so everyone is trying to come up with ideas and then we put all
those ideas together. But that's the easylpecause then you have to

think about how to make it better and if it means what you want it to
mean. (Malcom)

This quotation reveals that Malcom was not just engaging with the creation of the
piece of music, but that he also employed critical thinkingtegies as he looked
to refined, improved, developed his piece of music. He also implies that, to him,

this seems to be a more difficult task than the initial creation process.

Similarly, Jessica reveals that her group also went through a number of
development phases where, although the initial idea was set, additions or
manipulations continued to be made in order to improve the piece.

It's really intense trying to put it all together because we think that it's all
done and then someone will add inithat sounds good, or someone will
remember that we haven't put in our dynamics and we have to think about
how it will all fit together. (Jessica)

Throughout the intervention there were many opportunities for students to explore
and experiment, plameflect, develop and refine their ideas. The SCT observer
noted that activities often capitalised on creativity by drawing on students'

existing knowledge and on opporunities to explore ideas and new sounds.

Jonah discussed the way that his group expetiarah explored their ideas,

before reflecting on whether they wanted to continue to develop and refine a

particular idea, or move on and try something new.
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It's (composition) all good because we get to try out our ideas all the time
and see if they sounagd and if they do we make them into something
and if they don't we keep playing music until we come up with something
again. (Jonah)
Erick discussed how his group experimented, explored and developed ideas
collaboratively by bouncing the ideas off oneter, adding and refining
organically.

I think our group is working good together and we are all coming up with
ideas and taking bits from other people and playing around with them until
they sound like what we want. (Erick)

Jeremy revealed how his gposet up a plan for their composition which was a
useful development tool when progress stalled. He explained how when ideas
were flowing they could forget about the plan, but when ideas stagnated, the plan
was able to keep the group on task and ensut¢htha@roup refined all of the
elements of music.

| think doing the composition plan helped me because it makes you think
about all the stuff you have to put into your work. But sometimes when
you start coming up with ideas you can just forget about gtaur until

you get a bit stuck and then it reminds you what you were doing and then
you have to think if you should make changes to your plan or to the music
or try to do both. (Jeremy)

Despite these positive comments regarding creative developmerstutents
also thought that the time spent developing their ideas during the intervention was
not sufficient to fully develop their ideas to the extent that they wanted to.
Jeremy explained that he felt that there were too many assessment procedures that
had to be completed and implied that if he could have just focussed on the piece
of music (rather than the assessment tasks) he would have presented a better
piece.
Nah, | would have changed it and spent more time making up my beats, it
was all too rushed drthat, and because we had to write it down and
perform it and we didn't really have time to come up with our best one.
(Jeremy)
Similarly, Aroha reveals that her group also felt rushed and that they ended up
working to complete the assessment rather themssing on making a great piece

of music.
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| think some of the groups did it, but ours was too rushed and we just
ended up making up a piece so that we could hand it in on time. I think if
we had more time we would make a better one. (Aroha)

In terms ofmy own evaluation, creativity was clearly more evident in the pieces
where the students were more advanced or confident in their musical abilities. It
seemed that there was a clear goal in these groups to express an idea in the music,
whereas those who weless able, or less confident, were more concerned with
meeting the requirements of the assessment tasks. This is an understandable
finding, as those who are less confident musically have a need to focus fully on

the basic skills. Conversely, those whie enore musically capable do not need to
focus on the basic skills; these come naturally, so they are therefore better able to

focus on the music itself.

The following quotation from my reflective journal highlights the point above by
explaining that thenore musically confident students (who made up the Toilet
and Gym groups) were able to focus on developing a highly creative piece of
music due to their higher level of musical ability and musical understanding; this
meant that they were less restrictgdrese factors than the students in the other
two groups.

Musical experience along with selbnfidence and sedxpectation are
driving forces for the Toilet Group and the Gym Group. | think that
because they are operating at a higher level of musidarstanding than
the other groups, the challenge for them is to create something artistic,
whereas the other two groups are at a level where completing the
assessment is challenging enough. (Reflective journal)

Interestingly, it is again the groups who are more confident in their
musical abilitiesvho are choosing to try and communicate an idea, while
those who are not so confident arerkinog with the basic materials.
(Reflective journal)

This further quotatioontributes to this discussion by showing again that the
more musically confident students were able to focus on the music, in particular
communicating an idea, whereas those students who were less musically

confident focussed on completing the assessment.

However, there is evidence to show that all students developed their creativity,

including those less musically confident, especially during the teaching and



learning sections (rather than the assessment sections of the units). The following
comment fronthe SCT reveals that he believed that the Orff process, during this
particular lesson at least, encouraged all students to exercise their creativity by
drawing on what they have learned, exploring, developing and presenting their
ideas.
This process enddd all students time to gather their thoughts, experiment
and practice their ideas and then demonstrate understanding and creativity.
(SCT)
This quotation from my reflective journal reveals that students quickly moved
from a restrictive building block isttegy to intuitive, creative improvisation.
...by the end of the lesson most students were developing (improvisation)
ideas without building blocks. (Reflective journal)
Luke supports this view adding that although at first he was reluctant to join in,
once he began, he quickly developed his confidence .

| didn't want to do a solo because | thought that | might stuff it up, but |
like it now. | think using the building blocks helped make it easier and
then | started making it up myself... after it faght. (Luke)

Given more time to explore, experiment and practice, the less confident students
believed that they would soon develop into capable composers in their own right.
In the following quotation, Luke explains that he found improvising easy becaus
we practised it throughout the intervention, whereas composition was harder
because he hadn't had as much practice at it.

Making compositions is hard, I think | can do it but | need to practice more
and | need more time than the others, it just wasptigh time for me to...

but | like doing improvising cause that's easy and we've done it heaps...but
making compositions is harder because you have to do...you have to think
about it more and that's why | need more time. (Luke-jmstvention
interview)

This study revealed that the intervention activities contained a number of
opportunities for students to exercise and develop their creative skills through
engaging in processentred improvisation and composition activities to develop
products. Some pducts were unrefined (wheoldass activities, improvisations)

and some were refined (group and assessment compositions). The focus on
process gave students a solid framework to build upon and strategies to help them
cope with compositional problems thabse. Additionally, the poshtervention
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interviews revealed that students' perceptions of their own creativity had

significantly increased.

5.2.3 Inclass engagement and general motivation towards music
composition
This study sought to gain insight on #itee forms of engagement to varying

degrees. Evidence related to behavioural engagement was gathered through
observations made by the Specialist Classroom Teacher (SCT) and also through
the teacher/researcher's reflective journal. Information regardogtive and

affective engagement was sought from students in the form of questionnaires and

surveys, as well as structured and unstructured interviews or questionnaires.

The purpose of this information was primarily to establish whether an Orff
approactto teaching music was effective in engaging secondary school students.
There was ample evidence to suggest it is, with many Orff practices being

endorsed on the basis of analysis of various data sources.

The procesgentred, practical pedagogy at therheathe Schulwerk offered
students a framework to build their understanding through active participation. It
challenged students on multiple fronts and this challenge was the key to
maintaining engagement. The following observations show evidence that

behavioural traits of engagement were present in students during the intervention.

Choice and preference

In most intervention activities students were offered a variety of skill levels so

that they could choose an appropriate level of challenge. As can be seen from the
quotation below, this offered students the opportunity to engage at a level that
they feltcomfortable with.

Students seem to be engaging well throughout the lessons, most likely due
to a combination of being able to choose their level of difficulty in terms

of the activity i.e. using rhythmic building blocks, improvising without
support, incgoorating syncopation. (Reflective journal)

The SCT also noted that students were engaging fully as a result of the

opportunities that were provided for students to experiment and explore before
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being asked to engage, as well as the opportunity to choesevel that they
thought was appropriate for their skill level.
...(the tasks in this lesson are) encouraging full engagement through
creative exploration, and choices. (SCT)
As well as being offered the opportunity to choose a level of difficultyesiisd
were also offered the opportunity to choose their role within groups. These
opportunities to choose helped students to develop their confidence and this in
turn increased the level of engagement which, as noted by the SCT, resulted in
enthusiastic anthdustrious learning.

This was a challenging task but the students were into it right away. High
level of enthusiasm and an industrious atmosphere. Confidence is up,
especially in those who have taken a leadership role, and this confidence
seans infectios within the group. (SCT)

Intensity
The SCT noted the level of intensity in the way that students engaged in the

intervention activities. In the following quotation he suggests that students were
totally focussed and fully contributed to the activity.

Total concentration on the process at hand, everyone contributing and on
task. (SCT)

| too noted in my reflective journal that students were intensely focussed during
the practical activities and demonstrations. | also drew links to the effect that this
intense focus had on students' understanding of the concepts being covered.

Students seem to be enjoying the challenges of the practical activities and
this is shown in their intense focus on the demonstrations. This intense
focus is directly impacting on élir understanding and students are

regularly demonstrating their understanding of the compositional
processes we have covered so far. (Reflective journal)

Persistence
The following quotation highlights the ability of the Oldased activities to not

only engage, but maintain students' engagement throughout the lesson through
balancing challenge and success.

In summary, a busy, focussed lesson which actively engaged the students
and retained attention through challenging them to succeed. (SCT)
Thefollowing quotation from my reflective journal shows that students were

persistently engaged, whether the teacher was involved in the activity or not. |
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note that at times | felt redundant due to the high level of sustained engagement
shown by students.

Students seem heavily engaged in the composing process for extended
amounts of time and consequently they are powering through the work. At
the moment | am almost redundant. (Reflective journal)

Quiality

The following quotation from my reflective journal she®what students were
drawing on a variety of strategies in order to complete assigned tasks. This
quotation also highlights the link between having multiple strategies to call upon
and becoming independent composers.

The students used a variety of waysaoone up with some words for their
building blocks, some used the names of students in the class, some chose
a category for example: sports, musical instruments, animals. Some used
song lyrics. This is evidence that students are building strategies that wil
help them become independent composers. (Reflective journal)
The SCT in the following quotation also refers to students' acquisition and
confidence in employing a variety of strategies to their work, adding that these
strategies are having a positivéeet on students' productivity:

Students are fully focussed on the task at hand, implementation of both
musical strategies and management strategies they have so successfully
acquired. A highly productive environment. (SCT)

The focus on the elements otigic underpinned much of the theoretical
understanding of how music is put together, manipulated and contrasted. It
provided students with cognitive challenges as they analysed, prsbleed and
negotiated to create the music that they envisaged. Tbeviio) shows evidence
related to cognitive engagement drawing data from student sources.

View of intelligence
The following quotations show that some students had developederiasied

view of intelligence towards creativity. Jim drew links betweenrhgovements

in improvisation and creativity which was due to having a number of
opportunities to practise these skills. Luke also discussed the improvements he
had made with regard to improvisation and went on to explain that he believed

that with more pactice he could become just as good at composing music.
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Finally, Isaiah explained that he had learnt how to be creative and now that he
knew how to be creative he joined into group activities more often.

| think I'm getting better at being creative. intk that we have learnt
heaps about how to do it and I didn't think | could do it (improvise) before
but now | can because we've done it heaps. (Jim)

Making compositions is hard, | think | can do it but | need to practice more
and | need more time tharetlothers, it just wasn't enough time for me to...
but | like doing improvising cause that's easy and we've done it heaps...but
making compositions is harder because you have to do...you have to think
about it more and that's why | need more time. (Luké-jmbsrvention
interview)

| think it has helped me be more creative because now | know how to do it
but before | didn't and before | didn't want to do it but now I think | can so
| say heaps more in my group. (Isaiah)

Efficacy and expectancies/Hope fouscess
Self-efficacy and students' own developing expectancies were commented on

frequently throughout the intervention. As students explored and experimented
with their musical ideas, their understanding of music grew. This understanding
translated intowsccessful experiences which directly improved students

expectancies for further success.

Mark explained that he and his friend believed that they were good at making up
"beats"”, the opportunity to improvise regularly helped to develop their success
expectancies which allowed them to venture even further to include elements such
as dynamic changes into their improvisations. Jeremy's comment highlighted his
high seltefficacy with regard to improvisation. He believed that he could
improvise well, and he did improvise well. The comment from my reflective
journal explains how students' high sefficacy helped them compose because it
gave them the confidence to make decisions which led to high productivity.
Similarly, the comment from the interventiantes explains that those students
with high succesgxpectancies and high seifficacy were able to take more risks
with their creative work because they believed they would be successful.

The activity that stuck in my mind the most was improvising bgeane

and Jeremy like making up beats and so it's easy for us so we just do it.
But we learnt heaps about how to add in other bits like dynamics and that
so it was good. (Mark pogttervention questionnaire)

| just do it (make up beats) because | cdardmy)

These two groups kra some strong personalities in them, anelalso
very musically confident. | think this leadership quality and the self



efficacy in each group hedphem make decisions quickly, which in turn
helps them to progressffectively.(Reflective journal

| think our group is really good at composing. The first assignment |
wasn't too sure how it would go but this time | was pretty sure we'll be all
good. (Andrew)

The more musically confident students are showing mudiehigvels of
creativity. This could be linked to their high sefficacy and high success
expectancy which allows them to take more risks in their learning.
(Intervention notes @34 Lesson 12

Utilit

TherZ were a few instances where the researchmisgd that utilitymighthave
played a part in studentngagement with a task. As there was no direct question
regarding utility in the student®flective journal it was difficult testablish for
certain However Simone revealed that she did engaie work that she

enjoyed less immediate gratification with because she saw value in the activity.

The compositional deges lesson was alright because we were legrni
stuff so it was useful, but's not like the lessons when waimprovising
or when ve're all making heaps of music. {8one

Intrinsic Interest
Students seemed to identify closely with the popular musimples used in

class, with mosstudents indicating that they really enjoyed the lessons that used
popular music examples.

| liked theBob Marley song antI'm Yours"lessons. Thése pretty cool
songs, so learning how to play them stuck in my head. But changing them
up was awsome. Aroha)

The ideas that students said stuck in their minds included:
Doing "Billie Jean"and janing it upwith our own piece(Malcom)
Putting ow own ideas together in a sor{gim)

Positive social and environmental interaction
In the following quotations, Erick and Andrew explained that working

collaboratively had advantages such as everyone wottingrds a common
goal, as well as the opportunity to bounce ideas off each other in order to figure
out what works, what doesn't, and supporting each other's ideas.

It's good because everyone in the group is on the same page, but it's hard
because we haue figure out how to do it and make it sound cool. (Erick)
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There's so many ways to change your ideas to make them sound better,
like changing the rhythm of one part might make the whole piece sound
different. It might fit or it might not and then you haweethink how it

works with the texture or dynamics or timbre. It's pretty much as hard or
as easy as you want it to be, but to make it sound cool | think it's pretty
hard. (Andrew)

The inclusive nature of the Schulwerk ensured that students rarely Wwadide,
and were always active, always creating, supporting and improvising. This

constant busyness contributed to their cognitive and affective engagement.

Intrinsic Flow
References to intrinsic flow occurred throughout the intervention and in my

opinionachieving a state of intrinsic flow was one of the great successes of the
intervention. In the statement below Isaiah, explained how the work made him
feel good. It made him feel as though he had achieved something and this helped
him stay on task. Simitly, Luke noted the challenge of the tasks, but also the
inherent fun which made him want to continue with the work. Roger discussed the
intense concentration required to complete the task, as well as revealing the
positive effects of peer pressure thatiedl its own dimension of challenge to the
task. Finally, the quotation from my reflective journal links my observations of

the intense focus that | saw in the students to the idea of intrinsic flow theory.

We are always doing stuff, so we don't have tilmget up to mischief, so
it makes me feel good, and you know when you leave that you've learnt
something or done some good work. (Isaiah)

It's hard. You have to think all the time, but it's fun so | just want to do it.
(Luke)

Everyone's into it so it mas me want to do it too. But yfame wants to
mess up so you have to really concentrate, but it's all good. (Roger)

| noticed that the students were keenly focussed on the task and seemed to
be enjoying the challenge and did not want to stop. The intenss f

during these activities | think can be linked to intrinsic flow theory.
(Reflective journal)

In contrast to these positive endorsements, it seems that maintaining engagement
is often a balancing act between ensuring students are sufficiently gledllen

new material and new skills, and ensuring that they have time to exercise and
solidify that knowledge and those skills when the uptake is different for each

student. As can be seen under the following headings of Cost, Fear and failure and



Negativesocial and environmental interactions, | didn't always get this balance

right.

Cost
In the following statement Jonah expressed his lack of enthusiasm for doing a task

that seemed to him to have little purpose as we had already done similar activities
in previous lessons. For him the cost was too great for the lack of reward.

It was a bit boring todazause w have already done this stuyffonah as
cited in the researchers reflective joujnal

Fear of failure
The following is a quotation from my reflectiy@urnal that highlights the impact

of these students' collective low sefficacy on their ability to manage
themselves productively as a group. Their fear of failure directly affected their
ability to make productive decisions with regard to their mosmposition:

The fourth group seems to have a solid handle on the composition
concepts but are struggling to manage themsélpessible causes could

be social influences, this is a group of students who are generally reluctant
learners. This could be owibuting to a low level of efficacy and/or high

fear of failure combining to impact on the groups overall motivation.
(Reflective journal)

Negative social and environmental interactions
Isaiah revealed that at times he chose not to complete a taskdéesatinought

that those around him had already finished (or at least stopped). This may have
had implications for other motivational factors such asesdlff i cacy 1 i f
complete the task he would not achieve the feeling of success.
It was too hed, but the others did it. | wanted to keep going, but everyone
else had alreadynished so | just flagged itlgaiah)
The following comment from my lesson reflections reveals that the disruption to
the beginning of the lesson had a considerable effestudents’ ability to settle
and manage themselves into a productive disposition. Additionally, the
cognitively draining tasks that we had completed earlier in the week, coupled with
the last class of the day may have pushed the perceived cost fortstudaer
than it normally may have been.

...the students seemed to be struggling with organisational issues when it
came to adding the melody. In both groups there was a lack of
commitment to it and none was volunteering to do it. | discussed
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possiblereasons for this with the SCT and came up with a number of
possibilities. Firstly, environmental factors may have played a part, last
class of the day students are tired. Secondly, the motif development
activities we have worked on this week have begmitively draining, the
cognitive cost may seem too high at this point in the day.
(Teacher/researcher's reflections Uniteson $

5.2.4 Students motivation to compose music

From the outset students showed an interest in the idea of composing music
(although only two hadelt that they hadhad any success with it in the past) and
this interest continued, and in many waysvgrthroughout the intervention as
students engaged with the material being taught. The following comments were
indicative of the tbughts of the class in general and revealed students' positive
attitude towards composing music.

It's good because we are learning how to do it and getting to have a go at
it... (Ben)

I liked making up our own stuff and then mixingniith the other group
beats. (Jeremy)

| just think that it(fcomposing)s really interesting and | like learning
about it. The more | learn the more it just makes sense and then | want to
do it more because it's fun. (Aroha)

It (Unit 2) was more like learning to make up music that we know and that
was better than last term, so | want to learn moretabso | can do my
own songs. (Kris)

As discussed later in this chapter, students' perceptions of themselves as being
creative increasesignificantly, and all but two students had experimented with
composing music outside of school after the start of the intervention. For at least
some of the students, the success of the work we did in class was a catalyst for
them to experiment out ofads. From my point of view it seemed that as the
students achieved further successes they were becoming more confident and
willing to take more creative risks.

The complexity of the pieces composed adds weight to a developing
motivation to compose musicthey have chosen to create complex pieces
when they could have met the task requirements with much simpler
material. (Unit 1 Lesson 8 p. 33)

5.2.5 The learning of vocabulary and theoretical concepts related
to music composition

Students botldemonstrated as well as articulated understanding of
strategies andrpcesses they were involved (8CT)
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One of the aims for this intervention was that students would, through increased
engagement with class activities, develop their understandingsa€@haoncepts

and be able to better communicate these ideas as they worked to create their own
compositions. The benefits of this would reach beyond the scope of this study to
help them achieve success in other assessed areas also, for example, the end of
year examination for Achievement Standard 9109%pendix 11).

Much of the data regarding students' understanding of the musical concepts occurs
in the researcher's reflective journal with comments relating to how students were
coping with the focus of particular lesson along with analysis of student

comments, such as references to terminology, and through an analysis of the

works that students handed in for assessment.

One idea that came up regularly was the speed with which the participants picked
up new knowledge and skills. Even the less confident learners were showing
signs, not only of a basic knowledge, but a dynamic working knowledge of a new
concept within the same lesson that it was introduced. As mentioned in the
previous chapter, this meahftat progress through the content was quick,

especially compared to the primaghool level approach to content that was the
focus of the Orff levels courses | had attended. While this was beneficial in terms
of covering the material and preparing studdaot an assessment, there were

times when the challenge of the activity diminished and therefore the engagement
was lost: "Finding the balance between giving students time to explore and
ensuring that the task continues to be challenging enough to mantgagement

is often difficult to plan for and often needs some quick thinking by the teacher to
add in a new dimension to the task...". (Reflective journal)

Another interesting development from the students' responses was that as the
intervention progresed, some of the students' reflections made more and more use

of technical vocabulary in appropriate forms.

Week 1 Unit 1
| think the one that helped me the most was putting together two beats at
the same time so one was supporting and onesalas(Malcom)



The thing that stuck in my head the most was making up beats as a class
and doingsolos | thought | wouldn't be able to do it but it was easy after a
few goes. (Simone)

Week 5 Unit 1

| think ourcompositionwas good, but after listening to ththers | think
that we didn't think about all of tredementsnough, like putting in
rhythmic changeanddynamic changeand that. (Malcom)

Yes, | did enjoycomposing musicThe thing | enjoyed most was
improvisingbecause you don't have to think abto much, you just
make it all up as you go and if you like tig/thmsyou candevelopthem
into biggercompositions(Simone)

Week 5 Unit 2

We came up with heaps dfythmic ideasandaccompaniment idedkat
were pretty cool, and | think we might use them in another song. But the
melodiesare the hard partgnprovisingis easy but when you have to

think about it and showevelopmenits hard. (Malcom)

Yes, | want to learn more about howdmange keyanddevelopmy
melodic ideaso fit better with mychords (Simone)

The underlined words in the quotations above are the technical language
associated with music composition. There was clearly more technical language
being used at the end of the unitar at the beginning. This suggests that not

only did students' understanding of musical concepts and ideas improve, but they
were also developing their confidence to use this vocabulary to communicate their

understandingyoth in written form and verbally

5.2.6 Achievement in relation to Achievement Standard 91092
For NCEA assessment Achievement Standard 91092 students are assessed on

their ability to:

1. develop their ideas using compositional devises;
2. structure their ideas appropriately;
3. represent theideas in both visual and audio formats.

The quality of the grade (not achieved, achieved, merit, excellence) depends on
how coherentlyor skilfully students attend to the above requirements. Students
needed to submit two works and an overall holistiggment was made based on

the weight of the evidence across the two pieces. In many ways the work that was

covered during the intervention exceeded the requirements necessary to achieve
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the standard. For example it is more than possible to achieve tharstanthout
the use of accompaniments; a solo instrument line that shows motif development,
is structured and represented appropriately would meet the requirements of the

standard.

However, offering a more robust coverage of musical knowledge provided
students with choice, and increased the possibility that they would be able to
develop pieces that were representative of the music that they had in their heads.
In the absence of a set syllabus, it is up to individual teachers to make these
philosophical deisions regarding how to teach and what to teach in their

classrooms.

Analysis of final works
Throughout all of the works submitted there was a coherent and often skilful

development ofideas using compositional dees In both units, repetition was
usedextensively in order to establish the main ideas. Some students had
incorporated changes in dynamics and/or timbre to contrast their repetitions. The
conscious use of textural changes also occurred in two of the compositions to help
contrast motif repefibns also. However, three of the final assessment pieces did
little to contrast their repeated motifs. From the Unit 1 (found sounds) works, "call

and response” was a frequently used device as were adaption and truncation.

The Unit 2 pieces also used skeetechniques regularly but many of the groups

also included the use of sequences. All of the pieces used accompaniments to
support their motifs to varying degrees of security. Three of the pieces used their
accompaniments simply to mark the structurahges. The other five provided at
least some evidence of thoughtful manipulation, for example, as mentioned
earlier, to provide contrast of texture or dynamics to melodic developments such
as repetition. Two of the pieces showed considerable skill in gamglohythmic
variations (syncopation, meter changes and augmentation) and changes to
performance directions (staccato and legato) in their accompaniments, which

offered interest as well as providing contrast of intensity.

The pieces were all clearlyrscturad. The most popular form was ABA, but the

use of rondo also featured and one piece used irregular length sections. Many of
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the pieces emphasised the section changes by incorporating changes in texture or
dynamics. All of the pieces made significahtinges to the accompaniment parts
between sections, which served to highlight the form. One piece changed meter
between sections also. All of the pieces were visually represented using traditional
notation. Students were also videoed performing their piedeich represented

the audio component and also gave some insight into the contributions made by
individual students.

Learning how to score was not a part of the intervention as such, although
students had worked regularly with music scores throughewear and were

aware of many of the conventions of layout and how to represent their sounds
using standard notation rules. The biggest issue for students in general was
transcribing their complex rhythmic ideas. Syncopation in particular was difficult
for students to score and they often required help to write these ideas accurately.
Students were able to perform their piece accurately.

Of the eight pieces submitted at the end of the intervention, four of them met the
criteria for excellence, two wegraded at merit and two were graded at achieved.

Of the 14 students in this class, seven received excellence grades for their
contributions towards their group compositions, two students earned a merit

grade, and five earned achieved grades. These wdae thye most impressive

results for a music composition achievement standard that had been achieved in
the years that | had been in the school (previously the best year had seen six out of
sixteen students complete two compositions for assessment, arfivemf/them

met the achievement criteria) and therefore by this measure this was a very

successful intervention.

5.3 Unanticipated findings of the intervention
In addition to the findings discussed above that related to the key research

questions, there were a number of unanticipated but significant findings
uncovered by the interventiorfSome of these have been mentioned in this
chapter already. However, th@mportance to the study and the frequency that
they arose as a topic of influence throughout the intervention compels me to
discuss them in their own rightheseunanticipated findingsicluded:

1. The creative tipping point;
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The importance of a successfuhrmn-up activity;

The speed of knowledge and skill acquisition at secondary level,

4. The balance between progress and challenge in maintaining
engagement;
5. The Orff approach and its effect on secondary students' self

consciousness.

5.3.1The creative tipping point
As the intervention progressed it became more and more apparent that students

needed to gain a certain level of competence and confidence at any particular task
before they could begin exploring it creatively. This idea was present from the

first lesson where some students (mostly the drummers) were able to improvise
rhythms easily whereas other students needed to be taught the skill and be given
time to practise it before they were really able to begin creating freely and
thoughtfully.

The introdution of compositional devices in Unit One was another example. By
this stage most of the class were able to improvise freely, but incorporating
specific devices into their improvisations took some practice before students were
really able to use these ideeonfidently. Most noticeably, however, this creative
tipping point revealed itself when students were working on their assessment
pieces. The following two comments from my reflective journal reveal that
students with a high level of sedfficacy with egard to composing music were
keen to take the creative risk of trying to communicate an idea in their music. In
contrast, the students who had a lower level ofeféiifacy were reluctant to take
creative risks and adhered much closer to the tasksabdiden covered in class
and the assessment schedule.

The more musically confident studeinthigher seHlefficacyi are creating

a much higher quality product, focussing on communicating the ideas that
have inspired them, whereas the other two groupsamhonade up of
generally less confident students are not particularly interested in creating
a piece of art, rather they are concerned with completing the assessment.
(Reflective journal)

Interestingly, it is again the groups who are more confident in the
musical abilities that are choosing to try and communicate an idea, while
those who are not so confident are working with lbasic materials.
(Reflective purna)
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5.3.2 The importance of a successful waruap activity
The importance of a warup activty that both challenged students (so that they

engaged with the material) and that promoted success (to raise students' success
expectancies) revealed itself during the intervention. | found this particularly
important for focusing students prior to studksd group activities where the
teacher's role in the activity was minimal. Lesson Three Unit One was one of the
most revealing examples of where an unsuccessful classwaled to

unfocussed and unproductive groups. | attempted to focus two grougs usin
different approaches (beginning the work for them/providing a successful warm
up activity) and found a high level of quality in the work from the group which

had had a successful waiup activity.

Also, findings from Lesson 11 Unit 1 suggested thiale some students were
able to settle and focus themselvassually those who had a high sefficacy
and hope for succesghose with low selefficacy or fear of failure would benefit

considerably from a successful waup activity.

5.3.3 The speedf knowledge and skill acquisition at secondary
level

One idea that came up regularly was the speed at which the participants picked up
new knowledge and skills. Even the less confident learners were showing signs,
not only of a basic knowledge but a dynanvorking knowledge of a new

concept within the same lesson that it was introduced. As mentioned in the
previous chapter, this meant that progress through the content was very quick,
especially compared to the primary school content orientation thahevéscus

of the Orff levels courses. While this was advantageous in terms of covering the
material and preparing students for an assessment, there were times when the
challenge and therefore the engagement was lost: "finding the balance between
giving stucents time to explore and ensuring that the task continues to be
challenging enough to maintain engagement is often difficult...” (Reflective

journal)

5.3.4The balance between progress and tasthallenge in
maintaining intrinsic flow
As mentioned earlienithis chapter, engagement (specifically achieving intrinsic

flow engagementwas often a balancing act in ensuring that students had enough
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new material to challenge them (at their different levels) and ensuring that they
had time to practise and expldh® material so that they gained a comprehensive
understanding of it. While behavioural and cognitive engagement often could be
influenced by intrinsic interest (the use of popular songs, for example) or utility
(drawing links to future benefits from thedrning material), gaining and
maintaining intrinsic flow seemed to be related to ensuring that students were both
being sufficiently challenged, which | often achieved through practical, physical,
co-ordinationbased music activities, and ensuring thatlshts were achieving
some success in those activities, that is, they were not too difficult. | found that
students could quite easily maintain this level of concentration for the whole
lesson, as long as the balance of challenge and success was maintained

5.3.50rff approach and its effect on secondary studentself
consciousness
One of the concerns that | had at the beginning of the intervention was whether

the students would choose to engage in these practical, creatively based activities.
My apprehension was based on a sense of their adolescerdrsaifousness,

and, as described in Lesson One Unit One, it did exist among students in this
class. Fortunately, there were a sufficient number ofcsglfident students in this
class who were hay to give the activities a go and this encouraged the more
self-conscious students to join in too. Over the course of the intervention,
however, the seltonsciousness of students noticeably declined which, as
mentioned earlier, had significant implicat®when students split into groups to
develop their assessment pieces of music, as all students were actively
participating and contributing ideas to the assignment. It also had implications for
the instruction classes; as students became lessossi€iais they were more

willing to participate in activities, more willing to take risks in their exploration of
ideas and learning.

5.4 Post intervention questionnaires and interviews themes
At the conclusion of the intervention | asked all of the participant®mplete a

postintervention questionnairegpendix 12, that reflected similar themes to the
pre-intervention questionnaire, with the intention of mapping changes in students’
perceptions of themselves. Additionally, | also asked six of the students t
participate in a final group discussion that focussed on their experiences during

the intervention.
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The postintervention questionnaire (appendix 12) revealed some considerable
changes in participants' perceptions of themselves.

11 out of 14 participats thought that their ability to be creative had increased as a
result of the intervention. 12 out of 14 considered themselves to be creative. The
other two students indicated that it was hard work composing music, which is why
they didn't think they wergood at it. A link could be dawn here to an -@gntred

view of learning where the student sees knowledge as fixed rather than malleable
with effort, i.e.if you haveto try too hard then you can't be good at it. All 14
indicated that they liked to makieigs up, seven linking the idea of making

things up to improvisation. This evidence shows that the effect of the intervention
on students' perceptions of their own creative ability was dramatic when
compared with the basme data questionnaire, wherelpfour students thought

of themselves as creative people.

The next question askeWhich activities stuck in you mind the most. Why do

you think they were so memorablerhis question received a lot of different

answers in terms of the activities thatck in their minds. Interestingly, however,

there were clear themes as to why they were so memorable. Often the challenge of
the activity was mentioned, as was the hampractical nature of the activities

with links drawn to learning "how to" do an &ty or exploring through trying

out ideas. Working in groups on assessments also featured in responses.

The questions regarding the key competencies remained unchanged. However
there were notable differences in student responses. Scale 1 showedrableside
movement towards wanting to be prepared for class. Whether this was related to
music class or classes in general was not explored in eitherest

guestionnaires. Also, the fact that students were more familiar and confident about
filling in these types of questionnaires by the end of the intervention may also
have influenced the results. Scale two showed the most movement, with all but
one student responding that they liked to figure things out and learn, and nine

students strongly agreeingidtpossible a shift occurred in some students towards



a more malleable view of intelligence i.e. they realised that they could learn new

skills by applying themselves at least in this area of study.

As in the basdine questionnaire, most students iraded that they liked working

in groups better than individually.

The final scale revealed some interesting movement. Three students in the base
line information indicated that they preferred other students to volunteer answers,
showing a reluctance to pipate. However, the posttervention scale showed
three responses as moving to the middle of the scale, indicating a shift to more
willing participation.

1 1.5 2 25 3 35 4 4.5 5
Strongly Strongly
Agree disagree

| like to be prepared
for class and 1 4 4 3 2 2
learning

I like using my brain
to figure things out 9 2 2 1
and learn

Working

individually is better 4 8 2

then working in
groups

I like it when other
people call out the 3 11
answers to
guestions or
volunteer to do
activities

Table 73 Postintervention Key Competency likert scales

The final four questions related to studéatstudes towards composing music.
Students were asked to talk about what they thought was different about the
intervention classes. There were three main themes that emerged. The first was
that it was practical and, because of that, it was fun, and students felt that they
worked harder irtlass and learnt more. Secondly, most of the time students were
working together either as a whole class or in groups. Two students believed that
this helped them to learn more, because they could see what others were doing
and add their own ideas. "We wdearning off each other because we were
bouncing around ideas." (Kris) This connects with environmental factors playing

a part in student engagement and learning. The third theme was that they felt more

confident about composing music. Some studentsirtbtg in some classes they
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felt "dumb" and didn't even want to try, but in these classes they liked
participating because they could do the work. Links can be drawn to the
equilibrium between hope for success vs. fear of failure, i.e. they believed they

could so they gave it a go.

The next question sought information directly related to students' own perceived
attitudes towards composition. Students reported improved confidence and some
related this confidence to having created successful pieces of, wih&ics related

it to having learnt a framework and to draw on strategies when they get stuck.
Five students stated that they had started creating music regularly in their own
time. This improved attitude directly related to the key research focus of the
influenceof anOrff-based teaching pedagogy on student engagement, motivation
and attitude toward music composition as a classroom gciind as an activity

in itself.

The next question askedre you interested in learning more about how to
compose msic?' All of the students responded positively to learning more about
composing music, and some had clear ideas about what they wanted to learn
about, which showed evidence of students’ critical thinking and reflection upon

their own learning.

Finally, sudents were asked if they believed that they were good composers. This
drew some interesting responses. Seven students said "Yes", but felt the need to
justify this answer with statements such as "for my age" or "but | still need to

know more...". The othrestudents thought that they still needed to learn more

about composing if they wanted to be good, but there were no negative responses,
which supports the finding of improved attitude and confidence discussed earlier.
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Chapter Six: Discussion

6.1 Introduction
Over the past twenty years or so music composition has become a significant part

of the secondary school music curriculum in New Zealand, and in many countries
around the world. Unfortunately, research into strategies for introducing music
compositon at secondary school level are scarce. InNefhail (2012 states

that in New Zealandthe level of support in curriculum specification, resources
and training has been almostrexistent.” (p. 325).

In my search for a teaching strategy to help improve student achievement in music
composition, | discovered Orff Schulwerk. However, a review of the literature
reveals that studies of the potentiatioé Schulwerk for secondary school

contexts is also close to nexistent. With this in mind, the purpose of this thesis
was to explore the use of an Orff Schulwerk based pramsgsed pedagogy as a

strategy toward teaching music composition to secgrstdrool students.

In order to assess the success of this approach to teaching music composition,
much of the focus of this study surrounded studenidass engagement as well

as changes in general attitude and motivation toward music compositien. Thi
study drew links to the three different streams of engagement: behavioural,
cognitive and affective and at times attempted to draw links between them. While
the main body of data for this study came from the researcher's reflective journal,
in responseaY o n e z a w a) cadl for(a@réadeBfocus on student voice in the
research process surroundingdemt engagement, student voice played an
important role in reporting on all three engagement areas and in many ways
influenced the direction of the content material and strategies incorporated in their

delivery.

A key focus of this study was to instileative strategies and the confidence to use
them. Again, this is an area that has received limited research attention in terms of
classroom applications, despite considerable discussion surrounding the topic in

research domains and its inclusion in the NZC



Finally, the initial motivation behind this research was a desire on my part to
improve the results of students in my music classes with regard to music
composition. In order to measure success in this area, it was necessary to ensure
that the work thastudents handed in for assessment met the requirements of
AS91092.

6.2 Findings

6.2.1 The suitability of the Orff approach to teaching music
composition at secondary school

The findings from this study showed the intervention to be successful in all focus
areas, which is an encouraging endorsement of the suitability of the Orff approach
to teaching music composition at secondary school level. The study revealed that
the procsescentred focus of the Schulwerk is just as appropriate for secendary
school beginning composers as it is for primseiool beginning composers in
offering a "howto" framework to focus students as they develop and explore their
understanding of how musworks, how ideas are created, how they can be
manipulated and how music is put together to create structured compositions.

Students regularly commented on the practical nature of the approach, noting how
easy it was for them to understand the musicatepts when they are able to

explore them through practical musiaking activities. The inclusive nature of

the Orff approach, where each student always has a contributing role at an
appropriate level of challenge, was one of the key factors in beiagabiove
students into a state of intrinsic flow and maintain it for extended periods of time.
This is a phenomena that | had rarely seen in my classroom, and never during
whole-class instruction. Yet, during the intervention, most lessons achieved this

level of engagement for some period of time.

The inclusion of culturally based material (in this case popular culture/music) was
successful in focussing students during more cognitively based activities. It drew
on students' intrinsic interest in the seng focus their attention, although often

this was shorterm engagement and needed to be combined with, or followed by,

practical activities in order to maintain focus.
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The pedagogical process of moving from imitation to exploration, improvisation

to composition, was instrumental in helping students to understand the musical
concepts and to gain a working knowledge of them before applying them to create
their own pieces for assessment. It was through these mediums that learning was
scaffolded in a readipo-use, readyo-makemusic, practical way that these

budding composers needed in order to begin creating music. Again, this proved as
appropriate for secondaschool firsttime composers as primasghool first

time composers, the key point of differenueing the speed at which secondary

students picked up that knowledge and were able to apply it independently.

The study found that students' confidence developed in response to two main
factors, experiences of successful mumeking and opportunitie® explore and
practise the skills and knowledge introduced during lessons. This confidence and
increasing succes=xpectancy allowed students to feel more comfortable about
risk-taking in their learning, and this led to a noticeable decline in studelits’ s
consciousness during practical activities. The consequences of this saw students
choosing to participate and contribute during group activities, which directly
influenced achievement results in Achievement Standard 91092, where students
are assesseddividually on their personal contributions toward their group

compositions.

The assessment work that resulted from this intervention saw all students achieve
the standard, with half achieving an excellence grade. This was a huge
improvement from previougears where typically only 1P0% of students even
submitted two completed works. The intervention revealed evidence that students
had assimilated much of the compositional theory covered over the two units.
This was shown in the complexity of their asseent compositions and in

students' increasing use of technical vocabulary in written form, verbally to the

teacher and verbally amongst themselves, to communicate their ideas.

6.2.2 The development of creative confidence in students
Throughout the interveion participants were given opportunities to develop and

exercise their reflective and critical thinking skillghich the NZC states are key
components of creative thinking. Students regularly explored and experimented,

planned, reflected, developed ardined their ideas, and frequently
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communicated the fact that they enjoyed the cognitive challenges that developing

a musical composition presented.

That being said, the challenge for some was greater than others. This led to a

noticable difference beate en t he groupso6 final assessme
confident, musically able students presenting highly creative tiiased pieces,

whereas the less confident groups were more concerned with meeting the

requirements of the assessment tasks and went ghtting together their pieces

using a more mechanical, checklist approach. This suggests that those who are

less confident musically have a need to focus fully on the basic skills of creating a

piece of music. Conversely, those who are more musicafiglde do not need to

focus on the basic skills. These come naturally, and they are therefore better able

to focus on the creative process ensuring that their intended message is

communicated effectively.

However, there was evidence to show that all sttedeeveloped their creativity,
including those less musically confident, especially during the teaching and
learning sections utilising activities such as improvisation, where all students
developed to the point where they could intentionally incorpatseges to

various musical elements as well as use some compositional devises in their solos.
This was supported by the peastervention interviews that revealed that students'
perceptions of their own creativity had significantly increased. Also noteyisrt

that some of the less musically confident students believed that given more time

to explore, experiment and practise, they too would be able to develop into
capable composers in their own right, pointing toward adaiskted view of

learning with egard to music composition.

6.2.3 In-class engagement of students in the learning process
Student engagement was a key focus of this study in that it was used as a way of

indicating the suitability of the teaching approach to students at this level of
sclooling. Engagement throughout the intervention was very high, due in no
small part to the procegsentred pedagogy of the Schulwerk as well as the

delivery media of imitation to exploration, and improvisation to compositon.
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Behaviourally, students respied well to being offered a range of difficulty

levels, which meant that they could participate in the activity whatever their
ability. The opportuity to participate led to students wanting to improve their
skillsi less able students wanting to keep ughitevel students wanting to stay
ahead. This led to a higher level of focus intensity, especially in tasks that
challenged students' @rdination or rhythmic skills and were practical in nature.
The challenge factor was key to maintaining engagemestudents were both
sufficiently challenged but also experiencing success, they were keen to persist
with the activity. As the intervention progressed students were able to assimilate

strategies that enabled them to work and learn more efficiently.

The intervention revealed that by the end of Unit Two, most students had
developed a taskased view of intelligence towards music composition. This was
a significant change from previous years and it had a-dowffect into other

units of work, with studentapproaching the tasks set with a much more

constructive attitude.

Students also showed evidence of utibigsed thinking during more cognitively
challenging activities. Intrinsic interest was also maintained by using popular
pieces of music as models. However, i
cognitive engagemeifidr extended amounts of time. In order to maintain
engagement, cognitive tasks were often combined or followed by practical tasks.
Social and environmental elements also had a big effect on cognitive engagement;
the time of day that the lesson took plagédjsrupted start to a lesson, students

being absent during group work, all impacted negatively on student engagement.
Conversely, the positive attitude of four or five students in particular towards
joining in (especially in the first series of lessonslypd a big part in getting all
students buying in to the practical activities. The most significant factor in
influencing cognitive engagement, however, seemed to be steoqasstancy.

The more success students achieved, the more likely they were fortake

risks with their learning which led to increased participation and contribution.

Affective engagement was regularly commented on throughout the intervention in

terms of intrinsic flow theory. Such engagement was a direct result pfabess
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oriented, practical and inclusive nature of the Schulwerk, that ensured all students

could participate, understand, explore and succeed in the activities.

6.3 Caveats
This study is limited by its small scale, in that it was conducted with only one

teacher and one small class of fourteen students whose unique personality traits
and life experiences played a significant role in the impact of the intervention. It
took place in a dynamic social environment, which is impossible to duplicate.
Additionally, it was a largely qualitative piece of research and, as such, the
researcher's unique world view, biases and motives must be acknowledged as an
influencing factor on all aspects of the study. Consequently, the findings of this

piece of research are notelitly transferable to other situations.

However, | believe that some general, emerging themes can be applied to other
classroom settings. This study revealed that the Orff approach can be used as a
successful strategy to teach music composition to YeaMCEA music students.

It revealed that, under certain circumstances, the Orff approach can effectively
engage and motivate secondary school students to learn and successfully apply
music composition concepts, participate and contribute significantiptgpg
composition work, and develop and exercise their creative strategies. It also
revealed that a practical procasmntred approach to teaching can be successful in

engaging students behaviourally, cognitively and affectively to varying degrees.

6.4 What's next?
This study touched on a number of poorly researched areas. Seescitaoy

appropriate professional development, and resources and strategies for teaching
music composition require further exploration and this was a key motivating
factor for thisstudy. Recently there has been some work in this area, especially in
the application of computdrased compositio(Bolden, 2009Chen, 201}

However, this study shows that a proecesstred, practical approach to learning
"how to" compose can be highly effective, especially in promoting gbased
compositions, where ideas arealb be bounced off other people, opening up

new possibilities and adding an innovative dynamic to the creative processes and
strategies of each student. Given the growing emphasis on encouraging creativity

strategies this area deserves further research.



Notwithstanding the article byower (201} the exploration of Orff Schulwerk
applications for secondary schools is largely-eaistent. Thistudy revealed that

Orff pedagogies can be applied to secondary schools in the teaching and learning
of music composition. However, this study is small and requires further
exploration to support its findings. Further to this, | propose that an Orffagpro

to teaching and learning could be extended outside the area of music composition,
to include areas such as a practical approach to teaching music theory in
preparation for exams, music analysis and aural development. The pedagogical
principles that due the Schulwerk are able to be adapted to fit most areas of the
music curriculum at senior higbchool level, with the possible exception of
performancebased assessment that requires students to demonstrate individual
technical skills on their chosen tnsment. With this in mind the Orff approach
constitutes a highly useful strategy for music teachers to acquire and use in their

classrooms every day.

Student irclass engagement is also a relatively new area of research and highly
relevant to the praae of teaching. This study drew on all three streams of
engagement to help inform its findings and placed considerable value on student
voice to help understand how the students viewed and valued the activities, which
also aided in the development of thregram. While many teachers regularly ask

for student feedback regarding the programs they offer, little of this data reaches

the research domains.

The action research/teacher research design that framed this study was important
in that it allowed me, theeacher, to experiment with a new teaching strategy in an
authentic classroom situation in a real school with all of the social, environmental,
institutional constraints that influence real teaching. In this way it was reflective

of whatPunch (200Rdiscusses as the d&yday challenges that many teachers

face. It allowed me th#éexibility to respond to the students and adjust the
teaching/learning program to better meet their needs. It helped develop
understanding about myself and my students and use this understanding to effect
positive chang€Cain, 2008 Zeni, 200}, rather than try to bend the students to a
strict investigative agenda that puts research goals ahead of the studentst needs. |
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allowed me the ability to teach, reflect, adjust, just like teachers do, just like | do,
every day. This style of research allowed me to use both qualitative and
quantitative data holistically to inform the developing program and insights into
the findings. For these reasons | would encourage more teachers to explore and

develop the possibilities that the teacher research paradigm presents.
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Appendix 17 Achievement Standard 91092

Mumber  ASS1082 Version 2 Page 1 of 2

Achievement Standard

Subject Reference Music 1.3

Title Compose two ongnal pieces of music

Lawel 1 Credits £ Assessment Imtemal
Subfield Music

Dusrmiaini Making Music

Status Registersd Status date 17 December 2010
Planned review date 21 December 2016  Date version published 12 Decembser 20132

This achievement standard mwalves the indvidual andior collaborative compaosition of two
ariginal pieces of music.

Achievement Criteria
Achievement Achievement with Merit Achievement with
Excellence
« Compose two original « Compose two effective « Compose two
pieces of music. ariginal pieces of music. conyincing orginal
pieces of music,
Explanatory Notes

i This achievemeni standard is derived from The New Zealand Curmicwlum, Leaming
Media, Ministry of Eduecation, 2007; Level & strand, Developing eas in Music -
Sownd Arts, and is related to the miaterial in the Teaching and Leaming Guide for
Music - Sownd Arts. Ministry of Education, 2010 at hiip-'seniorsecondany.tki.org nz.

This standard is also denmved from Te Marautanga o Aotearca. For details of Te
Marautanga o Acbzaroa achievement objectives to which this standard relates, s=e
the Papa Whakaako.

2  Compose involves the mdividual andfor collaborative generation, development,
struchuring, and representation of original musical ideas fo create music. A student
miay compose either two compositions as an individual, or two compositions a5 a
miember of 3 groupds), or ane of each.

Compose effeciive pisces of music means that the musical ideas are developed,
structured and represented coherently, and the music demonstrates stylistic control.

Compose convincing pieces of music means that the musical ideas are developed.,
struchuered and represented skiffully, and the music is stylistically assured.

= MNew Zealand SuaHcafons Author®y 2003
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Mumber  ASB1082 Version 2 Page 2 of 2

zenerabon refers o the creation of musical ideas eg riffs, motifs, chords, ostinato,
use of tonal centre(s).

Crevelopment refers to the way that musical ideas are manipulated using Smbre,
textures, and compositional devices eg repefition, sequence, layenng, te mita o te
reo Maon.

Sfructure refers to the ways in which musical ideas are organised eg versa/chornus,
ABA, whakapapa (genealogical namatve).

Representabtion must convey compositional intent as appropriate to the style/genre.
Representabion must mcude both audio and visual representation.

Representabon of a composition must comprise:

= an audio or audio visual file playable on a CD player or computer without
specialised music software

« awisual representation that is appropriate to the style/genre and conveys
compositional intent eg standard music notation, lynic and chord chart, lead sheet,
tab, graphic notation, namative descripbon, or & combination of these.

Collaborative composition must mwolve 2-5 students, working in a group. Each
student’s creative contribution to the group composition must be ndvidualy
assessed.

For improvisaton sufficient detail must be supplied in the visual representation fio
give a clear indication of the composer's intentons.

The assessment critena must be applied to prowide an overall judgment based on the
weight of ewidence across both compositions.

Conditicns of Assessment related to this achisvement standard can be found at
wiwwe tkioorg. nzleicommunityincea/cond ficns-assessment.php.

Replacement Information
This achisvernent standard replaced unit standard 10654 and ASB0014.

Guality Assurance

1

Providers and Industry Traming Organisations must hawe been granted consent to

assess by NZOA before they can register credits from assessment against
achievement standands.

Crganisations with consent to assess and Indusiry Training Organisations assessing
@gainst achievemnent standards must engage with the moderation system that applies
to those achievemnent standards.

Consent and Moderation Requirements [CMR) reference 0233



Appendix 21 Baseline (pre-intervention questions)

The following questions are to help me gather information about you and are
related to creativity, composing music and learning. Your answers will only be
read (or listen to) by Mr. Baker, but he will use the information to help him in his

research project

1. Composing music is a creative activity. Can you tell me a story (give an
example) of a time when you were creative? (Think about school
activities, other subjects, activities you do at home with your family or
friends).

2. Do you think of yourself as aeative person? Do you like to make thinks
up?

3. Think of an activity that a teacher has asked you to do that you really
enjoyed doing at this school or at a different school. What was the

activity? Why do you think you liked it so much?

On the scale belowate how the statement best describes you. 1 (ye's, that

exactly) to 5 (no, that not me at all.)

4. | really like to know what is going on so that | can make sure | am well

prepared for class and well prepared to learn.

14¢



. | really like using my brain to figuring things out and learn new ideas

1 2 3 4 5

. Working by myself is much better than working in groups

1 2 3 4 5
. I'like it when other people call out the answers to questions or volunteer to

do activities

1 2 3 4 5

. Have you ever (tried to) created your own music before? If so where and
why?

. Next week we will start working on music composition. What words or

ideas do you think we might talk about?

10. Are you interested in learning how to compose music? Why, wt?/ no

11.1s composing music something you think you will be good at or not?

Why?



Appendix 31 Tick-box survey & end of week
guestionnaire

In the table below write the date and the name of the activities that you did today.
Then indicate with a tick (and if sometes if necessary) what you thought about
it. You can use the information to help you remember the activities for your

journal entries.

Date | Activity I don't like | Iliked itand | Ilearned It was a waste
it | want to do | something of my time
it again about
composing
music

End of Week reflective journal

1. This week you have explored some ideas to do with composition. Talk
about 2 or 3 ideas that have stuck in your mind from the lessons this week.

2. This week you have helped create music withother students in the
class. Talk about which activities you liked, which activities did you not
like, and if possible explain why.

3. Which of the activities do you think helped you learn how to compose
music? In what way did they help you learn?

4. Have tle experiences of the past week changed your attitude in any way

towards composing music? Please explain how?

15C



Appendix 41 Lesson 5 activity

In your groups, you are to create a short piece of music (just one section) sixteen
bars long. You can choose tceufiythmicbuilding blockr just make it up. In
your piece of music you need to include:

1. A different timbre for each member of your group

2. A layered ostinato (at least two parts)

3. Animprovised solo over the ostinato paftsther 1 person or a 'call and
response’ with two people)

4. A dynamic change

5. A textural change

Beat 1 Beat 2 Beat 3 Beat 4
Instrument 1
Instrument?
Instrument3
Instrumen#
Beat 1 Beat 2 Beat 3 Beat 4

Instrument 1

Instrument2

Instrument3

Instrument4
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Appendix 517 Composition Plan

1. What is your chosen environment for this composition?

2. What timbres are available to use in this environment?

3. Brainstorm some words or phrases that you cas#lto create ostinato or
rhythmic phrases.

4. What basic structure do you intend to use for this composition? What is
the significance (if any) of your decision?

5. How will you incorporate textural changes into this structure? What is the
significance (if anyof your decision?

6. What dynamic changes do you want to include? What is the significance
(if any) of your decision?

7. Which compositional techniques do you want to experiment with?

8. How will you score this piece of music?

Group Specific Questions

9. Who is inyour group?

10.How will you ensure that your group manages their time well?

11.1f there is disagreement what strategies will you use to come to a decision?

12.How will you ensure that everyone has the opportunity to contribute to the
creative process?

13.What is yourstrategy for if someone in your group is away™ in the
creation and also in the performance?

14.What will you do if you start to run out of time?



In this compositions I/we have discussed,
experimented with and incorporated:

Check

Rhythm
- Ostinati patterns
- Rhythmic phrases

Timbre

- Chosen timbre that reflect your chose
environment / topic

- Written suitable parts for the
instrument (so that they work
together)

- Included suitable dynamic markings f
each part

Structure
- Clearly recognisable structure
- Development of repeat section
- Textural changes within and between
sections
- Dynamic changes within and betweer
sections

Texture
- An example of monophonic texture
- An example of homophonic texture
- An example opolyphonic texture

Compositional techniques (at least 4)

- Repetition

- Adaption

- Retrograde

- Extension

- Truncation

- Augmentation

- Diminution

Dynamics
- Chosen dynamic markings that

enhance the piece
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Appendix 617 The Cup Game
The Cup Game Rhythm:

Clap Clap

Tap, Tap, Tap

Clap, Grab, Move

(slight silent pause)

Clap, Grab, Hit, Hit, Switch, Slap, Down!

The first two claps you make with your hands, of course. Then you tap the
bottom of the cup with your left hand, tap with your right hand, and tap
again with your left. (If you prefer, you may also tap with your right hand
first, then left, then right agai) Clap once with your hands again. Grab the
cup overhand with your right hand (in this case, everyone playing must grab
it with the same hand), lift it up and move it slightly to the right with a
smack. Leave a slight, barely noticeable pause. Clapagsaia with your
hands. Palm facing outward, use your right hand to grab the side of the cup
that is facing you. Hit the open end of the cup against your left hand, then
hit the bottom side of the cup against the table. Switch the cup, right side
up, to you left hand. Crossing your arm in front of you, slap your right

hand on the left side of your tablplaying ared. Finally, slap down the

cup in your left hand (upside down again) on the other side of your right
hand on the table

Linksto video examples
http://www.youtube.com/watch?v=adrITOXR1U4

http://www.youtube.com/watch?v=Grbloa72kmk

Reference
http://voices.yahoo.com/article/209673Aamurselfinto-cup-gamebrief-history
the-293938.html
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Appendix 71 End of unit questionnaire

1. Overall, did you enjoy the composition work digl? If so, what is it that

you enjoyed about it? If not, what is it that you did not enjoy about it?

2. Would you like to learn more about composing music? Why?

3. Were you happy with the way your composition turned out in the end or
are there parts of it yowould like to change? Why? What would you

change?

4. Have your experiences of composing music over the past 5 weeks

encouraged you to explore music compaosition in your own time?

15¢



Appendix 81 Three Little Birds Arrangement

Three Little Birds

Bob Marley

Arr. Damian Baker
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Appendix 91 Solfa example

Voice

Voice

Voice

Voice

Voice

Voice

Sight Singing

Damian Baker
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Appendix 10 Solfa example
Sight Singing
Damian Baker
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Appendix 11 Achievement Standard AS91094









