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Abstract
This study presents an account of practice-based educational research that was
conducted during three half-year cycles between 2008 and 2010 in the CIT Cork
School of Music (CSM) piano laboratories with Junior piano pupils and their teachers
as participants. The study sought to explore teaching approaches in the V\m\oLah
classes and to evaluate interlinking resources for young pianists in the context of their
wider music education.

In line with action-oriented qualitative methods, the first cycle involved preliminary
data gathering, through questionnaires and interviews, from musicianship and piano
teachers on topics related to teaching materials. Subsequently, a Focus Group was set
up to facilitate interaction on curriculum planning for the PiiinoLah.

During the second cycle, materials were evaluated by teachers and pupils. This data
was included in a Course Portfolio, in which a course unit was designed, enacted and
realised.

A Teaching

for Understanding

(TfU)

framework

incorporating a

constructivist theory of learning was used as a pedagogical approach.

In collaboration with PianoLr//? teachers, feedback from course evaluation was
gathered from other CIT Cork School of Music teachers, students and parents.
Findings from these qualitative data, inteipreted thematically, suggested that the TfU
instructional design developed qualitative aspects of student work in the early stages
of the acquisition of new skills, and that participation in the ensemble music-making
aspect of the PianoLc//? programme had provided an impetus for learning during this
acquisition.
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Introduction
The motivation for this research project comes from several areas of my work
experience throughout my teaching career. The greater part of my work has been
taken up with teaching individual piano pupils, but I have also worked in theatre and
with theatre productions, which involved composing music and training singers and
instrumentalists. For the past 1 1 years, I have been involved in the development of the
PianoLc//; in the CIT Cork School of Music (CSM).

The PianoLc//? was established in 1997 to provide keyboard skills training as a
component of the BMus degree curriculum. Currently third level students take classes
in keyboard skills for BMus degree course the PianoTc//?, as well as two classes in
Music Base (Improvisation), which is a support study for the Music Therapy and
Community Music components of the degree cuniculum. Jazz Keyboard classes are
also taught in the Piano/^//;.

At the same time in 1997, a pilot project in beginners’ group piano lessons was set up.
The first intake of group piano pupils comprised 24 students, with a six to one pupilteacher ratio. The programme continued in 1998 and 1999 with an intake of 24
students each year. The students worked in rows on digital pianos, which were
operated by a conferencing system from the teacher’s piano at the top of the
classroom. This group-piano pilot project (1997-2001) provided ample evidence of
the value of the VvdnoLah for junior students in terms of the development of piano
ensemble music-making and sight-reading skills.

Background
In 1999, sight-reading classes were started in the PianoLr//? with two specially
selected groups of six students at Grade 3-4 level. A report on the first sight-reading
class (1999-2000) by VvdwoLcih teacher, Niall O Luasa, detailed curriculum content,
group formation, and the development aspect of these classes. The author commented
favourably on the advantages of the peer group / social aspect of the classes, and the
‘orchestrating’ opportunities of electronic keyboards. On the subject of keyboard

skills, he identified one of the shortcomings of the theory classes for keyboard players
as the absence of hands-on experience at the keyboard of what they were learning in
class.'
The main weaknesses of students that could be addressed through P'vdnoLah classes
were identified as:
•

Pitch i.e. response to ‘Stave drills’ (To name and play quickly and accurately,
the lines and spaces of the treble and bass clefs)

•

Rhythm i.e. counting to maintain a pulse while changing the rhythm

The report concluded that there were strong grounds for expanding the classes to
meet the identified needs. This proposal was realised in 2002, when students in Grade
2 (end of .lunior Cycle) and Grade 5 (end of Intermediate Cycle) were enrolled for
sight-reading./piano ensemble classes. Since then the num.ber of classes has increased
annually, and they are now offered to piano students from Grades 1 to 5.
In the academic years (2008-2010) for which these data are being collated, five
teachers are working in the PhinoLcih. The total number of students involved in the
various PianoLr//? programmes is just around 200, with the sight-reading and
ensemble classes comprising approximately 140 of the total number.

Context
During these years, anecdotal evidence gathered from observations and commentaries
of teachers, parents and students has suggested that participation in the P'ldnoLah
classes greatly enriches the musical experience of young pianists. There have been
numerous instances where individual piano students were encouraged to continue
their one-to-one piano lessons by the added musical experience of ensemble playing
during their P'vdnoLah classes, with other students of a similar level. There is
undoubtedly an element of peer influence, as students are to a certain extent inspired
and challenged by one another in a group situation. This is not a new phenomenon, as
has been demonstrated by the Suzuki and Kodaly methods.

6 Luasa, Niall. CIT Cork School of Music End- of Year Report on PianoLah 1999-2000.

This project will explore the possible outcomes of such enhanced motivation and
interest, due to piano students' experience of working in groups. Due to time
constraints at the individual piano lesson, it is not always feasible to give sufficient
time to sight-reading and ensemble playing. Moreover, timetabling rarely facilitates
back-to-back lessons for students of similar levels, which places further restrictions
on the ensemble experience. The V\<moLah can thus fulfil a valuable function by
providing ancillary support for the individual teacher.

The educational programme for junior pupils in the CIT Cork School of Music is
based on a philosophy of education, which includes a) musicianship training b)
individual instrumental training and c) ensemble participation. The PianoLr//?
facilitates students whose learning experience comes from the Kodaly method of
musicianship training and from a wide range of individual piano teaching methods. In
my capacity both as an individual instrumental teacher and as a piano ensemble
teacher, 1 wish to examine the best ways of interlinking this three-stranded approach
to piano teaching in my own practice, and disseminating my research through a
Course Portfolio.

Identifying the distinctive uses of this particular teaching resource became a subject
of growing importance to me as a piano teacher, since I was constantly gaining fresh
insights through each new group of students. From the outset of my teaching in the
PianoLc//?, I wanted to engage my pupils in an interactive style of learning. In addition
to covering the non-technical and stylistic elements of piano pedagogy, I have
become aware of the benefits of interlinking the knowledge and skills already gained
from their individual piano lessons and Kodaly-based musicianship training.
There is also scope for valuable collaborative research in making full and further use
of the VvdwoLcib in support for teaching and learning, and in contributing to
curriculum development in the area. 1 have a growing desire to make it more widely
available to colleagues who might be inspired to share my experience of being
simultaneously teacher and learner, in a highly practical setting. I also propose to
research the specificity of outcomes relating to the uniqueness of the VvdwoLah as a
tool for enhancement of the pianistic and musicianship skills of piano students. There
is a keen interest among many staff members in the Department of Keyboard Studies

in the design and delivery of the VvdnoLah curriculum. I have secured the full co
operation of VvdwoLah colleagues throughout this project.

Overview
This research project investigates the development of the curriculum in the VvdwoLah
as a design for instruction. It examines the effects of specially chosen materials
connecting elements of the CIT Cork School of Music’s Kodaly-based musicianship
training, taught through singing, with musicianship, taught through piano playing, and
provides a reriective study of the teaching and learning in the VvdwoLah by
•

exploring and testing new materials

•

assessing results

•

sharing feedback with colleagues

•

developing new approaches to the PianoLc//? programme

These objectives are consolidated in a Course Portfolio, which both addresses the
research questions and analyses the outcomes. The research is based in the piano
laboratories of the CIT Cork School of Music, taking a sample of up to 12 classes of
Junior PianoLc//? students and embedded in real classroom situations. The collection
of data demonstrates student achievement of the educational goals of the VvdwoLah.
The data throughout is linked to the Department of Keyboard Studies in the CIT Cork
School of Music through questionnaires and comparative analysis.

Part I of the thesis, which includes the literature review and the methodology,
introduces the VvdnoLcih as a learning resource and supportive tool for young pianists.
The literature review in Chapter 1 surveys the landscape of developments in
pedagogy relating to the teaching of sight-reading and piano ensembles, and
addresses some teaching and learning concepts. It also includes some approaches to
the training of piano teachers, as well as some findings on current research in music
education that are relevant to this study. In Chapter 2, the planning stages of the
action research and the initial data collection are detailed, and results from the
preliminary data collection are given.

Part II of the thesis, contains a Course Portfolio, which is presented in Chapter 3. It
documents and addresses the learning objectives and outcomes of a PianoLc//; course,
and contains a study of the syllabus requirements for piano and musicianship
encountered by the students in their corresponding CIT Cork School of Music studies.
It includes a collaborative reflection in which participating teachers discuss their own
experiences. Additionally, it attempts to discover to what extent the classes enhance
the learning process for the student participants.

The construction of a Course Portfolio is central to the research. In addition to linking
the work of the VvdnoLah with the wider music education programme in the CIT Cork
School of Music, it documents course processes and materials, which can be used as a
reference guide by successive teachers. These can be adapted and adjusted as
required, over a number of months. Students at Grade 1 level, who have come from
the beginners' musicianship programme, are experiencing the P'vdwoLcih tor the first
time. They have no preconceived ideas and are best placed to supply answers to the
research question regarding the role of the PianoLc//?. That is why I have chosen the
Grade 1 curriculum as a model for the design, enactment and realisation sections of
the portfolio.

The findings of the research are given in Chapter 4, which contains qualitative data
from interviews with the teachers, together with feedback from students, parents and
teachers. In addition, the results of the research are collated, observations on the
limits of the overall work are presented, and indicators on the potential for further
research and development in the PianoLc//? are outlined. The Conclusion of the thesis
is followed by the Bibliography and Appendices.

Part 1

Chapter 1: Literature Review

Chapter 2: Methodology

Chapter 1: Literature Review
1.1 Introduction
This literature review aims to define a specific role for the VvdwoLah in relation to the
wider pool of musical education.

It explores research approaches into music

education that highlight the need for the development of appropriate teaching
curricula. In addition, it examines some philosophies and theories of education that
can be tested in practice by teachers working in the VvdnoLah. Furthermore, the
review aims to compare some features of individual piano instruction with features of
group piano instruction. It will outline the historical tradition and development of
group teaching and will consider the various approaches to teaching in multi-piano
situations. In comparing the different attributes of classroom and studio instruction, it
is evident that certain skills are common to both. Key challenges in music education
are identified and the case is made for the use of the VvdnoLah as a valuable resource
in meeting these challenges.

1.2 Action Research
Action research is defined as research where the researcher is concurrently the
practitioner. Individuals conduct the research in their own practice. Both researching
and taking action are built into the same project. Action researchers have a share in
influencing the educational setting in which they are situated. Consequently,
outcomes of their research can result in attainable development for their area of work.
McNiff and Whitehead categorise the distinguishing features of action research as
follows:
Action research shares the following characteristics with other research methods:
•
it leads to knowledge
• it provides evidence to support this knowledge
•
it makes explicit the prtxess of enquiry through which knowledge emerges
• it links new knowledge with existing knowledge
Action research differs from other research methods because;
•
it requires action as an integral part of the research process itself
• it is focused by the researcher’s professional values rather than methodological
considerations
•
it is necessarily insider research, in the sense of practitioners researching their
own professional actions ^

McNiff, J., Lomax, P. & Whitehead, J. (1996) You and Your Action Research Project. London:
Routledge, p. 14.
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Teamwork is a characteristic of action research. The approach is a useful model for
the practical application of a primary focus on learning. This is a suitable concept for
teachers in their practice during an academic year. Teacher-researchers are well
placed to review the process on a continual basis as it evolves. The cyclical aspect of
action research is an effective way of collecting material and data in a school setting,
as it can run concurrently with an academic term or part of a term. The progression of
gathering such data can help participating teachers to become aware of, and make
better decisions about, curricula.
People will find themselves working backward through the routines, repeating
processes, revising procedures, rethinking interpretations, leapfrogging steps or stages,
and sometimes making radical changes in directions.'^

The educationalist, John Elliott, gives a graphic account of his experiences of action
research in his own school in his early years, as a teacher in the 196()s, at a time when
curriculum change and innovation were at thie forefronts
From the standpoint of my own professional life-history the activity of curriculum
theorizing was something 1 initially encountered amongst teachers in a school. The
‘theories’ of learning, teaching and evaluation we articulated in staffroom gatherings and
meetings derived from our attempts to bring about change in a particular set of
circumstances rather than from our own professional training in universities and
colleges of education.'*

His definition of action research is succinct:
In action-research, “theories” are not validated independently and then applied to
practice. They are validated through practice.^

It both provides for the conclusions of others, and is receptive to them.
It aims to feed practical judgment in concrete situations, validity of the ‘theories’ or
hypotheses it generates depends not so much on ‘scientific’ tests of truth, as on their
usefulness in helping people to act more intelligently and skilfully.^

1.2.1 Inquiry-based Research
Pat Hutchings, Vice President of the Carnegie Foundation for the Advancement of
Teaching, has written widely on matters such as the investigation and documentation
of teaching and learning, peer collaboration and review of teaching, and the
Scholarship of Teaching and Learning (SoTL). In clarifying the role of SoTL in
research, she maintains:

Stringer, E. (1996) Action Research: A Handbook for Practitioners. Thousand Oaks, CA: Sage, p. 17.
■* Elliott, J. (1991) Action Research for Educational Change. Milton Keynes: Open University Press,
p.5.
^ Ibid., p.69.
Ibid., p.69.

SoTL builds on many past traditions in higher education including classroom and
program assessment, K-12 action research, the reflective practice movement, peer
review of teaching, traditional educational research, and faculty development efforts to
enhance teaching and learning.^

The North American primary and secondary educational levels are classified as K-12
i.e.. Kindergarten to 12th Grade. An issue arises about the suitability of using
Scholarship of Teaching and Learning (SoTL) as a model for action research at these
levels, as SoTL has been more associated with third level education. Some of these
issues are considered by Regan Gurung, and Beth Schwartz:
How is action research or teacher research different from SoTL? Apart from the
superficial labelling difference where the former terms are more often used for K 12 and
secondary-school-level research on teaching and learning whereas the latter is applied to
higher education, SoTL tends to emphasize the use of disciplinary-specific
methodologies. As we move into the next generation of SoTL research these differences
are diminished.^

The path to research through inquiry is aptly summarised by Lee Shulman:
Every course is inherently an investigation, an experiment, a journey motivated by
purpose and beset by uncertainty. A course, therefore, in its design, enactment, and
analysis, is as much an act of inquiry and invention as any other activity more
traditionally called “research” or the scholarship of discovery.*^

Shulman continues by questioning what is meant by ‘teaching’, and he deems it an
‘extended process that unfolds over time’. He perceives it as an embodiment of ‘at
least five elements: vision, design, interactions, outcomes, and analysis.’"'

1.3 Reflective Practice
Donald Schbn has written about the part played by reflection in professional practice,
defining reflective practice as professional learning and practice. He outlines the
process by which professional practice is achieved by the practitioner:
In each instance, the practitioner allows himself to experience surprise, puzzlement, or
eonfusion in a situation, which he finds uncertain or unique. He reflects on the
phenomenon before him, and on the prior understandings, whieh have been implicit in

^ Hutchings, P. (2002) In McKinney, K. What is the scholarship of teaching and learning (SoTL) in
higher education? [Online] Available: http://www.sotl.il.stii.edu/downloads/pdf/definesotl.pdf .
[Accessed August 6, 2009]
** Gurung, R. & Sehwartz, B. (2009) Optimizing Teaching and Learning: Practicing Pedagogical
Research. Malden, MA: Wiley-Blackwell, p.8.
'' Shulman, L. (1998) ‘Course Anatomy: The Dissection and Analysis of Knowledge Through
Teaching’. In Hutchings, P. (ed.). The Course Portfolio: How Faculty Can E.xamine Their Teaching To
Advance Practice And Improve Student Learning Washington, DC: AAHE, p.5.
Ibid., p.5.

his behaviour. He earries out an experiment, which serves to generate both a new
understanding of the phenomenon and a change in the situation."

He develops these ideas further in a more recent article:
On the high ground, manageable problems lend themselves to solution through the use
of research-based theory and technique. In the swampy lowlands, problems are messy,
confusing, and incapable of technical solution. ...the problems of the high ground tend to
be relatively unimportant to individuals or to the society at large, however great their
technical interest may be, while in the swamp lie the greatest problems of human
concern. ...Shall (the practitioner] remain on the high ground where he can solve
relatively unimportant problems according to his standards of rigor, or shall he descend
to the swamp of important problems where he cannot be rigorous in any way he knows
how to describe? "

Joan Ferraro combine.s action research with retlective practice and considers their role
in curriculum development:
Reflective practice has also been defined in terms of action research. Action research, in
turn, is defined as a tool of curriculum development consisting of continuous feedback
that targets specific problems in a particular school setting.'^

1.4 A Teaching for Understanding (TfU) Framework
In a paper describing the introduction of the Teaching for Understanding (TfU)
Framework at an International Baccalaureate school in Florida, Ben Graffam reviews
the TtlJ framework as given by Wiske (1998) and underlines the fourth concept:
In a nutshell, the TfU pedagogy creates classrooms where student inquiry and a
performance view of understanding are significant ideas. Four general concepts frame
the practice: 1) Generative Topics, 2) Understanding Goals, 3) Performances of
Understanding, and 4) On-Going Assessment, the last being the major f(x;us of this
paper. 14

Graffam describes the student-friendly environment of the US school system, and
emphasises the benefits of student-centred learning in an environment welcoming the
use of various cognitive tools, which encourage active engagement with different
kinds of cognitive strategies.
This is the environment of cooperative learning, of students teaching students, of
student-centered learning. It is an environment where students learn to share ideas
through rich conceptual webs of language and performance and where the audience is as

Schon, D. (1983) The Reflective Practitioner: How Professionals Think In Action. New York: Basic
Books, p.68.
Schon, D. (1995) ‘The new scholarship requires a new epistemology’. Change. 27(6), 26-35, p.28.
Ferraro, J. (2(X)0) ‘Reflective Practice and Professional Development’, ERIC Clearinghouse on
Teaching and Teacher Education Washington DC. 1 O'*’October, 1-7, p.2. [Onlinel Available:
http://searcheric.org/digests/ed449120.html,.(Accessed 12 September 2009]
"Graffam, B. (2003) ‘Constructivism and understanding: Implementing the teaching for understanding
framework’. Journal of Secondary Gifted Education, 15(1), 13-22, p. 13.
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important as the presenter. It is an environment where understanding is the goal and
where inquiry reigns.'^

Cooperative learning resulting in a display or performance is precisely what the
VvdwoLah can contribute towards the young pianist’s ensemble training. Martha Stone
Wiske specifies a distinctive approach towards students in the TfU framework:
Within elassrooms, students are rarely asked to help .set the curricular agenda,
formulate assessment criteria, or monitor how well those criteria are met. Yet the
Teaching for Understanding framework asks students to assume important
responsibilities in each of these areas.

She continues by stating, ‘A cornerstone of generative curriculum is that it connects
to students’ interests’.
The TtU approach includes the mixing of learning perspectives, such as using
generative curriculum topics encouraging students to explain, interpret and apply
their understanding and then giving opportunities to demonstrate the understanding in
practical ways through introductory, guided and culminating performances of
understanding. It also includes teaching procedures, such as giving publicly defined
understanding goals, with a strong emphasis on ongoing assessment.

Six evaluation standards, as outlined by Glassick, challenge the process of ongoing
assessment;
1.
2.
3.
4.
3.
6.

Clear goals
Adequate preparation
Appropriate methods
Signifieant results
Effective presentation
Reflective critique'^

The following Table by Scott Cottrell and Jamie Shumway demonstrates the
application of the six standards to teaching.”^

'Mbid., p.l4.
Wiske, M. (1994) ‘How teaching for understanding changes the rules in the classroom’. Educational
Leadership, ^ \ (3), 19-21, p.19.
Glassick, C., Huber, M. & Maeroff, G. (1997) Scholarship assessed: Evaluation of the professoriate.
(1st edition). San Francisco; Jossey-Bass, p.2l.
Cottrell, S. & Shumway, J. (2002) Implementing the Scholarship of Teaching and Learning
(Online] Available: http://www.hsc.wvu.edu/admin/facultvdev/ Camtasia/ppts/
Faculty%20Development%20SOTL%200ct%2018%20Cottrell.ppt#280. [Accessed 24 July 2009]
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Table 1: Glassick's Criterion

Glassick's Criterion

Application to Teaching

Clear goals

Clear, achievable, measurable objectives

Adequate preparation

Up-to-date knowledge; identification and organisation of an
appropriate quantity and level of material specific to
objectives

Appropriate methods

(1) Selection of appropriate teaching methods(s) to meet
defined objectives
(2) Selection of appropriate assessment measures to evaluate
outcomes

Significant results

(1)Measures of quality/effectiveness of presentation
(2) Demonstration of learners' accomplishment of objectives

Effective presentation

I Making results/process available to colleagues

Reflective critique

1 Critical analysis of teaching activity that results in changes
to improve future studies

The challenge for the teacher is emphasised by Lyn Corno and Judi Randi who put
forward their ideas on structuring evaluation in the classroom as follows:
•

•

Refocus the evaluation system to emphasize the qualitative aspects of student
work, rather than ranking students by ‘grades’, especially in the early stages of
learning new skills.
Encourage students to set criteria and select assignments.''^

1.5 Research in Music Education
Keith Swanwick, a foremost expert on research in music education, poses an
important question:
Can any activity be research? Artists and composers may claim that in producing works
of art or composing they are themselves researching-exploring new territory, shaping
ideas in public form. It is possible to make the same claim for teaching; that it is a
constant reshaping of materials, activities and teaching styles to meet changing
circumstances, and that in the act of developing curriculum activities a teacher is by
definition a researcher."^

^ Corno, L. & Randi, J. (1999) ‘A Design Theory for In Self-Regulated Learning?’ In Reigeluth, K.
(ed.). Instructional-Design Theories and Models: A New Paradigm of Instructional Theory, Vol. 2,
(pp.294-318). Mawah, NJ; Lawrence Erlbaum Associates, p. 294.
Swanwick, K. (1994) Musical Knowledge: Intuition, Analysis and Music Education. London:
Routledge, p.68.
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Swanwick claims that teaching can be simultaneously research, particularly if it is in
the form of action research
....where a teacher working with one group of children has structured her intervention in
such a way that she is enabled to make a comparison of responses to music under two
different teaching strategics. Teaching in this setting becomes research precisely because
the teacher is making a systematic enquiry in addition to being pcdagogically active.^'

In his review of action research in music education Tim Cain critically examines its
attributes and potential value:
The review demonstrates that action re.search in music education focuses on a wide
variety of subject matter, integrates research and action, is collaborative, grounded in a
body of existing knowledge, and leads to powerful learning for the participants."

However, he points out that only a few of the projects are cyclical, few deal with
social change, have no broad historical, political or ideological background, and have
only scant focus on reflexivity.
Another viev*'point is given by Estelle Jorgenson, who argues that curriculum design
is one of the important outcomes of research into music education.
Of all the decisions music teachers make, curriculum design is one of the most important
because it embodies an expression of our professionalism, our decision as to what
experiences ought to be provided in a given set of circumstances for a particular student
or group of students. Both the design process in music curriculum and its justification
involve the application of philosophical knowledge and skills.

1.5.1 Sight-Reading
The importance of sight-reading training throughout all stages of instrumental
training is emphasised by Katie Zhukov in a summary of a paper on sight-reading
research presented at the Sydney Conservatorium:
Future applied research needs to f(x;us on finding effective means of sight-reading
training at all stages of learning a musical instrument. The key to the future lies in the
development of a sight-reading curriculum and materials. The mounting research
evidence on the effects of sight-reading training suggests that expertise in this skill is
indeed acquired and not innate.''^

Swanwick, K. (1994) Musical Knowledge: Intuition, Analysis and Music Education. London:
Routledge, p.68.
Cain, T. (2008) ‘The characteristics of action research in music education’, British Journal of MusicEducation, 25 (3), 283-313, p.283.
Jorgensen, E. (1990) ‘Philosophy and the music teacher: Challenging the way we think’. Music
Educators Journal, 76 (5), 17-23, p. 19.
Zhukov, K. (2005) ‘Good Sight-Readers: Born or bred?’ Proceedings o/the 7th Australasian
Piano Pedagogy Conference, Adelaide July 2005 [Online] Available: http://appca.anu.edu.au
/2()()5.php [Accessed August 6, 2008].
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Jocelyne Morin-Nurse profiles groundbreaking research at the University of Ottawa
into the critical examination of current trends in piano instruction, with a
multidisciplinary team operating in a high-tech music laboratory:
Is it better to start learning to play the piano with written musie or by ear? How does
sight-reading develop? What is the best teaching method? These mysteries and many
other questions about piano pedagogy arc being investigated by a University of Ottawa
team composed of musicians, psychologists and engineers. This slightly unusual but
extremely fruitful alliance is led by Gilles Comeau, associate professor at the
Department of Music.

In his critically acclaimed research, John A. Sloboda touches on certain aspects of
sight-reading. He aptly contrasts the reading of language with that of music reading
which ‘requires the execution of a complex response where there is very little latitude
for deviations in timing and quality’."'’ Sloboda gives further explanations on
differences between sight-reading and prepared performance in the definition of
choice, ‘as the unpremeditated choice-in-action of sight-reading, rather than the
premeditated choices of the prepared performance or written prescription’.^^
Brenda Wristen refers to one of Sloboda’s definitions:
. . .determined that fluent sight-readers read up to seven notes ahead in the score and can
continue playing up to this point after the score is removed. The number of pitches that
the musician is able to retain in memory after the score is removed coincides with the
distance the player scans ahead of where she or he is currently playing. This distance
was designated by Sloboda as the “eye-hand span” and has been termed the "perceptual
span" by other researchers.^**

1.6 Music Education Methods
As students in PianoLc//? classes are also exposed to musicianship and practical
training in the CIT Cork School of Music based on the Kodaly and the Suzuki
methods, it is appropriate to consider them in the context of this study.

1.6.1 The Kodaly Method
As professor at the Liszt Academy, composer and educator Zoltan Kodaly (18821967), became increasingly concerned about music education in Hungary. Among the
■ Morin-Nurse, J. (2005) ‘Harmony in the laboratory’, Tabaret Magazine (University of Ottawa)
lOnline] Available: http://www.tabaret.uottawa.ca/article_e_262.html. (Accessed August 5, 2008]
Sloboda, J. (1996) The Musical Mind: The Cognitive Psychology of Music. Oxford: OUP, p.68.
Sloboda, J., Clarke E., Parncutt, R. & Raekallio, M. (1998) ‘Determinants of finger choice in piano
sight-reading’. Journal of E.xperimental Psychology: Human Perception and Performance, 241(1),
185-203, p. 186.
"** Wristen, B. (2005) ‘Cognition and motor execution in piano sight-reading: A review of literature’.
Update: Applications of Research in Music Education, 24 (1), 44-46, p.45.
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tools he incorporated to develop his overall concept, were relative sol-fa, rhythm
names and hand signs. In developing his method, Kodaly acknowledged such
influences as the 11th century monk, Guido D’Arezzo, the Galin-Paris-Cheve
movement, Jacques-Dalcroze, and John Curwen. During the 1940s, many of Kodaly’s
colleagues and students began to put his ideas into practice. The movement is now
acknowledged internationally in music education.
The use of movable solfege syllables, reinforced kinesthetically with hand signs, is a
core element of the music reading system attributed to Hungarian Zoltan Kodaly. In
practice, Kodaly incorporated the work of many music educators into his amalgamated,
eclectic approach to music education, including the hand signs developed by
Englishman John Curwen. Integrated into many North American public schools in the
196()s, the Kodaly approach to music education has influenced vocal music education
generally and the development of music reading skills specifically.^^

Keith Swanwick describes the extensive materials that form Kodaly’s Choral
Method:
This highly structured, sequential approach was intended primarily to develop
musicianship through singing, especially sight-singing.

Features of the common tenets that grew out of Kodaly principles, as outlined by Jean
Si nor, include
•
•
•
•
•
•
•
•
•

use of the highest quality music
music for everyone, not only for an elite
music experiences beginning in early childhood
initial grounding in the folk style of the culture
an a cappella vocal foundation for music learning
literacy as the primary means for musical independence
use of relative solfege
experiences before notation
a child-centred learning sequence

Gillian Earl, the current President and former Chair of the British Kodaly Academy,
supports the use of the term ‘Concept’ as opposed to ‘Method’ to define the Kodaly
system of education. She quotes the words written by Kodaly’s widow:
Two years after Kodaly’s death his widow. Madam Sarolta Kodaly, said in her preface
to The Kodaly Concept of Music Education by Helga Szabo, (Boosey and Hawkes,
1969, currently out of print), that she would not like the way of teaching described in the
book to become a rigid dogma, and that, while the techniques and devices used in
teaching can be increased indefinitely, they must not be mistaken for the whole nor for
the basic concept from which they sprang.
McClung, A. (2008) 'Sight-Singing scores of high school choristers with extensive training in
movable solfege syllables and Curwen hand signs’. Journal of Research in Music Education, 56(3),
255-266, p.256.
Swanwick, K. (1988) Music, Mind, and Education. London: Routledge, p. 11.
Sinor, J. (1997) 'The ideas of Kodaly in America’, Music Educators Journal, 83 (5), p.37.
Skottowe Earl, G. (1987) With Music in Mind: Kodaly Principles of Music Education Applied To
Beginners at The Piano. London: British Kodaly Society, p. 1.
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1.6.2 The Suzuki Method
Dr. Shinichi Suzuki (1898 - 1998) was the founder of an approach developed in
Japan in the 1940s, which has spread worldwide, and continues to be a major
contributor to music education. Like Kodaly, he also believed that ear training should
come before eye training in music, and that this training should commence at an early
age. In a paper presented at the July 1995 Suzuki World Conference in Dublin, Dr
Mary Lou Shiel describes the reaction to Dr Suzuki’s approach:
He suggested training the ear from birth, and the practieal skill from two or three years
of age. The ehild may play for three or more years before reading is introduced at 6-7
years of age. This practice produced not a flurry of excitement, but a ‘hands up in holy
horror’ of righteous indignation.^^

Many CIT Cork School of Music students have had their earliest experiences of music in
the school’s Suzukimusic programme for Cork City Primary Schools.
The CIT eSM introduced the Suzuki method of music education to Ireland in the 196()s.
The strength and quality of its Suzuki Section is reflected by the fact that it is the only
institution in Europe to have received European Suzuki Association [ESA] recognition
for its Suzuki teacher-training course.

1.7 Theories of Education
John Dewey (1859-1952), the American philosopher and educator, was regarded as a
leading educator of his day. Through his perspective on ‘discovery’ in the course of
learning, he called for education to be grounded in real experience. According to
Dewey:
Concepts enable us to generalize, extend and carry over our understanding from one
thing to another. It would be impossible to overestimate the educational importance of
arriving at concepts. They apply in a variety of situations, are constant in referral, and
give .standardized, known points of reference. Without this conceptualizing, nothing is
gained that can be carried over to the better understanding of new experiences.'^'^

Dewey is regarded as one of the main exponents of the constructivist theory of
learning and he is widely cited in research. The following views are appropriate to
development of criteria for formative assessment in the classroom:

■ ^ Shiel, M. (1996) ‘Eye before ear or ear before eye?’, The American Suzuki Journal, 24(3)
71-76, p.71.
Cork Institute of Technology. [Online] Available; http://www.cit.ie/courses/courselisting/
musichonourscrl21/ [Accessed 6 March 2010].
Dewey, J. (1910) How Wc Think (reprint, 1997), Mineola, NY: Dover Publications, p. 129.
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Democracy is belief in the ability of human experience to generate the aims and methods
by which further experience will grow in ordered richness.'^

Because of his research work, Jean Piaget (1896-1980), the Swiss-born professor of
psychology and sociology, judged that people learn through the construction of
progressively complex logical structures, throughout their lives.
The third tendency, which is decidedly my own, is of a constructivist nature (attributing
the beginnings of language to structures formed by the pre-existing sensory motor
intelligence). It recognizes neither external preformations (empiricism) nor immanent
preformations (innateness), but rather affirms a continuous surpassing of successive
stages. This obviously leads to placing all educational stress on the spontaneous aspects
of the child’s activity.

Russian born psychologist. Lev Vygotsky (1896-1934), was also influential in
developing the constructivist theory' of learning. He had firsthand experience to draw
on.
Fortunately, Vygotsky taught in the classroom setting and conducted research, which
probably gave him valuable insight as to how to connect educational research theory
with practical application in the classroom.

The type of constructivism adopted by Vygotsky - social constructivism - emphasises
the role of social interaction.
In this theory, he posits that scxial experience shapes the ways of thinking and
interpreting the world. He notes that individual cognition occurs in a social situation.
They cannot be separated which correlates with the integrated nature of holism. The
group is therefore vital to the learning process for all initiates who learn higher foams of
mental activity via more knowledgeable peers and adults who jointly construct and
transfer this activity primarily through language.

Scaffolding is a teaching strategy that originated from Vygotsky’s zone of proximal
development (ZPD) theory. In discussing Vygotsky’s theories, Andy Blunden
provides an effective explanation:
Vygotsky proposed that what the child can do with assistance (for example by asking
leading questions, offering suggestions) or in play (which allows the child to strive to do
what they actually cannot yet do) today, they will be able to do tomorrow without
• ,
40
assistance.

Dewey, J. (1976) 'Creative democracy: The task before us.’ In J. Boydston (ed.), John Dewey: The
Later Works, 1925-1953, Vol.14. {pp. 224-230) Carbondale: Southern Illinois University Press, p.229.
Piaget, J. (1973) To Understand Is To Invent. (English translation by George-Anne Roberts).
New York: Grossman, p. 10.
Jaramillo, J. A. (1996) ‘Vygotsky's sociocultural theory and contributions to the development of
con.structivist curricula’, fr/wrY/z/o/i, 117 (1) 133-140, p. 133.
Ibid., p.l35.
Blunden, A. (2008) Vygotsky’s unfinished theory of child development. [Online] available:http
//www.marxists.org/archive/vygotsky/works/comment/vygotsky-on-development. pdf [Accessed I 1
February 201()j
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The idea of scaffolding naturally emerges from this theory. Peer learning is a type of
social interaction, which supplies support that could be described as scaffolding. This
‘more knowledgeable other’ (MKO) is concisely defined in S.A. Macleod’s
PowerPoint presentation on differences between Piaget and Vygotsky, under the
heading of Discovery Learning (Education):
Piaget advocated for discovery learning with little teacher intervention.
Vygotsky promoted guided discovery in the classroom with the help of a MKO."*'

However, both Piaget's and Vygotsky’s research on child development influenced the
American psychologist Jerome Bruner, who initiated a cognitive development theory
stressing the student’s part in the learning process. He believed that learning is an
ongoing progression, in which learners create new information or theories based upon
their existing or earlier knowledge. As Bruner observed, ‘Learning is, most often,
figuring out how to use what you already know in order to go beyond what you
CLinently think.’:*- The learner puts together concepts, constructs new ideas, and
selects information, any of which can be incorporated into the body of his/her existing
knowledge and experience. Bruner supported teaching activities that allow students to
discover and construct knowledge. His theory that ‘Understanding something in one
way does not preclude understanding it in other ways’ is a good starting point towards
developing appropriate teaching strategies.^*
Howard Gardner studied under the cognitive psychologist Jerome Bruner at Harvard
University, and to this day is involved in the work of Project Zero in that university.
He is best known for his work on the theory of multiple intelligences, in which seven
areas of intelligence (as first described in 1983) are specified:
•
•
•
•
•
•
•

Visual-Spatial
Bodily-kinesthetic
Musical
Interpersonal
Intrapersonal
Linguistic
Logical -Mathematical

MacLeod S.A. (2007) Simply Psychology. [Online] Available: http://www.simplypsychology.
pwp.blueyonder.co.uk/index.html. [Accessed November 9, 2(X)9]
Bruner, J. (1983) In Search of Mind. New York; Harper Colophon, p. 183.
■** Bruner, J. (1996) The Culture of Education. Cambridge, Mass.: Harvard University Press, p. 13.

In Frames of Mind, first published in 1983, Gardner expressed the view that these
intelligences worked together, but that the individual characteristics needed to be
recognized as well.
In ordinary life, as I will show, these intelligenees typieally work in harmony, and so
their autonomy may be visible. But when the appropriate observational lenses are
donned, the particular nature of each intelligence emerges with sufficient (and often
surprising) clarity.

1.8 Teaching in a Multi-piano Setting
A considerable amount of literature has been written on the subject of the piano in a
class setting. The bulk of the material comes from the USA. Piano classes are used
extensively in American universities for students wishing to develop specific skills, or
who are specialising in another instrument and need basic keyboard skills. Most of
this literature is uncritical in considering the efficacy of this method of instruction.
However, James Lyke, co-author of a textbook for students of piano pedagogy in
American Universities, quotes research, which argues that pianists who want to
specialise should choo.se individual lessons over class piano.
A research team headed by Benjamin Bloom at the University of Chicago recently
reported findings on talented young people. The section on pianists underscored the
necessity of private tutoring for the talented student, e.g., the student possessing a high
level of ability, achievement and skill in a special field of study such as piano.

Lyke differentiates between musicians who are specialising in piano performance and
those who are studying the piano at a less intensive level. In a description of a
workshop he gave at Indiana State University, he clarifies the differences between
group-teaching and class-piano, and claims that group teaching does not require a
piano lab.
Many private teachers think that group teaching requires a piano lab, or if not a lab, then
more than one piano. This is not true and I deliberately demonstrated with four students
using only one piano.

The author and composer, Yvonne Enoch, is a pioneer of group-teaching in the U.K.
In 1967, she travelled to the USA and Canada on a Churchill Fellowship, to observe
piano class teaching. She identifies problems that may arise:
The greatest difficulty in group-teaching is to keep the lesson directed to the group as a
whole, and not let it degenerate into the 'five minute’ lesson in which one child at a time
has all your attention at the piano, while the remainder of the group do something else."^^

Gardner, H. (1993) Frames of mind: The Theory of Multiple Intelligences. London; Fontana, p.9.
Lyke, J., Enoch, Y. & Haydon, G. (1996) Creative Piano Teaching. Illinois: Stipes, p.29.
Ibid., p.30.
Entx'h, Y. (1974) Group Piano-teaching. London; Oxford University Press, p.2.
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However, although she is an advoeate for both individual and group teaching, much
of her writing has confirmed her enthusiasm for group work.
Pupils learn a great deal by making eonstructive criticisms of each other’s performances.
It teaches them to listen attentively to themselves as well as to others and to make
assessments, which would be difficult to do in an individual situation. To be praised by
one’s peers is very gratifying, helpful and encouraging, and in order not to let a partner
down in an ensemble, together with the urge to do better than someone else, practising
becomes an essential part of the musical life of the child.

The Russian poet Osip Mandelstam (1891-1938) wrote
One cannot launch a new history - the idea is altogether unthinkable - there would not be
the continuity and tradition. Tradition cannot be contrived or learned. In its absence, one
has, at the best, not history but progress - the mechanical movement of a clock hand, not
the sacred succession of interlinked events."*'^

This wisdom can be applied to the study of piano pedagogy in the 2ist century. It
would be futile to suggest that new methods and technology can be utilised without
understanding traditional methods. Carlyn Morenus advises that, in the training of
teachers, ‘some consideration is given to historical versus contemporary methods,
stressing the importance of understanding the development of piano methods over the
years’.^"
There are other examples of the need for caution in observing this dictum. In an
address, presented at the National Conference on Piano Pedagogy in America (1992),
Barbara E. Maris paraphrases answers given to her by the American pedagogue
Frances Clarke:
The more changes become possible, the wi.ser we need to become in order to evaluate
those changes. [...] This process culminates in reminding us that the more things
change, the more aware we need to be of what remains the same. For me, the Art of
Teaching is what remains the same. What remains the same is the fact that sharing ideas
with a .student enriches both the teacher and the student. Between them, there develops a
mental intimacy, and together they develop an awareness of human possibilities far
beyond what technology has achieved. As we approach the twenty-first century, let us
never underestimate the natural power of human contact.^'

These thoughts on ‘mental intimacy’ lead on to a view that favours a model for
training pianists based on apprenticeship learning. Klaus .Nielsen of Denmark’s

" Enoch Y. (1995) ‘Group piano teaching’, Piano Journal, 16 (48), 4.'^-44, p. 44.
Mandelstam, N. & Hayward, M. (1970) Hope against Hope: A Memoir. New York: Random House,
p.249.
Morenus, C. (2001) ‘Discussion: How do you cover Piano Methods in ycur Pedagogy Classes?’
Piano Pedagogy Forum, 4(1). Full-text [Online] Available:
http://www.musie.sc.edu/ea/kevboard/PPFmethod.html [Accessed September 9, 2008].
Maris, B. (200()) ‘Teacher training for the pianist in preparation for the 21st century’. The American
Music Teacher, 49(6), 32-34, p.34.
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Aarhus University, who carried out research in the Academy of Music in
Copenhagen, explained that instead of the cognitive approach, his inspirational frame
of reference was apprenticeship.
Apprenticeship is translated differently in Scandinavia and Anglo-Saxon countries. In
Anglo- Saxon countries, focus is placed on how apprentices learn from being a part of a
community of practice. However, in Scandinavia apprenticeship can be translated as
‘master learning’ (mesterkere) and focus is placed on how the apprentice learns from
working with the master. In this article I try to synthesize the two meanings by
concentrating on how the piano .students learn from the transparent music culture at the
Academy of Music and, furthermore, how they learn from their main teachers at the
Academy. From my analysis of the piano students, I argue that students do not only
learn piano techniques and music interpretation from their main teachers, they learn a
relationship to music in general.'’'

1.8.1 Historical Context of Group Teaching
In placing group teaching in an historical context, Richard Anderson traces its origins
as follows:
While it's difficult to pinpoint when and where group piano began in the United States, it
.may be that it began almost the same time as the piano was- becoming the accepted
keyboard for instruetion. In 1815, Johann Bernhard Logier (1780-1846) started teaching
group piano lessons in Ireland. He quickly gained international fame, and in 1818, at
least two teachers travelled from the eastern United States to take his pedagogy course...
During the 195()s and into the 196()s, class piano began to grow again as a viable option
or tool for teaching... By 1956, Wurlitzer was advertising a lab concept that included
keyboards with headphones and a “Multi Piano Monitor” that allowed the instructor to
listen to each student.''^

According to Judith S. Siegel:
Group instruction is not new; technology is not new. For me, both have been around for
many decades. The group experienee in music education can be traced back to Kodaly,
Orff and Suzuki.

1.8.2 The Combination Approach
Individual lessons are usually classified as ‘studio’ and group lessons as ‘class piano’.
In reality, teachers involved in individual/studio methodology can organise some
group work with suitably matched students. Thomas A. Burkett considers the value of
combining the two systems:
Probably the most popular combination of private and group instruction used by
independent teachers is private lessons supplemented by regularly scheduled
musicianship clas.ses. Held either weekly or biweekly, these classes provide the student
with performance experience and instruction in theory, ear training, sight-reading.
Nielsen, K. {2006) ‘Apprenticeship at the Academy of Music’, International Journal of Education &
the Arts, 7(4), 1-16, p.3.
Anderson, R. (2006) ‘From paper keyboards to MIDI: A brief look at group piano through the 2()th
century’. Piano Pedagogy Forum, 9 (2). Full-text [Online] Available:_http://www.music.sc.edu/ea/
keyboard/ppf/,. [Accessed 4 May 2008]
Siegel, J. (1999) ‘Group piano and technology in the independent studio’, Roland Keyboard
Educator 3 (3), 1-16, p.2.
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harmonization, and improvisation. The main advantage of this combination of private
and group instruction is that it provides individual attention where it is needed and also
exposes the students to group experiences.'”’^

It is generally agreed in current music education literatare that ensemble music
making is veiy beneficial in the training of pianists, and tlat sight-reading skills are
essential for successful participation in music ensemble. In an editorial commentary,
Maggie Williams discusses an article about sight-reading skills for string players. She
disagrees with

the point that,

‘with

the exception of pianists’, all other

instrumentalists would want to seek out chamber music-making opportunities. From
her own experience, she attests:
Having personally enjoyed my various pianistic involvements in chamber music, choral
accompaniment and theatrical orchestras every bit as much as my solo endeavours, I
would have to disagree with this statement. Part of the joy of the piano may be that there
is so much music that can be played by the instrument alone, bet that is far from being
the full story.'”^^

Coming from another experiential perspective, Nancy Lhtor. relates how she was able
to include young people in music-making with keyboa.'ds. using a piano orchestra
model:
In my experience of running courses, 1 have promoted .sevei'cl different approaches, and
there may well be others. In the orchestral model individuals or groups take different
voices, amplified as necessary, in parts which are read from the page. Confident players
could ‘split’ the keyboard and play two voices each. There nay be anything from three
to twelve parts, ranging in difficulty from beginner to advanced. Players learn to follow
the conductor, who pinpoints their entries, the dynamics, and even tempo changes.

1.9 Conclusion
In conclusion, music education needs to be given its ovm specific domain, and that
domain should include suitable methods of research. As Swanwick states:
No credible theory of music education can be sustained witheut an insightful analysis of
music as an essential strand in the fibre of human experience. No sensitive practice of
music education can take place without at least an intuiti'e grasp of the qualitative
nature of musical response. No effective policy-making cn curriculum content and
evaluation or student assessment can be managed without a conscious awareness of what
is central to musical experience.

Action research was initially more concerned with social change and radical views, as
Kemmis explained:

■■ Burkett, T. (1982) ‘The challenge of group piano teaching an! the rewards’. Music Educators
Journal, 69 (3), 31-33, p.32.
Williams, M. (2007) Editor’s letter. International Piano Magazine IP54 (Nov. /Dec.), p.3.
Litten, N. (2008) ‘Keyboards are naff!-discuss’, ISM Music JourncI, 74 (9), 18-19, p.l9.
Swanwick, K. (1988). Music, Mind, and Education. London: Routedge, p.3.
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Under such conditions, action research began to seem more like "amateur" or "poor
man's" research, to be distinguished from the Real Thing. So understood, it was
inevitable that it would lose the attractions it had both to the academy and to teacherresearchers: for the former group, any form of research that admitted and encouraged
amateurs could not be sufficiently pioneering and high-status; for teachers, there could
be no long-term credit in submitting to the condescension such a view implied.'"’*^

However, Kemmis does highlight the very strong advocacy for action research, over
the past 60 years, as an effective idea to meet the changing needs of society, a trend
that could not be suppressed. He continues his evaluation on its critical input to
research in general:
But it is also critical in the sense that it is activist: it aims at creating a form of
collaborative learning by doing (in which groups of participants set out to learn from
change in a process of making changes, studying the process and consequences of these
changes, and trying again). It aims to help people understand themselves as the agents,
as well as the products, of history. In my view, action research is also committed to
spreading involvement and participation in the research process.^"

This puts the ongoing challenge of finding appropriate research methodologies to the
test. Moreover, Tolstoy’s perspective on his experience of teaching children to read,
as quoted by Donald Schdn during a public lecture given at the University of
Melbourne, gives scope for reflective inquiry in any discipline:
The best teaeher will be he who has at his tongue's end the explanation of what it is that
is bothering the pupil. These explanations give the teacher the knowledge of the greatest
possible number of methods, the ability of inventing new methods and, above all, not a
blind adherence to one method, but the conviction that all methods are one-sided and
that the best method would be the one that answers best to all possible difficulties
incurred by a pupil. That is to say, not a method, but an art and a talent.^'

Authors Wiggins & McTighe emphasise that evidence of understanding requires that
we do our testing in new and different ways, which will give evidence of students’
ability to apply knowledge instead of just recalling it:
It does not matter in the end what we call understanding related targets, but it matters
greatly that we safeguard the distinction between “understand” and “know the right
answer when prompted”. What matters is that we grasp the challenge of assessing for
transfer.'’^

Kemmis, S. (1993) ‘Action research and social movement: A challenge for policy research’.
Education Policy Analysis Archives, 1 (1), 1-8. p.2. [Online] Available: http://epaa.asu.edu/epaa/
voll.html. [Accessed July 19, 2008]
Kemmis, S. (1993) ‘Aetion research and social movement: A ehallenge for policy research’.
Education Policy Analysis Archives, 1 (1), 1-8. p.3. [Online] Available: http://epaa.asu.edu/epaa/
voll.html. [Aceessed July 19, 2008]
Schon, D. (1995) ‘Reflective practice: Its implications for classroom, administration and research’.
1-28. p.l2. Lecture at the University of Melbourne, September 1995 Full text [Online] Available:
http://www.uni.edu/~eastk/109/sp()8/2709()5.pdf [Acces.sed September 5, 2009]
Wiggins, G., & MeTighe, J. (2005) Understanding by design (expanded 2nd Ed.). Alexandria, VA:
ASCD, p.49.
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In one of his Improve Your Teaching publications, music educationalist Paul Harris
poses the question ‘How can we know that they know?’ and then, suggests the
following strategies;
•
•
•
•

Teach the same thing in more than one way.
Ask questions.
Present the pupils with a task that shows they can apply their understanding.
Ask pupils to explain to us or teach us what we’ve taught them.^'^

In the end, the role of the PianoLct/? as an interlinking resource may best be
considered in the ability of its students to apply understanding to other areas of music
making, because of the connections made, during their time spent there, with their
past and present knowledge.

Harris, P. (2008) Improve Your Teaching: Teaching Beginners: A New Approach For Instrumental
and Singing Teachers. London: Faber Music, p.51.
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Chapter 2: Methodology
2.1 Introduction
Research methodology for the study is presented in this chapter. It describes the
interpretivist paradigm used, which was informed by action research principles
employing qualitative methods. These methods, which were identified as being the
most appropriate for the project, facilitated the investigation into teaching in the
PianoLa/?, as to how students learn, and how that learning relates to their wider music
education. In addition, ethical considerations for the project are considered
2.2 Paradigm of interpretive inquiry
Interpretive inquiry aims to characterise how people experience the world, the ways
they interact together, and the settings in which the.se interactions take place.
Qualitative research involves the studied use and collection of a variety of empirical
materials: case study; personal experience; introspection; life story; interview; artifacts;
cultural texts and productions; observational, historical, interactional, and visual texts —
that describe routine and problematic moments and meaning in individuals’ lives.

2.2.1 Why Action Research?
The qualitative research approach adopted for this study was action-oriented. Action
research is rooted in practice, in this instance in a teaching practice. Implementation
requires the practitioner to articulate what the concerns are, to discover the possible
reasons for these concerns and to determine what can be done about them. In relation
to this particular action research, one of the outcomes of the exercise will be to
modify practice by developing the design and delivery of the VvdnoLah curriculum on
an ongoing basis, in collaboration with colleagues in the CSM.

In a presentation at NUI Galway by Margaret Farren and Mairead Ryan^^ action
research was portrayed as ‘a rigorous and valid methodology’. In tracing some of its
origins, they cited Stephen Corey, who in 1953 first spoke of action research as a

64

Denzin, N. & Lincoln, Y. (2005) ‘Introduction; The Discipline and Practice of Qualitative research’
in Denzin, N. & Lincoln, Y. (eds.). The SAGE Handbook of Qualitative Research, 3rd Edition, (pp.l28). London: Sage, p.3.
Farren, M. & Ryan, M. (2004) Action Research: A New Scholarship of Educational Enquiry.
Presentation: NUI Galway, January 2004. (Online] Available: http://webpages.dcu.ie/~farrenm/
research.html,. [Accessed 5 October 2008]
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means for improving practice in school. He urged teachers to research their own
practice in order to improve it. Prior to that, the only researchers were the ‘expert’
outsiders who ‘objectively’ researched social situations. Corey insisted on teachers'
research being a cooperative activity, which would support democratic values in the
classroom.
An action research project goes through a cycle of planning, acting, observing and
reflecting. After the action has taken place, there is a need to analyse the effects of
change. Ortrun Zuber-Skerritt clearly articulates the necessity of collaboration in the
process of carrying out this type of research:
Briefly, my understanding of emancipatory action research is that it is collaborative,
critical and self-critical inquiry by practitioners (c.g. teachers, managers) into a major
problem or issue or concern in their own practice. They own the problem and feel
responsible and accountable for solving it through teamwork and through following a
cyclical process of strategic planning:
•
action, i.e. implementing the plan
•
observation, evaluation and selPevaluation
•
critical and self-critical reflection on the results of points 1-3 and making
decisions for the next cycle of action research, i.e. revising the plan, followed
by action, observation and reflection, etc.^^

2.2.2 Interlinking Theory and Practice
The action-oriented approach supports a constructivist theory of learning which is
relevant to curriculum development in the P'vdnolxih. In particular, it supplies a
framework for the creation of a Course Portfolio, which in turn became the research
tool. The student population in the CIT Cork School of Music extends across first,
second, third and fourth level education, thus providing a continuum of learning that
can expand the professional development of teachers.
Action research processes in the Scholarship of Teaching and Learning (See 1.2.1
Inquiry-based Research above) allow for the dissemination of a Course Portfolio. A
Scholarship of Teaching and Learning (SoTL) process enables practitioners to
research their own teaching with a view to sharing it with others. It is open to critical
review by peers and capable of being built on by others. In addition, a focal point is
on researching the discipline and the teaching, in this case, music pedagogy.

Zuber-Skerritt, O. (1996) (ed.) New Directions in Action Research. London: Palmer Press, p.3.
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2.2.3 Action Research and Constructivism
When the concept of constructivism first appeared, the emphasis was on cognitive
science and the individual. Current viewpoints emphasise that learning is a social and
not an individual process i.e. the student learns in the context of others and in a
cultural context. The constructivist theory of learning claims that knowledge cannot
be rote-learned, but that the learner must construct knowledge in order to learn. David
Perkins describes understanding as ‘the ability to think and act flexibly with what one
knows’.Teaching for Understanding (TfU) therefore, can be defined as
constructivist pedagogy.
2.3 TfLI Framew'ork
In Martha wStone Wiske’s view
The Teaching for Understanding framework guides educators to focus on four elements
m helping students develop flexible and robust understanding, not Just memorize facts
and formulas. The elements are generative curriculum topics, clear understanding goals,
performances that cau.se students to stretch their minds and apply their knowledge, and
ongoing assessment using public criteria linked to goals.

A constructive process is applied in the framework, in which individuals develop
understanding by exploring new information to view their existing knowledge and
ideas. The application of this framework is as follows:
Deciding on curriculum topics
Identifying clear targets
Designing learning activities
Promoting student understanding
Reviewing students' performance
In demonstrating how student understanding is achieved in the TfU framework,
David Perkins co-director of Project Zero at the Harvard University clarifies it as
follows:
In summary, understanding is being able to carry out a variety of “performances” that
show one’s understanding of a topic and, at the same time, advance it. We call such
performances “understanding performances” or “performances of understanding.”

' Perkins, D. (1998) ‘What is Understanding?’ In M. S. Wiske (Ed.), Teaching For Understanding:
Linking Research With Practice (pp. 39-57). San Francisco, CA; Jossey-Bass, p.40.
Wiske, M. (2004) A New Culture of Teaching for the 21st Century'. [Online] Available:
http://learnweb.harvard.edu/ent/library/teaching_culture_article.pdf. [Accessed September 4, 2(X)9|
Perkins, D. & Blythe, T. (1994) ‘Putting understanding up front’. Educational Leadership (5)
Alexandria, VA: ASCD, p. 6.
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2.4 Resources, Materials and Sample
The enquiry was conducted in the Department of Keyboard Studies in the CIT Cork
School of Music and it was primarily practice-based education research. The main
research question was directed towards the existing tuition in the VvdWoLab and its
relationship to the CIT Cork School of Music 3-stranded teaching approach. The
student population available for the study consisted of part-time piano students at the
junior and intermediate cycle level, who attend weekly lessons in the VvanoLab. At
the initial stage of the study, groups from the Junior Cycle (Primary-Grade 2) of the
Department of Keyboard Studies were utilised for the research. This was
subsequently narrowed down to groups of Grade 1 students, as it became evident that
cuniculum development should start at the VvAwoUib beginner level (Grade 1).
2.5 Pilot Information-Seeking
After briefly outlining my research aims to my colleagues in the Department of
Keyboard Studies, 1 sent them a letter, which included a form seeking general
information on their students' musical knowledge base, including musicianship and
other instrumental progress, as well as their participation in other musical activities.
This was to profile the available student population for possible participation in
VvAwoLcib research. Following this, exchanges of ideas with colleagues took place in
order to gather evidence on the sight-reading and ensemble music-making interests of
their students. This led to the creation of an electronic database for the PianoLa/?
tracking participation of students and end-of-year results. It now provides information
for the formulation and monitoring of groups. Next, an informal audio taped
interview was conducted with a musicianship teacher. This was related to the purpose
of gaining insight into the Kodaly-based musicianship programme, in which
PianoLr//? students participate.
2.6 Process of Action Research
The research was developmental in that the first method of collecting data by
questionnaires and evaluation surveys was used to inform the second, which included
the documentation of teaching and learning by means of a Course Portfolio 70

See Appendix A: Teachers’ Questionnaire and Tabulation of Results on Page 86.
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This portfolio became the primary focus of the study, and as it contained input from
all stages of the research, it became a vehicle for the research. For that reason.
Chapter 3 in Part 2 was allocated to document it. The cyclic structure of the research
enabled it to correspond with the academic year of the CIT Cork School of Music.
The process was developed during the course of the action research cycles over two
academic years.

2.6.1 Action Research Cycle 1: (1st Term 2008-9)
An evaluation took place before the development of the cycle, to identify the
materials needed to fulfil the learning objectives of the target group and the type of
cuniculum that might be developed to meet those learning objectives.
• PianoT«Z? Report 1999-2000
A copy of an end-of-year 1999-2000 report was obtained.^' It detailed the PianoLcz/j’s
role in supporting sight-reading and ensemble-music making for junior level piano
students.
• Questionnaire for Teachers
A questionnaire was circulated to members of the Department of Keyboard Studies
seeking to determine the type of materials and learning objectives, which teachers
considered the PianoLc//? had a role in developing.
• Testing Effectiveness of Material
Materials were created, existing materials were sourced, and the research proceeded
with two teachers testing the effectiveness of these materials in relation to given
objectives, and drawing comparisons between the materials.
The percentage range for the teachers’ evaluation of materials was as follows:
80% 60% 40% 20%
Data were gathered from the evaluation of the materials’ effectiveness. The materials
were put together under a section entitled ‘Lesson Plans, Resources and Materials’., 73

6 Luasa, Niall. CIT Cork School of Music End-qf- Year Report on PianoLah 1999-2000
See Appendix A: Teachers’ Questionnaire and Tabulation of Results , p.86.
See Appendix B: Lesson Plans, Resources and Materials, p.92.
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2.6.2 Action Research Cycle 2: (2iid Term 2008-9)
The plan for Cycle 2 was informed by data gathered from the pilot information
seeking and from Cycle 1.

•

Focus Group

A Focus Group was formed to give all the VvAnoLah teachers an opportunity to
engage in the research. The Focus Group comprised VvdnoLab teachers, Keyboard
Studies teachers, musicianship teachers and teachers from other departments
interested in the research. Prior to the discussion, the Focus Group was given
information about the research in a PowerPoint presentation.

•

Students’ Evaluations

Consent was sought from parents/guardians of all students in Grades 1 and 2 (See 2.7
Ethical Considerations). At this point Grade 1 was emerging as the most suitable
grade for investigation of the development of curriculum design for the PmnoLah as
an interlinking resource. However, feedback from students at Grade 2 level was also
valuable, as the Junior Syllabus culminates with the Grade 2 examination.

•

Data

The in-class research study at the PianoLc//? was conducted by four teachers who
collected feedback from the students on teaching materials. Data on students’
evaluations were collected by the PianoLa/? teachers on evaluation sheets (See 2.7
Ethical Considerations).
2.6.3 Action Research Cycle 3: (1st Term 2009-10)
The procedures for Cycle 3 involved:
•

Designing a course

•

Eield testing the course and collecting data on student learning and performance

•

Observing and evaluating student performance during the course

•

Analysing data and implementing changes as required
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The research tool for this cycle consisted of a Course Portfolio (See 2.6 Process of
Action Research), which concentrated on specific subject matter relating to teaching
and learning in the VvanoLcih.
•

Course Portfolio

The Course Portfolio is a method of documentation that is concerned with every level
of a course. It focuses on the description of a single course through all the stages of its
design, enactment and the resulting student learning. It shows a specific period of
study in the V\imoLab in three stages of teaching and learning:
•

Design------ How the PianoLa/? operates-----A connected curriculum

•

Enactment------ How we teach— Instruction and understanding

•

Realisation----- How students learn-----Arranging ongoing assessment

Lee Shulman describes well the research rationale for a Course Portfolio:
Every course is inherently an investigation, an experiment, a journey motivated hy
purpose and beset by uncertainty. A course, therefore, in its design, enactment, and
analysis, is as much an act of inquiry and invention as any other activity more
traditionally called “re.search” or the scholarship of discovery.^''

•

Second Focus (iroup Mecting/Presentation

The flexible nature of cyclic process in the research allowed for alternation between
planning, acting, describing and critically reflecting. During the final Cycle, a
generous time was allocated during the Department of Keyboard Studies monthly
meeting for a presentation followed by a discussion. This meeting was attended by
Focus Group members, respondents to the teacher questionnaire (See 2.6.1 Action
Research Cycle 1: (1st Term 2008-9)) and other interested teachers. The purpose was
to give a school-wide setting for the Focus Group discussion.
2.7 Ethical Considerations
In seeking permission for participation in the research, prior information was given in
writing. Matters of confidentiality, privacy, consent and access were considered.
Parents were sent a letter enclosing an information sheet outlining the purpose of the
study, and covering questions of privacy, plus the option not to participate or to have
the child withdraw from the study without penalty or prejudice. The part of the

Shulman, L. (1998) ‘Course Anatomy: The Dissection and Analysis of Knowledge Through
Teaching’. In Hutchings, P. (Ed.) The Course Portfolio: How Faculty Can Examine Their Teaching To
Advance Practice And Improve Student Learning. Washington, DC: AAHE, p.5.
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research that involved children was carried out in normal class time in the VidiWoLcihs.
Evaluations were achieved by:
1. Drawing (filling in the appropriate expressions on faces with the mouths omitted)
2. Scoring (Out of 10)
3. Three levels of helpfulness (Does not help/Helps/Do more of this)
As the main questions were directed at effectiveness of the materials at the end of
class, these qualitative methods used were non-intrusive. The efficacy of this system
of evaluation is confirmed by Melanie Mauthner:
Small groups are ideal with ehildren of the same age (peer groups) rather than different
ages (sibling groups). Small group discussions allow ehildren to set their own agendas
and the research topic to be woven into children's talk about their daily lives and social
worlds. The 'draw and write technique' and structured activities can be effectively
integrated into group discussions and interviews in order to provide a fcx;us for children
especially where the research topic is abstract or not immediately salient in children's

2.8 Analysis in an interpretive paradigm
Conway and Borst endorse the already established view that data collection and
analysis, of necessity, are concurrent in action research:
The data collection phase of an action research project melds together with the analysis
phase so that thoughts regarding the meaning of the data begin to emerge during the
process, not just after it.^^

Data analysis involved interpreting findings while in the field. During the course of
Cycle 3, an in-depth interview with Paul Harris took place.Consent was given, and
the interview was audio taped. Questions regarding the realisation part of the course
were asked, followed by an informal discussion. The purpose was to bring expertise
to the reflective analysis aspect of the research. The data were organised and then,
thematically coded, during the course of each cycle.

^ Mauthner, M. (1997) ‘Methodological aspects of collecting data from children: Les.sons from three
research projects’. Children & Society. 11(1), 16-28, p.26.
Conway, C., & Borst, J. (2(X)1) ‘Action re.search in music education’. Update: Applications of
Research in Music Education, 19 (2), 3-8 p. 4.
See 3.3.1, p. 56.
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Figure 1 below illustrates how the data will be correlated in Part 2:

Figure 1: Data Correlation
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Part 2

Chapter 3: Course Portfolio
Chapter 4: Findings
Conclusion
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Chapter 3: Course Portfolio

Overview
This Chapter contains a course portfolio, enabling an examination of all the
levels/phases of a course. It includes the process of action research for Cycle 3 (See
2.6.3 Action Research Cycle 3: (1st Term 2009-10)), and contains input from Cycles
1 and 2 of the research (See 2.6.1 Action Research Cycle 1: (1st Term 2008-9) and
2.6.2 Action Research Cycle 2: (2nd Term 2008-9)), thus becoming the main research
vehicle for the study.

The portfolio presents an in-depth interpretation of one course unit in three sections
as follows:
•

Design (Section 1)
Enactment (Section 2)
Realisation (Section 3)

Objectives:
•

to provide a reflective notebook including materials and commentary

•

to generate a teaching and learning method

•

to define assessment skills

•

to develop collaborative and collegial interaction within the PianoL«^
through teamwork
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Section I: Design
3.1 Student Prorile 2009-2010
The following Table presents the allocation for part-time students in the VvdwoLah of
the CIT Cork School of Music, during the final action research cycle of this inquiry;

Table 2: Student Allocation 2009-2010

Grade

Number of groups

Number of students

Duration of lesson

1

7

41

30 minutes

2

5

28

30 minutes

3

6

32

30 minutes

4

6

26

30 minutes

5

5

27

.

30 minutes

3.1.1 Equipment and Resources
There are two P'vdnoLahs in use for classes in CIT Cork School of Music. PianoLc//? 1
Room 316 contains seven newly released (January 17, 2008) HPi-7S Roland pianos.
The 88-note touch sensitive pianos are capable of giving a grand-piano feel and
response. They are equipped with a colour LCD screen and Digiscore notation
system, with built-in USB ports. The Roland HPi-7S Digital Piano is shown in figure
2, below.''
Figure 2: Roland HPi-7S Digital Piano

http://www.roland.com/products/en/HPi-7S/index.html
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Among several education features, the Digiscore system includes:
•

programmes for interactive practice

•

sampler pieces from Micro Jazz catalogue

•

variety of educational games

•

playback features, providing recorded accompaniments

Six HP555G digital pianos and one Roland HP550 G digital piano are located in
PianoLfl/? 2 Room 317^'^
Figure 3: Roland HP550 G Digital Piano

Features of the HP555G digital pianos include:
•
•
•
•
•

3.5 floppy disc drive for recording and playback
88-note hammer action keyboard
New stereo sampled piano sounds and more than 300 built-in General MIDI
Sounds
64-voice polyphony
Pianist function with 22 new piano accompaniment styles

The following equipment is located in both Vv<moLahs\
•

Computers equipped with Sibelius software, iTunes, QuickTime for recording
facility

•

Projector-operated screens linked to the mirror image display of the Apple
computers enabling a variety of approaches to teaching, with PowerPoint
Presentations of the course

•

An electronic database including information on students’ exam results and
teachers’ VvdwoLah work

http;//halifax.kijiji.ca/
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•

Roland Conferencing Systems (RCS) linking the six student pianos to the
teacher’s piano. It is possible to use pianos in a group situation without
headsets or to use the conferencing system with headsets

Among the many uses of the RCS are:
•
•
•
•

teacher demonstrations
student broadcasts
division to sub-groups
teacher/pupil private “mini” lessons

3.1.2 Course Materials
• Flexible Teaching for Understanding (TtU’) designed lesson notes with
specially created materials, graphics and exercises
Referenced list of existing materials used in the course
White board with coloured markers
List of audio compact disc resources
Midi files for ensembles
Computer
Overhead screen for PowerPoint display
3.1.3 Course Content
The course covers elements of musicianship for young pianists, which supports
participation in ensemble music making. It is broken down into logically sequenced
units of one term and is closely allied to the curriculum of graded piano and
musicianship examinations. The curriculum covers the study of basic concepts such
as pitch, rhythm, key structure, pulse, harmony and form, and its primary focus is on
sight-reading. Groups of six students learn to use the digital pianos, overhead screens
and headsets to find new ways of reading and learning cooperatively.

The unit

follows a thematic approach, utilising the objectives that preliminary data identified
in the first two terms of action research in the academic year 2008-2009. This part of
the research was based on testing the effectiveness of teaching material, which
supports the Sight-reading Guidelines (2006) for the graded piano examinations.
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3.1.4 Goals
•

to develop a straightforward account of teaching and learning initiatives in the
VvdwoLah

•

to help students become more independent learners

•

to involve students in their educational progress

•

to develop a way of recording student learning for formative assessment
which could direct curricular and pedagogical development

•

to document the teaching and learning

3.1.5 Collaborative Process
At the outset of my research, I engaged with the other V\<moLah teachers, and with
staff members of the Department of Keyboard Studies, whose students attend the
PiiinoLah. They agreed to participate in the research, and to take part in interactive
reflection. Questionnaires were circulated, and 1 received an encouraging response.
Teachers from other areas in the school were invited to join a Focus Group session.
This meeting had the effect of melding the group into a team, and gradually the
PmnoLah began to gain a new status and visibility within the school. At the beginning
of the enactment stage, a colleague gave an update on the progress of this research at
a meeting of the Department of Keyboard Studies.
3.1.6 Research Questions
In addressing the main considerations for the development of a start-of-year unit for
Junior students, a set of questions emerged which were necessary to pose at the outset.
The following questions reflected the experience of the preliminary action research
cycles undertaken during the academic year 2008-2009:
•

How can ongoing formative assessment in the classroom be integrated with
curriculum and instruction, so that teaching and learning can flow smoothly
and in a continuous manner?

•

By the end of the term what should the PmnoLab students know, understand,
and be able to do?

•

What basic skills should they develop during the course unit?

•

How should the P'vdnoLab operate?

•

How do the teachers teach the course?
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•

How do students learn? How inueh did they learn? How well did they learn it?

•

How effective are the specially designed materials in responding to the stated
educational objectives?

•

How are the most prevalent weaknesses in sight-reading to be addressed?

•

To what extent could data collected from the trial materials be integrated into
curriculum development in the PianoL^/??

•

How can the PianoLdh best establish/locate its learning identity in the CIT
Cork School of Music?

The overriding question that arose was about students’ encounters with the P'vdnoLah
supporting their musical development in general, and their keyboard skills in
particular.
3.1.7 Integration with other CIT Cork School of Music Courses
Students in the PianoLc//? include those whose individual teachers were trained by
differing methodologies and influences. Most students have followed the Kodalybased musicianship method; others have been trained in the Suzuki method. All
music students in CIT Cork School of Music are required to attend musicianship
classes in conjunction with their instrumental lessons. Indeed, applications for
instrumental lessons from beginners up to the age of eight years are only accepted
from those who have successfully completed at least one year in a musicianship
class.**" These students bring with

them an assortment of understandings,

presumptions and differences. As a result, their learning will be formed by their prior
experience as well as by the course they are now taking.
Figure 4 illustrates how the P'vdnoLah connects to the 3-way educational focus in the
CIT Cork School of Music in this investigation.
Figure 4: 3-Way Educational Focus in CIT Cork School of Music

CIT Cork School of Music: Enrolment Information Booklet, p.3.
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Figure 5 displays VvdwoLah course requirements in relation to syllabus requirements
for the graded musicianship and piano exams in the CIT Cork School of Music.

Figure 5: V\Sii\oLab's Connection to Other CIT Cork School of Music Courses
PianoLcr/? curriculum
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3.1.8 Learning Outcomes
These will be measured by student learning as follows:

• Cognitive outcomes
Cognitive outcomes will include acquisition of specific knowledge and skills. These
can be measured by comparing students’ knowledge and skills at the end of the
course with their prior knowledge and skills at the start.
At the end of the year the pupils will be enabled to
•

demonstrate recognition of rhythmic patterns

•

utilise duration counting

•

identify time signatures and distinguish rhythm from pulse

•

locate and name notes in a compass of four octaves

•

read intervals directionally by counting them numerically and by relating them
to acquired knowledge of note and key recognition

•

locate starting positions on the keyboard by relating to clefs and landmark
notes

•

identify key signatures and perform simple modulation link between C, F and
G major keys

• Affective outcomes
Affective outcomes will include attitudinal development measured by pupils’
motivation and readiness to respond.
As the piano is mainly a solo instrument playing in ensembles will provide pianists
with experience similar to playing with orchestras, wind ensembles etc. Students will
be able to compare their own approaches to learning with other students. These
outcomes will enable them to measure their strengths and weaknesses in a group
context.
3.1.9 Course Information
The syllabus contains information related to the course content, materials and planned
methods of delivery and student assessment as follows:
Name of Class: First-term course for Piano sight-reading/ensemble classes
Venue: P'vdnoLcihs in Rooms 316 and 317

42

Student Requirements: Students should have completed the preliminary piano
examination
Description: The underlying theme for the course is learning to play music in an
ensemble setting.
The recommended course material is intended for teachers as a resource in co
ordination with the piano curriculum for Grades I -II.
Sources are given for existing material in the course schedule.
The content of the course unit comprises basic concepts such as pitch, rhythm, key
structure, time signatures, intervals and chords.
Target Learners: Piano students in Grade 1 of the Junior Cycle in the CIT Cork
School of Music. Department of Keyboard Studies
Topics Addressed: A feature of this unit is the introduction of ensemble work for
sight-reading with a focus on pitch and rhythm
Instructional Design:
In this course, each element of the Teaching for Understanding (TfU) framework will
be applied by:
•

Overarching goals

•

Generative topics

•

Understanding goals

•

Understanding performances

•

Ongoing assessment

3.1.10 TfU Framework
The TtlJ framework is a guide for instruction in order to develop adaptable
understanding in a disciplined way, as follows:
‘Understanding Performances’ represent the skills to be acquired by students during a
particular course. As an example of this, students in Grade 1 would demonstrate an
understanding of how rhythmic patterns fit a pulse. In addition, they would need to be
able to apply that understanding to performing in ensemble.
Generative Topics such as ‘Maps and Musical Scores’, provide activation for the
study and should interest the students and teachers alike. The course unit needs to be
developed through accessible topics, which should help students to interlink present
and past capacity of general and musical knowledge and broaden students’ insight on
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specific themes. In addition, these topics should be supported by resources
appropriate to the students’ needs. For example, in using a generative topic like
‘Navigation,’ an analogy can be made between maps and music scores. Map gridlines
can be associated with music intervals.

Another example is ‘What signatures tell us’. Students are shown PowerPoint slides
of composers’ signatures, asked about uses of full names or initials, and uses for
signatures in ordinary life. They discuss features of key and time signatures, and how
observation of these features helps good ensemble music-making. ‘Understanding
Goals’ must clearly express what is to be understood about the ‘Generative Topic’.
They must be communicated and explicated visibly during instruction. They must
also be designed to address the concepts, which the students are to understand.

3.1.11 Performances of Understanding
These offer multiple opportunities for students to perform in ways that develop and
demonstrate their understanding noticeably in the following three ways:
•

Introductory Performances

•

Guided Peiformances

•

Culminating Performances

An ‘Introductory Performance’ will give students an opportunity to encounter the
generative topic. In the context of the grade 1 course, students can use prior learning
on rhythm to make a connection with the generative topic on the time signatures.
These early performances serve to inform the teacher as to the extent of the students’
understandings.

A ‘Guided Performance’ focuses on particular aspects of the course where the student
will be guided in working with activities and demonstrations. An example of a guided
performance in this course will be to work out a part of a round and to demonstrate
the ability to hold that part in an ensemble.

‘Culminating Performances’ come towards the end of the teaching unit and allow the
students to demonstrate the understanding acquired throughout the unit. In the case of
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this course unit, students are given an ensemble part to work out individually in class
(with headsets), and then play it as part of an ensemble.

3.1.12 Ongoing Assessment
Ongoing assessment takes place in the course of instruction. Learning and
understanding are at the centre of ongoing assessment, rather than grading alone.
Under the TfU framework, there are two principal elements to the process of ongoing
assessment: determining criteria and providing feedback. The assessment is modified
by the different criteria, such as evaluation of students' existing knowledge,
participation in class activities and results of class tests. These are closely aligned to
the understanding goals and performances of understanding in the TfU design (See
Table 3: TtU Graphic Design on Page 47 ).

The evaluation of pupils' existing knowledge and ability to apply that knowledge is
obtained through responses and comments in informal class discussion, quizzes and
games. Another example of this type of assessment is the evaluation of pupils' level
of understanding during participation in class activities, giving pupils the opportunity
to analyse and self-correct. In this case, feedback would come from teacher response
(written) to pupils’ performances, from pupils' reflections on their own performance
and from classmates reflecting on one another's performance. An important element
in the ongoing assessment is for students to present their class work to a wider
audience, which could take place in the PianoLc//? or other venue as part of a concert
performance. This can take place midway during the academic year. The feedback
gives students information on how well they have carried out performances and how
they might improve them.

The students are informed of the criteria for as.sessment, which should match the
understanding goals. As the students are fully included, they are encouraged to take
ownership of their progress.
When we use assessment for learning, assessment becomes far more than merely a one
time event stuck onto the end of an instructional unit. It becomes a series of interlaced
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experiences that enhance the learning process by keeping students confident and focused
on their progress, even in the face of occasional setbacks.*'

3.1.13Collaborative Curriculum Design
Table 3 (below) displays a Teaching for Understanding (TfU) Graphic Design, which
is intended to provide a model for planning and teaching the lessons for the course. It
was created from a design model by ALPS (Active Learning Practices for Schools) at
Harvard Graduate School of Education. The Teaching for Understanding Graphic
Design was used as the model for developing a course unit for Grade 1 in the
Academic Year 2009-2010. 82

Stiggins, R. J. (2007) ‘Assessment through the student's eyes’, Educational Leadership 64 (8) 22-26,
p.25.^
The Teaching for Understanding design adapted from the Collaborative Curriculum Design Tool at
ALPS (Active Learning Practices for Schools) at Harvard University.
[online] Available : htttp;//learnweb.harvard.edu/alps [Accessed 24 June 2009]
Acronyms include: 1) UGs for Understanding Goals, 2) UPs for Understanding Performances and 3)
TtUI for Teaching for Understanding
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Table 3: TfU Graphic Design
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Understanding
Ongoing Assessments (OAs)
Performances (UPs)
Criterion: Evaluation of
Present information to the
students who use prior
students' existing knowledge
learning on rhythm to
Feedback: Informal
class discussion
perform on keyboards
Students use white board to
write answers on note
location
Criteria: Participation in class
Playing with a metronome
while reading from the
activities and level of
overhead screen
understanding
Working out puzzles of
Feedback: Teacher response
interval recognition
(written) to student reflections
followed by in-class
exercises
Students are given an
1 Criterion: Ability to present for
ensemble part to work out
an external reviewer as part of
individually in class (with
a formal test
headsets), and then play it as Feedback: Direct (Reactive)
observation by formal test
part of an ensemble
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Section 2: Enactment (Implementation Methods)
3.2 Introduction
The enactment section of this study sets out a plan to accomplish some key objectives
in student learning. It traces the development of the various stages of the progression
of the course curriculum and describes instructive practice. It records the relationship
between the design of the course and ways of conveying it, which includes a practical
roadmap for interlinking the work done in the PianoLr//? with the wider range of
musical activities in the CIT Cork School of Music and beyond. The activities
proposed are designed to facilitate interaction between Kodaly-based Musicianship,
individual piano lessons, and ensemble music making.
3.2.1 Structure
The enactment plan was delivered in the following manner:
•

Timetabling and Organising of Classes

Finding a workable timetable for the PianoLc//; classes at the start of the school year
posed substantial challenges. Not the least of these was the fact that, for part-time
students, music is an extra-curricular subject, competing for time with similar
activities such as dancing and sports. Added to that, the CIT Cork School of Music
requires attendance at musicianship classes, compulsory for Grades I-V, thus further
limiting the window of opportunity for the scheduling of PianoLr//? classes.

The PianoLab electronic database holds information on the students’ overall results
and sight-reading results from the graded examinations. This provides information on
summative assessment on the previous year’s work. Organising the classes was
achieved mainly through information received from examiners who had agreed to
separate out the sight-reading mark from the overall mark in a student’s exam. We
used both the sight-reading and the overall mark to determine the placement of the
students into the P'vdwoLah classes.

•

Teacher meetings to coordinate the prepared curriculum

PianoLc//? teachers agreed to collaborate on teaching at Grade I level. (The uptake of
places in Grade 1 was almost 100% and forty students provided a sufficient sample.)
We discussed the use of the overhead projector, MIDI files, flexible lesson plans and
48

existing course materials. Student Information and Student Profiles were sourced
from the specially created electronic database.

•

VvdnoLah teachers’ input at departmental meetings

During the academic year, meetings of the Department of Keyboard Studies are held
on a monthly basis. During these meetings, short presentations are made by staff
members on pedagogical topics, followed by informal discussions and offers to
address issues. In the autumn term, 2009, three of the meetings focused on reading
skills, giving PianoLc//? teachers an opportunity to provide input from their
experiences. As a result, ideas are being pooled in an attempt to discover a common
thread among the various approaches to the acquisition of musicianship skills.

•

Use of The ‘Constructivist Tlieory’ Model

The TfU framework connects with a constructivist theory of child development. It
ties in with the enactment of the course in the context of the PianoLc//?’.v development
as an interlinking resource. In the case of this type of framework, the understanding is
the crucial element. By ensuring learning through understanding, the students can
apply their knowledge from the PianoLah to new situations. The application of
transferable skills is thus an outcome of the constructivist model.
3.2.2 Classroom Procedures
As a necessary initial step towards effective teaching of the course, a criterion of
ongoing assessment was used, to establish a student’s existing knowledge.
Our teaching experience in the PianoLab had shown that the greater our
understanding was of how students learn and understand a topic, the more
successfully we could help them in what to learn. We used very simple and
straightforward activities that could help a student to build on his/her previous
understanding. These were followed by simple assignments either in class or as part
of homework.

Project files containing PowerPoint and documented lesson guides and resources
were maintained for the duration of the course unit and were e-mailed to colleagues
(See Lesson Plans, Appendix B).
Routines in the PvdnoLah included:
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Using the overhead screens for coursework exercises
Assigning “quick-learn” pieces and/or simple question and answer sheets for
homework
Developing reading by teaching the students drills, which included Hash cards
for both rhythm and pitch.
4.

Using existing materials (See Table 8; Project class work materials and
resources for Grade 1 on Page 143)

5.

Performing simple rounds, ostinato patterns and ensembles

6.

Using the inbuilt instrumental sounds on the digital pianos for ensemble work

7.

Providing orchestral accompaniments for the ensembles through use of CDs,
floppy disks and memory sticks with MIDI files

Figure 6: VvdnoiMb Class in Progress

3.2.3 Teaching Strategies: Application of Understanding
Application of knowledge and understanding in the course includes topics that need
more attention than they normally receive in individual piano lessons. The VvdwoLab
is able to act as a conduit by interlinking aspects of the Musicianship Course and the
Piano exam sight-reading requirements with specially designed lessons.

•

Students’ Classroom Integration

Differences between performances of sight-singing and sight-playing needed to be
taken into consideration, given that the students have generally done more singing,
than playing, by sight. Active participation was encouraged in the classroom by
requiring the students to use the familiar sol-fa “sound symbols” from their
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musicianship course before launching into locating notes within a four-octave
compass (See Figure 5: PianoJL<://?'.v Connection to Other CIT Cork School of Music
Courses on Page 41). Another strategy for encouraging active participation by
students was to get them to say the rhythm in the familiar rhythm syllables before
attempting to introduce durational counting. Knowledge, therefore, was made more
meaningful for students by applying different teaching approaches to the same
curriculum content.

•

Setting Goals

In implementing the course, a most important objective was to get students to pay
attention to the ‘Understanding Goals’ model by using ‘Generative I'opics’ as an
instructional approach. For instance, a TV news report about Ordnance Survey
Ireland’s announcement on giving online access to Irish historic maps prompted me
to use the relationship between maps" and music scores for a ‘Generative Topic’. The
working out of ‘Understanding Goals’ helps students to categorise information.

An example of this occurred when the teacher was talking about fractions in the
context of evaluating notes as a fraction of the semibreve or whole note; namely, by
asking questions about dividing up a birthday cake and relating it to the power point
slide where a semibreve is divided into quavers.

One ‘Understanding Goal’ in

particular - ‘students will understand the significance of time and key signatures for
preparing and performing ensembles’ -

was a challenging point of reference for

students during the course owing to the fact that, as students of individual
instrumental tuition, they would be required to play ensembles during Vr<moLah
classes.

•

Applying knowledge

Understanding Performances (See Section 3.1.11 Performances of Understanding)
were introduced sequentially to harmonise with the course progression. The learning
objectives were applied by specific tasks and activities that addressed the key parts of
the TfU framework; namely, class work included a discussion in which all
participants gave an opinion on ways to recognise intervals.
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• Ongoing assessment
Rather than implementing one-off or random tests, we tried to construct the
knowledge by using an ongoing assessment, embedded in the course design. Criteria
were set in harmony with the Understanding Goals and sequences of Understanding
Performances (See Table 3: TfU Graphic Design, above).
3.2.4 Course Events
During the school year, events took place, testing the time-management aspect of the
30-minute class time allocation. Three events with differing emphases are listed
below. In the case of National Music Day (Event 2), a considerable amount of
preparation was required. For instance, training in the swift use of the adjustable split
point on the keyboards was require for each pianist to perform with a different GM
orchestral tone while playing in a ‘4 hands on 1 piano’ setting. However, this event
proved a useful exercise in that it gave all involved in the P'limolMh classes a chance
to perform in a big venue, and the various groups a chance to hear one another, which
would not have been possible to do in the limited space of the PianoLc//xv.

1. Christmas Music Experience (December 2009)
The approach of December gives an opportunity for using the very engaging
Christmas books in the PianoLa/? library. These books are part of a series, which we
use in the material for our lessons, thus they are immediately accessible for the
students to borrow. Christmas music is generally widely known and the recognition
of famous tunes, while the students are doing their sight-reading, can give a boost to
their confidence.
2. National Day of Music (16 April 2010)
National Music Day celebrates all types of music in Ireland. Nationwide events
include performances by national performing groups. Music in the Workplace, Music
Workshops in Schools and Music in Public Spaces. The CIT Cork School of Music
marked the day by staging a 12-hour musical marathon, and the PmnoLah teachers
were invited to fill a performance time slot in the Atrium. The plan involved bringing
some of the digital pianos from the PianoLah down to the ground floor. By using the
Twin-Piano mode, i.e. two students per keyboard instead of one per keyboard, which
is what they are used to in the piano lab, students were given an opportunity to play
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the ensembles in a different format thus gaining experience of applying their
knowledge in a different mode. The Twin-Piano mode causes the keyboard to be split
into two parts.

This performance opportunity extended the ensemble experience

further and, in the case of many Grade 1 students, it was a first-time experience of
ensemble- playing with four hands on one piano.
3. Preparation for the Sight-reading test in the Grade 1 examinations (May 2010)
Part of our remit in the PianoLr//? is to cover the requirements for the piano
examinations in May. Class time is allocated for the preparation of students for these
examinations. In the weeks immediately leading up to the examinations, students are
given ‘mock’ examination sight-reading tests. The practice sight-reading tests give an
indication of the type of material used. 8.3

See Test A, Lesson 6 , Appendix B.

53

Section 3: Realisation (Student Learning)
3.3 Introduction
The inquiry into student learning is a key component of this research. Formative
assessment is an essential part of teaching and learning and is an integral part of the
Teaching for Understanding (TfU) framework. As well as reinforcing student
learning, it supplies information as to the extent and effectiveness of the process. The
TtU framework enables the PianoLc//? to provide formative assessment, which can
develop aspects of student work at a qualitative level.
3.3.1 Assessment for Learning
The National Council for Curriculum and Assessment (NCCA) has published a
leaflet, which ‘sets out to answers some of the questions frequently asked about
Assessment for Learning (AfL)’.
Assessment in edueation is about gathering, interpreting and using information about the
processes and outcomes of learning. It concentrates on student performance based on
learning outcomes, which depend on evidence of student learning and include
established aptitudes, understandings, and outlooks. It considers research-based
classroom assessment practices designed to promote as well as evaluate student learning.
It also examines the student in his/her learning situation, assessing his/her performance
as it could relate to the construction and implementation of assessment methods.

3.3.2 Analysis of Student Learning
When analysing student learning for this research, one of the considerations was, how
well the various parts of the course design would fit together and develop into a
valuable learning encounter for students. Activities to help students make good use of
prior knowledge were selected as criteria for Introductory Performances of
Understanding in the course design.

In analysing one of these activities, as displayed in Figure 7 below, evidence of
understanding was identified in the ‘counting’ aspect of the task. The student first
verbalised the clapping task, by using the familiar rhythm syllables from
musicianship classes before putting it into the context of durational counting (See
3.2.3 Teaching Strategies: Application of Understanding).

http://www.ncca.ie/uploadedfiles/Publications/Aflleaflet2.pdf
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Figure 7: Author's Course Materials
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‘Guided Understanding Performances’

were used in order to evaluate the

development of the students’ understanding. Table 4 is compiled from feedback from
VvdwoLab teacher R. Its purpose was to discover if and how a particular lesson
encouraged learning, from the participants’ standpoint.
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Table 4: Feedback from a VvdnoiMb Teacher

Description
of material

Rounds (hands separately)

Lesson

Using bass clef rounds to introduce independence in elementary

content

ensemble playing and to connect students’ experience of singing

observed

rounds in musicianship classes

Feedback

1. A good way to focus on learning the bass clef

from

2. Having an easier mix of note values made it easier to

materials and

concentrate on identification of note names

students’

3. A good way of learning key signatures

comments

4. A good introduction to ensemble playing, because.a) You have to take responsibility for your own line - ‘You’re
on your own’
b) ‘You must always be counting to be sure of being in the right
place’

One of the tasks during the Enactment of the course was to give students an ensemble
part to work out individually in class (with headsets), and then play it as part of an
ensemble (See Table 3: TfU Graphic Design on Page 47). An additional opportunity
was given to VvdnoLah students who participated in the Music Marathon in CIT Cork
School of Music on National Music Day, 16 April 2010 (See 3.2.4 Course Events).

The following evaluation of this occasion was received from Piano Teacher D.
Each ensemble immediately noticed the conductor's lead-in beat and maintained a steady
tempo throughout each piece. "The Popcorn Man", with its staccato texture, demanded
and got the required precision of attack and steadiness of pulse from the players. The
students were alert to the tricky upbeat entries to "Whoopee Ti-Yo-Yo" and "For He's a
Jolly good Fellow" where only some of the players enter on the upbeat. The more varied
rhythmic patterns of "Dixieland Jam" were well managed. Here I had a sense that the
players were listening to and responding to the other parts of the ensemble and were
enjoying the interaction. The focus and attentiveness of the students, while performing at
this public event, was admirable. Overall, the students demonstrated many of the skills
required of beginners in successful ensemble playing: a keen sense of pulse; the ability
to fit rhythmic patterns to a pulse; the ability to listen and adapt to playing with others;
attention to details of articulation and dynamic.
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Learning Processes
Another consideration in analysing student learning was ‘How well were students
able to apply learning in different contexts’? During the enactment of the course unit,
music educationalist Paul Harris visited the school to conduct various workshops,
after which I had the opportunity of interviewing him.

In answer to the question

‘From your experience, what are the best ways of getting evaluations on student
learning?’ he replied, ‘Can you apply the learning in a different context?’ He
suggested that teachers can take the students through all the different ways of playing
a rhythm, including playing it in a different time signature, key and tempo. Success in
performing with this altered context would demonstrate their understanding.
Additional events during the year such as the Jazz Festival, birthdays and Christmas
provided useful opportunities for assessment of student learning.
3.3.3 Course Evaluation
Feedback from Students:
How useful they found the material
Since learning requires the active participation of students, at one stage ongoing
assessment was arranged in a way that could encourage the students to put themselves
in the position of a beginner student. An example of this occurred during a class,
when a boy spontaneously put up his hand and said, ‘Would this be the kind of thing
that my younger brother would find useful when he starts in the PianoLa/??’ He was
then encouraged to try out the material as if he were his brother. He concluded that
that it would work for him.
How confident they became at using the equipment
To give an example, the students had to learn to work in pairs using the conferencing
system. They had to learn how to use the digital piano in-built General MIDI (GM)
tones, which were part of the ensemble score. These digital tools provide an incentive
for children to perform in a different context from that of their usual piano
performance. In describing an occasion when a PvdnoLah student, who also plays the
cello, had an opportunity of playing on an electronic keyboard, her parent wrote.
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‘(she) altered the sound to a cello sound and played the piece in the bass clef. This is
something she wouldn’t have ordinarily used an actual piano for’.

Whether they could add to the understanding process
An idea of creating posters was suggested and some volunteers came forward from
the various classes. The best posters were displayed on the notice board in one of the
P'vdnoLahs. One of the themes given was ‘Pulse’, and another was ‘Steps, Skips or
Jumps?’ An example is given in Figure 8.
Figure 8: A Poster on 'Pulse'

St/wkIs

0
d

C/(OTCH£*f

1

COkATT

AbfAT

CJo fkrr

CkfAT?)

h

f

Feedback from Parents:
What they noticed about their child’s participation in the PianoLab
Learning is both a personal and a collective process. Some of the written feedback by
parents reinforced the value of the collective process.
She had to learn to work in a group situation as opposed to the normal one-to-one
situation. In doing this, she is developing an ear to listen and count in order to participate
in her piece. [Parent L]

Another parent concentrated on the social aspect of learning.
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She looks forward to these lessons and sees it as both a learning process and a sociable
occasion. [Parent J|

After the National Music Day performance, a parent sent the following evaluation:
My daughter performed in the main concourse of the CIT Cork School of Music as a
member of her PianoLc//; class. This was a wonderful experience for her. Up to this
point, her performances were as a solo performer. She learned new skills here. She
realised the responsibility of being part of a group means you must prepare well, as
success for the class depends upon everybody. Piano is a solitary instrument at junior
level and she enjoyed being part of a group. [Parent K1

She concluded that participation in the PianoLa/? demonstrated her daughter’s ability
to apply understanding to different situations:
I feel my daughter can see the link between the Musicianship class and its application in
the individual piano class more clearly, and I am sure the PianoLr//? has successfully
bridged that gap. Her understandings of time signatures, note making and rhythmic
patterns have all improved. [Parent K]

Feedback from Teachers:
What they observed from student Icamina
Feedback from Piano/a//; Teacher R stressed the importance of ensemble playing:
This introduction to duet and ensemble playing has another more immediate and
practical relevance, in that it exposes any rhythmical errors and forces students to count
accurately.

The support for artistic endeavour was encouraged in the use of digital piano in-built
General MIDI (GM) tones. According to Piano Teacher E, ‘the variety of sounds was
really imaginative’.

In ‘How teaching for understanding changes the rules in the classroom’, Wiske (See
1.4 A Teaching for Understanding (TfU) Framework on Page 10) stressed the need
for giving students the chance to take responsibility in the learning process. VvdnoLah
Teacher T’s reflection that, ‘including children in the testing of materials brings out a
sense of being valued in them’, recognising how the input from the students
themselves on the study materials would provide insight into the most effective way
of delivering improved curricula in the VvanoLah.

Feedback from VvdnoLah Teachers on materials for note location on the piano:
•
•

Definitely helped them in realising the vertical relationships between page and
keyboard [PianoZ^r//? Teacher Rj
Affirmed the use of different approaches to foster understanding as illustrated
in Figure 9 below [PianoL^//? Teacher Q]
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Figure 9: Example of Test Materials

Observation by Musicianship Teacher B;
Musical
The primary striking feature of the performanee was the extent to whieh the students
appeared to be aware of their individual part being part of a larger ‘whole’. They
displayed exeellent ability to maintain their place in the ensemble, with a strong sense of
pulse and ability to read their part in evidence. It is noteworthy that many of the parts
required the students to count considerable periods of rest - a type of sight-reading the
piano student may not encounter that frequently in a one-to-one lesson scenario.
Expanding the piano student’s knowledge to include that of the midi-keyboard gives
them the opportunity to become familiar with the sounds it can produce, as well as the
technical skills to operate it - contributing to their overall musical ‘know-how’ skills.

Social
As the students gathered together in their respective playing groups, they were clearly
excited about performing and they displayed a strong sense of being part of a group that
worked co-operatively together.

My perspective
As a musicianship teacher at CSM, who is working with many of the students attending
the PianoLr;/?, it was invaluable to observe the above as it makes me aware of the entire
ensemble experience the piano students of the school receive and will enable me refer to
it musically and academically in my class context. No longer is the piano student the one
who misses out on the social and group music making aspect of learning music!

Personal Reflection on the Portfolio
In conducting a personal analysis of my work, I realise how much the research for
this project has impelled me to use insights gathered over 11 years of teaching
experience in the PianoLab.

These insights inspired me to expand my areas of

creativity as well as my practical knowledge. I feel, therefore, that I have gained and
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developed many new skills in terms of my own personal development; skills that 1
hope will be useful for future teaehers of the PianoLab.

Through it, I not only became stimulated and inspired by the methods and outcomes
of other practitioner-teachers, but also began gradually to find my own particular
approach towards gathering and evaluating data. On reflection, I consider it to have
been applied practically to the framework of my research. My work has served to
synthesise many of my research resources from teaching and learning.

Throughout this project, I was constantly being challenged to think conceptually and
to expand, refine and crystallise my ideas in a practical setting. As a long-time teacher
of individual students, who has devised a customised course of study for each
student’s unique and particular needs, ! w'as enabled through this project to pilot a
fresh approach towards the structuring of courses for reinforcing musicianship. These
courses can simultaneously meet the needs of students with diverse talents and
temperaments, albeit of the same age and grade level.

In my piano teaching over the years, one of my underlying concerns was to develop a
system that would enable piano pupils to apply their prior learning in music
education, such as the Suzuki and Kodaly methods, to their sight-reading skills. In
making the connections, through curriculum development, between the PianoLab and
existing syllabus requirements for musicianship and piano courses in the CSM, I feel
confident that I have succeeded in addressing these concerns.
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Chapter 4: Findings
4.1 Introduction
This chapter contains findings from data gathered over the course of two academic
years (2008-2010) at the CIT Cork School of Music. The results of the research are
presented sequentially, beginning with the pilot study, followed by the three action
research cycles. Three themes, which emerged from these action research cycles,
frame the interpretation of the findings.
The Course Portfolio (Chapter 3), in three sections became the research vehicle
because it allowed the teacher/researcher to examine the course under all its
levels/phases and allowed for all the issues emerging within.
Many of the findings are based on qualitative data from interviews. Focus Group
discussions and material compiled from feedback from selected students, parents and
teachers.
The findings address questions as to how the P'vdnoLah’s instructional design equips it
to be an interlinking resource for young pianists’ musicianship skills. In addition,
limits of the overall work are discussed, and indicators of potential for further
research and development in the PianoLr//? are outlined.

4.2 Pilot Study
The preliminary information-gathering study (.See 2.5 Pilot Information-Seeking on
Page 28) refined the aims and objectives for the project at the initial stages. At the
beginning, it was difficult to decide on the ideal age and musical background of
student participants for the project. The reasons for this were complex. Firstly, a forni
was sent to colleagues in the Department of Keyboard Studies, seeking general
information on students’ experience of and participation in various musical activities
inside and outside the CIT Cork School of Music. It was evident from the responses
that it would not be possible to get reliable qualitative data by drawing comparisons
between different groups of students.

For example, differentials from six of the

responses providing information on students taking lessons on other instruments
besides the piano, illustrated how difficult it would be to form a representative sample
of part-time students’ schedules (See Table 5; Pilot Study Results on Page 63).
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Table 5: Pilot Study Results

O Piano Only
■ Other Instrument in
Addition to Piano

Teacher

Teacher

Teacher

Teacher

Teacher

Teacher

1

2

3

4

5

6

More importantly, such information would not necessarily advance the inquiry into
teaching and learning in a way that would meet the educational needs of the students.
The provision of feedback on musical activities of students in PianoLc//? Grades I-5
was equally inconsistent. However, evidence from verbal and written responses
suggested that the compilation of a special database for the PhinolMh would facilitate
the gathering of contextual data. As a result, an electronic database for P'vdnoLah
teachers was created, tracking end-of-year exam results and, in particular, sight
reading results. From that point onwards, information was available for the
formulation and monitoring of groups.

At this stage the need to focus more on the instructional role of PianoLd/?, was
identified, rather than drawing comparisons between different groups of students. It
was realised that action research principles were needed to investigate teaching and
learning in the PianoLc//?. In order to explore these principles further, classes in the
junior grades were chosen as research participants. In the final cycle, this was
narrowed down to students in Grade I.

4.2.1 Interview with Musicianship Teacher A
Musicianship classes in the CIT Cork School of Music are mandatory for all part-time
students. The CIT Cork School of Music offers a stand-alone musicianship course,
which is Kodaly-based. Students who sign on for the course can complete it without
taking instrumental classes or participating in ensembles.Findings from an
interview with Musicianship Teacher A (interview to gaining insight into the Kodalybased musicianship programme, in which P'vdnoLah students participate) suggested

CIT Cork School of Music: Enrolment Information Booklet, p.4.
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that my research should relate to students’ existing learning experience (See 2.5 Pilot
Information-Seeking on Page 28).
The interviewee confirmed that the all-inclusiveness of that course made it
‘independent from having to learn another instmment’. In addition, the interviewee
supplied details of stages at which the various parts of the musicianship course are
introduced. The music-making part of the course is demonstrated in sight-singing.

From my previous experience in piano teaching, I had already identified a problem
with pupils not always making the connections between musicianship taught through
singing, and musicianship taught through piano playing. As the musicianship course
caters for students in all departments, it made more sense for the PianoLc//? work to
connect with the musicianship course than vice versa. After the interview, I decided
to redefine my inquiry. Instead of researching the PianoL<:<7:> as a teaching resource,
the focus of the study was moved to the PianoLt//? as an interlinking resource for the
three-stranded teaching approach in the CIT Cork School of Music: Kodaly-based
musicianship, individual tuition and ensemble music- making.

4.3 Cycle 1: 1st Term 2008-9
In analysing this pilot study, a connected curriculum emerged as an interpreting
theme for the first Action Research Cycle (See 4.6.1 A Connected Curriculum ).

4.3.1 PianoLab Report
Perspectives from the P'vdnoLab Report (2000) are documented in the Introduction
(See Page 1). The Report confirmed the role of the PvanoLah in supporting sight
reading and en.semble music making for junior level piano students. Insights on sight
reading in the Report contributed to the course design in Cycle 3 of the research in
helping students to apply their already acquired music knowledge to sight-reading
and ensemble music- making.

4.3.2 Questionnaire for Piano Teachers
Data from a questionnaire (See Appendix A: Teachers’ Questionnaire and Tabulation
of Results on Page 86), which was circulated to teachers in the Department of
Keyboard Studies during Cycle 1, was used to source and collect material that would
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link up teaching in the PianoLc//; with existing learning experiences of students. Out
of 22 questionnaires distributed, 19 responses were received.

Information was gathered from Questions 1, 2, 3 and 4 on sight-reading materials
cun'ently in u.se by teachers (See Appendix A: Teachers’ Questionnaire and
Tabulation of Results on Page 86). This data has been useful in providing information
for the collection of sight-reading materials in the PianoLc//? library and, in particular,
from the concepts, which those materials addressed. Additionally, responses to
Question 3 influenced the decision to create flash cards for the purpose of quick note
recognition, which would conform to the CSM syllabus requirements and the use of
PowerPoint by teachers in the PianoLc//?.
Responses to Question 5 which sought information on areas that teachers would like
to see addressed, proved to be very influential in selecting materials, which could be
tested by teachers in the PianoLr//? (See 4.3.-3 Testing the effectiveness of specially
chosen material below).

The uptake by Department of Keyboard Studies’ staff of training on Sibelius software
was determined by the availability of time for the teachers to attend (See Appendix A:
Teachers’ Questionnaire and Tabulation of Results). Similarly, lack of time during
lessons was identified in responses to Question 7, which sought to determine
teachers’ encouragement of their students’ participation in duet playing. However,
responses to Question 8 (See Table 6: Results for Q. 8 of Teachers’ Questionnaire,
below) confirmed the positive role which the PianoLa/? can play in supporting
teachers.
Q.8.Which of the following skills do you feel the VvdnoLab has a role in
developing?
Sight-reading D

Duet playing etc D

Keyboard Harmony D

Jazz D

See Appendix A for the Questionnaire and Tabulation of results.
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Piano Accompaniment D

Table 6: Results for Q. 8 of Teachers’ Questionnaire

4.3.3 Testing the effectiveness of specially chosen material
In response to the answers from the questionnaire for piano teachers (See Appendix
A: Teachers’ Questionnaire and Tabulation of Results and Table 6: Results for Q. 8
of Teachers’ Questionnaire above), materials were created specially for the PianoLa/;
classes using Sibelius computer software.
In collaboration with another PianoLu/? teacher, these materials were tested for
effectiveness in meeting stated objectives. Evaluations were measured up against
educational objectives, which included:
1. To develop understanding of note values in relation to pulse in simple time
signatures, with the crotchet as unit
2. To make students aware of pulse by construction of rhythmic patterns
3. To facilitate music reading sequentially by the introduction of 2, 3 and 4 stave
lines followed by clefs
4. To relate keyboard geography to the bass and treble clefs with ‘landmark’
notes and then to speed up easy location of notes
5. To establish directional reading by intervals and merging intervallic reading
with acquired knowledge of note recognition
6. To discover and identify melodic patterns and to recognise musical shapes
7. To recognise time signatures
8. To identify key signatures in relation to scales
9. To develop music-making skills by exploring a wider range of materials
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10. To develop improvisational skills with identifiable melodic rhythmic patterns,
black keys with teacher accompaniment, musical question-and answer
activities

Table 7 illustrates teachers’ evaluation of flash cards for the purpose of quick note
recognition. The scale for teachers’ evaluation of materials was as follows: 80%
60% 40% 20%
Table 7: Evaluation Results

Specially
designesd

Bastien

Piano
Adventures

4.4 Action Research Cycle 2: 2nd Term 2008-9
As PianoTd/? teachers were willing to undertake continuous inquiry into their practice
and monitor students’ learning for this research, a second theme began to emerge the concept of teachers as catalysts for change. As Ortrun Zuber-Skerritt explained,
action research requires recognition of collaborative and collegial interaction (See
2.2.1 Why Action Research? on Page 25). The willingness of PianoLd/? teachers to
participate demonstrated these aspects of action-oriented research, when, during the
Cycle 2 research, there were ongoing discussions with all P'vdnoLah teachers. The
formation of a Focus Group with its ensuing discussion offered P'vdnoLah teachers a
further opportunity to engage in the research. There was further assistance for the
discussion through the participation of musicianship and community music teachers.

4.4.1 Focus Group Discussion
The Focus Group comprised PianoLd/? teachers, Keyboard Studies teachers,
musicianship teachers and teachers from other departments interested in the research.
The discussion unearthed different types of qualitative data, such as issues on the
curriculum, which could not be deduced from the earlier questionnaire on materials
(See Section 4.3.2 Questionnaire for Piano Teachers). The Focus Group discussed the
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creation of a VvdwoLcih curriculum that could guide students to explore the question of
applying musicianship taught by a sight-singing methodology.

The need to find a home base for the research in the Department of Keyboard Studies
was met through the Focus Group discussion. The required recognition of
collaborative and collegial interaction was realised, and. there were constructive
discussions with other P'vdnoLcih teachers. As an additional benefit, the Focus Group
provided new insights and facilitated an exchange of ideas across the other
departments. Results from discussions and observations among the Focus Group led
to the search for a curriculum design supporting prospects for resourceful problem
solving and practice improvement for teaching and learning in the F\dv\oLah. These
findings led to the search for a structured course at Grade I level. This is the level at
which piano students commence classes which could be built on in subsequent
grades.

4.4.2 Student Evaluations
Data collected from Cycle 1 was used to analyse, refine and select teaching materials
for Cycle 2. Three other PianoTc//; teachers also used these materials and collected
data from evaluations and feedback from students. One of the most effective
evaluation sheets for students included;
a) Helps J

b) Does not help

lj

c)

Do

more of this

The option of filling in columns with a drawing resulted in some interesting artwork.
The results upheld the view that there was a need to structure a course that would
simultaneously meet the needs of a diverse group, albeit of the same grade level.
4.5 Action Research Cycle 3: 1st Term 2009-10
As the Focus Group discussion began to address issues in a wider setting and more
people were willing to be involved in developing teaching strategies, a third theme
began to emerge - initiatives of collaboration.
Cycle 3 involved collaboration with three PidnoLab teachers teaching Grade 1 classes
(See 2.6.3 Action Research Cycle 3; (1st Term 2009-10)). The process is outlined and
documented in Section 2 of the Course Portfolio in Chapter 3. Section 3 of the course
portfolio documents the effects of collaboration on learning in the PidnoLab.
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4.5.1. Feedback from PianoLaft Teachers
After the second Focus Group meeting, the VvdwoLah teachers met for further
discussion. As a result, a decision was taken to give responses by means of a
questionnaire (See Appendix C; Questionnaire for PianoLa/? Teachers).

Feedback was collated under the following headings:
Design------ How the PianoLr//? operates-----A connected curriculum
Enactment......—How we teach— Instruction and understanding
Realisation----- How students learn-----Arranging ongoing assessment

Question: Which activities have the potential to engage, explore and challenge
young pianists?
Answers:
•
•

Ensemble playing
Singing the first few notes in your head before you start, counting the first few beats,
thinking about the mood - these are all habits that need to be reinforced over time
• Teaching students to conduct was effective in developing rhythm
• The Piano/.^;/? class also provides a wonderful forum in which to explore the skill of
improvisation. Younger children in particular are less inhibited and more open to
venturing beyond music presented to them by their teacher. To begin with,
improvisation can f(x;us on simple rhythmic and/or melodic ideas c.g. start by
choosing a single note and exploring many different ways to play it using a variety of
time values, rhythmic patterns, keyboard registers and dynamics; and continue by
applying this idea to progressively larger groups of notes.
Alternatively, an
introductory approach to two-handed improvisation could take the form of assigning a
single chord e.g. an open fifth to the left hand while the right hand improvises over the
five notes of a five-finger hand position.

Question: How can we use the wall space (including whiteboard in the PianoL«^
classroom) to further active learning?
Answers:
•
•

Posters dedicated to rules of sight-reading and approaches to learning a Quick Study
Posters for landmark notes/legcr line.s/key signatures etc

4.5.2 Feedback from Paul Harris
Question: Which activities have the potential to engage, explore and challenge
young pianists?
Answer:
Well, I suppose we can do a lot of improvisatory kind of exercises where the pupils
themselves are generating the material, which might be that one pianist plays a phrase
and then all the other pianists, in turn or together, have to then, repeat that phrase. And
then, the second one plays a phrase and all the others have to repeat the phrase. And, that
phrase can get longer (which is just a basic kind of aural test, but one that is being
generated by the pupils rather than the teacher).......... so there could be a lot of pupil-
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generated aetivities going round in cireles - one pupil after another, responding to the
last pupil, that eould ereate some interesting challenges, some interesting ideas.**’

4.5.3 Students’ Collaboration
Student cognitive and affective change was mostly observed in the Guided
Performances of Understanding (See 3.1.11 Performances of Understanding on Page
44) during the course. This was especially notable in the first preparations for playing
in ensemble. Peer influence plays a large part in successful group work. Vygotsky
promoted guided discovery in the classroom with the help of a ‘More Knowledgeable
Other’ (See 1.7 Theories of Education on Page 16 ). Students working in pairs using
the conferencing system provided an opportunity for some students, who found the
tasks easier, to spend a few minutes in the role of ‘student teacher’ with another
student. This type of scaffolding by peers was enjoyed by the students.

Student collaboration was also shown in classroom activities. For example, a
spontaneous suggestion on how to divide parts in the class gave the students
concerned a stake in the successful learning of a piece of music. Other students
gained confidence by being elected a group leader for a class, counting blank bars to
set the pulse and bringing the group in.

Some of PowerPoint slides for the Grade 1 classes (See Appendix B: Lesson Plans,
Resources and Materials on Page 92) were also adapted for students at Grade 2 level
and were supplemented with more challenging material. This gave an added
dimension to the findings, as those Grade 2 students were the same students who had
evaluated materials in the previous academic year, as Grade 1 students.

4.5.4 Feedback from Parents
Feedback was given by parents on how they perceived their child’s participation in
the VvdnoLah. Parent L wrote:
For a relatively small amount of effort (half-hour per week) we feel there has been a
signifieant improvement in her sight-reading for both cello and piano.

Interview with Paul Harris, 22 January 2010.
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Parent L’s response endorsed the supportive role of the VvdWoLcib.

Furthermore,

feedback from parents emphasised the value of what Thomas Burkett (See 1.8.2 The
Combination Approach) described as exposing the students to ‘group experiences’.
According to parent J, her child ‘looks forward to these lessons and sees it as both a
learning process and a sociable occasion’. Parent J continued;
It suits her to share her experiences of music development with her peers. She has
always been a good team player and this environment further enhances her skills in this
area.

4.5.5 Continuation of Focus Group
Focus Groups unambiguously use group interaction as part of the method. This meant
that the researcher did not need to ask each person one after another to give
responses; instead, people were encouraged to talk to each other. The second Focus
Group meeting enabled the PianoLr//? teacher element of the Focus Group to function
as a team. This positioned them to contribute to practice beyond the PidnoLah. For
example, one of the PidnoLah teachers who took part in Cycle 3 outlined the
PidnoLah curriculum development at a Department of Keyboard Studies staff
meeting.

Discussions have ensued concerning curriculum issues, which have led to initiatives
by Keyboard Studies staff members. Minutes from the Department of Keyboard
Studies monthly meetings, (September 2009 to February 2010), referred to sight
reading at four meetings, either in the form of staff presentations or seeking staff
‘input and ideas’.Piano teacher C created interval-reading materials easily adaptable
for the PowerPoint part of PidnoLah lessons. This was a valuable contribution from a
Focus Group attendee, who was not a PidnoLah teacher.
4.6 Reflections
Since the purpose of the current study was to investigate how instructional design
would develop the PidnoLah as an interlinking resource for young pianists’
musicianship skills, data was needed to outline that development in addressing the
issues of teaching and learning in the PidnoLah. In general, results suggested that a
TfU design would assist in developing a role for the PidnoLah as an interlinking

Minutes: Department of Keyboard Studies Meetings.
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resource with the three-stranded teaching approach in the CIT Cork School of Music.
Unlike the usual research methodology, where comparisons are made between select
groups of children, of necessity this research had to include all children at any given
grade level. The findings, therefore, related more to the VvanoLah curriculum
development in general, than to discovering how the course could help some children
more than others.

4.6.1 A Connected Curriculum
In Cycle 1 of the action research, the data was related to the materials, and to the
course design for the teaching and learning process in the PianoLc//;. The most
important facet of inquiry in this cycle centred on the effects of specially chosen
materials, connecting musicianship taught through singing with musicianship taught
through piano playing.

The interview with Musicianship Teacher A (See 4.2.1

Interview with Musicianship Teacher A) provided extensive information on the
musicianship course and on the use of the Kodaly method in musicianship classes in
the CIT Cork School of Music.

The

results from

the

teacher Questionnaire (See

Appendix

A: Teachers’

Questionnaire and Tabulation of Results and Table 6: Results for Q. 8 of Teachers’
Questionnaire above) showed that the area of greatest interest to teachers was that of
course materials, which they considered most relevant to the syllabus requirements of
the graded piano examinations. This response indicated an understanding of the role
of the PianoLc//? as a resource for supporting musicianship skills and for providing
ancillary support for the individual teacher. Results from feedback on the enactment
of the course in Cycle 3 supported the view that curriculum content connected to the
Kodaly-based musicianship training worked for the teaching and learning of a course
unit in the PianoLrz/? at Grade 1 level. Moreover, the teaching strategies applied in the
course enactment included ‘interlinking aspects of the musicianship course and the
piano exam sight-reading requirements with specially designed lessons’ (See 3.2.3
Teaching Strategies: Application of Understanding on Page 50 ).

4.6.2 Teachers as Catalysts for Change
The data collected, interpreted and evaluated by the teachers was central to the
research because of the different perspectives and approaches to teaching included in
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them. Swanwick’s claim that teaching can simultaneously be research (See 1.5
Research in Music Education on Page 12) can be applied in a slightly different
context here in that the teachers were collecting data ‘in addition to being
pedagogically active’.

Findings indicated that the Focus Group discussion met the need to find a home base
for the research in the Department of Keyboard Studies. This home base acted as a
kind of container for the various participants’ opinions. Sharing ideas with colleagues
in the Focus Group propelled a continuing dialogue among teachers, by providing a
continuum of reference for the research. An example of this was the feedback from
Musicianship Teacher A who had taken into consideration some points from the
Focus Group discussion and applied them in his class, some of whom were Grade 1
piano students. These findings confirm Kemmis’ claim that action research is
committed to spreading involvement and participation in the research process.

4.6.3 Initiatives of Collaboration
The collaboration between PianoFa/? teachers in leading the discussion in the Focus
Group meetings helped to put the research into a school-wide setting and to
encourage more feedback on the development of teaching strategies. This ‘widening’
process was further helped by a participant in the Focus Group who co-ordinated a
two-day visit of musicologist, Paul Harris to the CIT Cork School of Music and
organised a workshop on sight-reading, which took place in the PianoL^/?. This
initiative was particularly valuable, coming at the final cycle of the action research.

Further value was added to the research through an informal interview with Harris,
during which, he answered a question: ‘Which activities have the potential to engage,
explore and challenge young pianists?’ Earlier in the research, the same question had
been put to FmnoLcih teachers in the Questionnaire. Two perspectives on
improvisation were gained from these answers; both had ideas in common.***^

See 4.5.1. Feedback from PianoLc//? Teachers and 4.5.2 Feedback from Paul Harris.
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The pooling of ideas through collaborative exchange was one of the most
encouraging aspects in this final cycle of action research.

However, since the

research concentrated on the instructional design and materials, by which it might be
supported, results did not shed light on possible differences between the Kodalybased approach in musicianship classes and teaching in the VvdnoLcih.
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Conclusion

The primary aim of this research project was to investigate the VvdnoLah's role in
supporting teaching and learning, and in the design of appropriate curricula for the
development of musicianship skills in young pianists.

Through a progression of action research cycles, it sought to examine the effects of
specially chosen materials connecting musicianship taught through singing, with
musicianship taught through piano playing. This was to be achieved by exploring and
testing new materials, assessing results, sharing feedback with colleagues and
exploring new approaches to the PianoLc//? programme. In addition, the materials
chosen were to be clo.sely related to the syllabus requirements for musicianship and
piano grade examinations.

Results demonstrated that the interlinking resourcefulness of the PianoZ^//? was best
demonstrated by the design, enactment and realisation of a course unit in a Teaching
for Understanding framework. The action-oriented research took place in stages
during the academic year. Because of scheduling constraints, it was not possible to set
up special test classes and the research was conducted in a regular classroom setting.
The results and data drawn from them were, therefore, limited to that particular
setting.

The research was undertaken in the context of background anecdotal evidence and
observation, which suggested that participation in Vvdr\oLah classes, would over a
given period, greatly enrich the musical experience of young pianists. Perhaps the
most rewarding discovery during the research was the positive response of the young
piano pupils to the opportunities for ensemble music-making and live performances.

While young instrumentalists at the CIT Cork School of Music have many
opportunities for communal music-making through orchestras, bands and various
ensembles this does not apply to pianists. The PianoLc//? fulfils a valuable role in
allowing young pianists to benefit from ensemble music-making experience.
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Results from the Teaching for Understanding (TtU) framework used for this research
show that the ensemble music-making experience could be further enhanced when
related to a simple Understanding Goal, e.g., ‘Students will understand the
significance of time and key signatures for preparing and performing ensembles’,
which would be reached through a sequence of Understanding Performances.
Although some of the lesson plans based on the TtU design were adapted for higher
grades, they are not included in this research project, which is concentrated solely on
Grade 1. However, some experimental work at Grade 2 level was carried out,
demonstrating the scope for the future in adapting TfU designs for the higher grades.
Initiatives such as this, besides encouraging collaboration among teachers, would
achieve the adaptation of this TfU design to an integrative curriculum at higher-grade
levels. Ideally, smaller, more focused groups would need to be targeted, in order to
progress the ongoing re^iearch.

The PhxnoLiih electronic database, which was set up to assist with scheduling, was
invaluable during this research project. It provided data on students’ overall results,
including sight-reading results from graded examinations, and thus became a vital
resource through which a summative assessment of students’ work over the academic
year could be made. An extension of this database linked to the existing school
database, which holds information on the students’ other CIT Cork School of Music
commitments, is urgently required. Such streamlining would greatly help to avoid
clashes of schedule, and would facilitate researchers in profiling possible future
participants.

Administrators of education systems, challenged as they are by budgetary and other
constraints, have no choice but to focus on the best use of resources. The system of
year evaluation in music education ranks students by grades, in other words, it is a
summative assessment.

This research project showed how a TtU framework could position the PvanoLab to
provide formative assessment, by developing the qualitative aspects of student work
particularly in the early stages of the acquisition of new skills. The project has shown
the benefits of the PianoLah to piano students in the CIT Cork School of Music by
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expanding, enriching and supporting teaching and learning in the Department of
Keyboard Studies. In the provision of much needed ensemble experience in similar
social contexts to bands and orchestras, and through the support for and development
of sight-reading skills, the PianoLr//; enhances the musical education of its
participants as an interlinking Resource in the Development of Musicianship Skills
for Young Pianists’.
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Appendix A: Teachers’ Questionnaire and Tabulation of
Results

1. Do you use any of the following sight-reading tutors for your students?
Paul Hams, Improve Your Sight-Reading (Faber Music)
T.A. Johnson, Right @ Sight (Peters)

D

D

Pauline Hall and Fiona Macardle, Piano Time Sight-Reading (OUP) D
Peter Lawson, Sight-Reading For Fun (Stainer and Bell) D
James Bastien, Sight-/?f^«t//7?^^ (Kjos Music Company)

D

Alan Bullard, The Sight-Reading Sourcebook (Chester Music)

D

Others: Please specify:_______________________________________________

2. Have you used specimen tests from the following Examination Boards?
Royal Irish Academy of Music

D

ABRSM (Associated Board)

D

Trinity College London (Sound at Sight)

D

Others: Please specify:________________________________________

3. Which type of flashcards are you/your students using for note recognition?
Bastien

D

Piano Adventures

□

Alfred

□

Others: Please specify:
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4. Which concepts are addressed in the material you use?

Rhythm D

Interval recognition D

Key signatures []

Chords and cadences

Melodic patterns D

D

Time signatures

D

Others: Please specify:

5. Are you interested in testing additional materia! if provided?
No

□
a-

1 es

If ‘Yes’, please tick boxes for areas you would like to have addressed:
Rhythm D
Note values

Time signatures D

D

Pattern identification

Compound time D

D

Leger lines

D

Simple time D
Interval tlashcards

D

Interval recognition lU Leger line intervals D Melodic patterns D Thumb under D
Key signatures

D

Chord progressions

Key recognition

D

D

Simple transposition

Roman numeral chords

D

D

Chord symbols

D

Chords and cadences D
Others: Please specify: _______________________________________________

6. Did you avail of the recent CIT training on the Sibelius software?
No

□

Yes

□

If ‘Yes’ please indicate whether you are able to
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D

Create files for sight-reading
Edit a short piece of music

D

Open and use files for sight-reading D
Open sample ‘Sibelius’ files sent to you by email D
None of these

D

7. Do you encourage your students to play duets?
No

□

Yes

□

If ‘Yes’ do you source material from
CIT Cork School of Music Library

D

Your own private collection

D

Syllabus for competitive festivals

D

Others: Please specify:

8. Which of the following skills do you feel the Piano/^a/? has a role in
developing?

Sight-reading D
Duet playing etc D
Piano Accompaniment D
Keyboard Harmony D
Jazz D

Others: Please specify:
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Tabulation of Results to Questions 1-7

Question 1 and Question 2: Which sight-reading materials are most in use?

Question 3: Which type of flashcards are you/your students using for note
recognition?

0

—

Bastien

Piano
Adventures

Alfred

Others

Question 4: Which concepts are addressed in the materials in use?
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Question 5: Which areas could he addressed in testing materials?

Time and Rhvthm

Note Values

Time signatures

Rhythm

Pattern
Identification

Question 6: Did you avail of the recent CIT training on the Sibelius software?
Uptake on Sibelius training

Questions on use of software

Ability to create files for
sight-reading

Ability to edit a short piece
of music

Ability to open ar»d use
files for sight-reading
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Ability to open sample files
sent by Email

None of these

Question 7: Do you encourage your students to play duets?
Encouraging duet playin 3

No

Yes

0

10

15

Sources for material
12
10
8

6

4
2
0
CSM Library

Your own
private
collection

Syllabus for
competitive
festivals
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Other sources

Appendix B: Lesson Plans, Resources and Materials

PIANOLAS LESSON BOOK
LESSONS 1-10

• The material in this lesson book was used by VviUnoLah teachers during the
academic year 2009-2010 in co-ordination with the CIT Cork School of Music
cun iculum for Grade 1.

• Sources for published material, including graphics from clip art and other sources,
are given in the text and on page 137.

• All other music graphics are original and are specific to this research.

• Software: Sibelius 4 and Microsoft Office 2003
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Lesson 1
Lesson 1: Navigating music: An introduction to the course
Music notation needs to be navigated like a map
Objectives

•
•

Introduce the idea that clefs show the location and can
also be landmarks
Introduce the idea of counting the exercise out first,
before playing it as a group

Understanding Goal

Students locate the stiirting positions on the keyboard by
relating to clefs and landmark notes

Understanding
Performance

Landmark notes as starting points and then work out steps
skips

Ongoing Assessment

Evaluation of students’ existing knowledge with class
activities, including counting

Activities

• Playing the exercises from the overhead screens
and reading from the music desk
• If time allows, improvise on black notes using
the vibraphone GM tone, accompanied by teacher

Resources
• PowerPoint slides
• Accompaniment for music on Slide 10: Waltz (Duet) by F. Beyer, Watermann &
Harewood, Piano Playtime Book 1 (Faber Music), p.5
• Reading exercises: Helen Lockhart. Guided Sight Reading Book 1 (Forsyth Bros, UK)
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Lesson 2
Lesson 2: Fractions; Evaluating notes as a fraction of the semibreve or whole note
Objectives

•

Establish that counting for the beat is the norm in ensemble playing

• Develop a comprehension of note values in relation to pulse in
simple time signatures with the crotchet as unit
• Evaluate rests and notes by durational counting
Understanding

Students will prepare imaginative ways on how to fit rhythmic

Goal

patterns into a pulse

Understanding

Establishing the note values in relation to semibreve as a prelude to

Performance

understanding the tower number in time signatures

Ongoing

Evaluation of students’ existing knowledge with homework activities

Assessment
Activities

• Eollowing the PowerPoint slides on overhead screens
• A simple duet to be clapped first and then played
•

Work on note evaluation sheets

Resources
•

PowerPoint slides for Lesson 2

•

Duet, Laura Shur, Beginner Keys for Two pre-Book 1 (Spartan Press), p.5
How many crotchets (quarter notes) does each add up to?

=
J+J+J'

n
j*j.
j+j=
j +

•

n-

Note evaluation sheets (see example above)
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Lesson 3
Lesson 3: Goal posts: Locating notes within a four-octave compass
Objectives

Relating keyboard geography to the bass and treble clefs
with landmark notes defined as ‘goal posts’, and speeding
up easy location of notes

Understanding Goal

Students will locate the starting positions on the keyboard
by relating to clefs and landmark notes

Understanding
Performance

Emphasis on bass clef
Landmark notes defined by ‘goal posts’
Working out note location from the diagram on the pianos

Ongoing assessment

Evaluation of students’ existing knowledge with class
activities using flashcards

Activities

Following the PowerPoint slides on overhead screens,
work on ‘Go for the Gold’ aiTanged in the bass clef,
followed by playing it in four parts.

Materials

• Flash cards (see example below)
‘Go for the gold’ arr. Philip Keveren, no.4 Piano
Ensembles Level 1 (Hal Leonard Student Piano Library)

I
f|4^) J I
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Landmark notes

Ground floor
This G is on the
lowest line of
The bass clef
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Lesson 4

Lesson 4: Navigating a score by intervals: More ensemble playing
Objective

Developing music-making skills in groups by exploring a wider
range of materials with an emphasis on bass clef

and interval

reading
Understanding
Goal

Students will be able to read intervals directionally and to relate

Understanding
Performance

Working out puzzles of interval recognition followed by in-class

them to acquired knowledge of note recognition

exercises

_ . .

Ongoing
Assessment

Evaluation of students’ knowledge with homework activities

Activity

• Following the PowerPoint slides on overhead screens
• Exercises and activities on intervals
•

Arr.

Phillip

Keveren,

‘Summer Evenings’,

no. 4 Piano

Ensembles Level 2 (Hal Leonard Student Piano Library)
using instrumentation for digital pianos
Resources
• Exercises and activities, Frances Clark, Louise Goss & Sam Holland (English ed.
Nadia Lasserson), The Music Tree, Part 1, (Summy-Birchard Inc.)
• PowerPoint slides
• Arr. Phillip Keveren, ‘Summer Evenings’, no. 4 Piano Ensembles Level 2 (Hal
Leonard Student Piano Library), Orchestrated arrangements on GM file
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Lesson 5
Lesson 5: Tied Notes: Counting
Objective

Developing an awareness of tied note values as a prelude to
introducing dotted notes

Understanding Goal

Students will understand rhythm in relation to the pulse.

Understanding

Playing together with a CD while maintaining a steady beat

Performance
Ongoing Assessment

Gauging the level of understanding by participation in class
activities

Activities

• Following the PowerPoint slides on overhead screens
• Playing a piece which includes tied notes
• Playing hands separate exercises with the pulse on a
separate stave scored as for a percussion instrument, (see
example below)

• Playing a simple tune which includes tied notes with an
orchestrated accompaniment on CD
Resources
• Frances Clark, Louise Goss & Sam Holland (English ed. Nadia Lasserson), The Music
Tree, Part 1 (Summy-Birchard Inc.), p.45
• Alan Bullard, The Sight-reading Sourcebook, Grade 1, P- 4
• Jane Smisor Bastien, Bastien Play-Along Favourites Book 1 with CD by
Lisa Bastien and Lori Bastien, pp. 8 and 9
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Lesson 6:
Objective:

What signatures tell us
Developing an awareness of thinking in keys and making connections
with sight-singing musicianship classes
Emphasising the bass clef

Understanding
Goal:

Students will understand the significance of time and key

Understanding
Performance:
(Guided)

• Test A

Ongoing
Assessment:

Evaluation of students’ existing knowledge with in-class activities

Activity:

• Following the PowerPoint slides on overhead screens

signatures for preparing and performing ensembles

• Becoming aware of the music ‘ingredients' in a test

• Sight-reading exercises in the key of G
• Preparing for the test
Resources :
•

Paul Harris, Improve Your Sight-Reading, New Edition (Faber Music), Stage 3.

•

PowerPoint slides
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Lesson 7
Lesson 7: Navigating with the help of mirrors
Objectives

Linking the bass and treble clefs

Understanding
Goal

Revision on note values, including rests from existing resource
material
Students will locate starting positions on the keyboard by relating to
clefs and landmark notes

Understanding
Performance
Ongoing
Assessment

Further utilisation of duration counting
Making 3-note flash cards from templates

Criteria: Participation in class activities and level of understanding
Feedback: Teacher response to pupils’ activities

Activities

Following the PowerPoint slides on overhead screen
Practising location of notes on keyboard (see example below)
Playing melodic exercises which include rests

Resources for note location and rests :
• PowerPoint slides
• Sheets with tlashcard templates
G reflects F and F reflects C

H--- ►---(♦)
(♦)
----4J--- L
i

^1

4

C reflects C

.

—r

r

1

- -4
r

• Frances Clark, Louise Goss & Sam Holland (English ed. Nadia Lasserson) The
Music Tree, Part 1 (Summy-Birchard Inc.), p.47
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Lesson 8
Lesson 8: Key Signatures
Objective

To identify key signatures in relation to scales

Understanding
Goal

How intervals can help connect one key to another (introduction to
the circle of fifths)

Understanding
Performance

• Test B

Ongoing
Assessment

Test B

• Becoming aware of the music ‘ingredients’ in a test

Class discussion on the test questions

Activities
• Following the PowerPoint slides on overhead screens
• Sight-reading exercises in the key of F
• Flash card drills

Resources
•

Flash cards

•

PowerPoint slides

•

Exercises: Paul Harris, Improve Your Sight-Reading (Faber Music), p. 16
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Lesson 9
Lesson 9: Dotted notes
Objectives

To develop the understanding of tied notes and to introduce the dotted
crotchet into sight-reading

Understanding
Goal

How ‘dotted’ rhythms fit into the pulse

Understanding
Performance

• Working out note value questions on the whiteboard followed by
working out Test C
• Taking turns to write answers on the whiteboard

Ongoing
Assessment

Response to the questions and class disxussion

Activity

• Working through the piece together by vocalising the rhythm while
maintaining the beat by foot-tapping or hand-clapping
• Following the PowerPoint slides on overhead screens
• Sight-reading exercises including dotted crotchets

Resources
•

Exercises: Alan Bullard, The Sight-reading Sourcebook (Chester Music)

•

Exercises on separate sheet (see example below
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Lesson 10

Lesson 10: All together now!
The development of music-making skills in groups by exploring a wider range of
ensembles
Objective

Revision:
Encourage the pupils to develop the integration of pulse with rhythm
and of pitch with interval reading in ensemble music-making by :
1. Durational counting
2. Directional reading by intervals and merging intervallic reading
with acquired knowledge of note recognition

Understanding
Goal
Understanding
Performance
Ongoing
Assessment
Activities

Students will understand the significance of time and key signatures
for preparing and performing ensembles
Students are given an ensemble part to work out individually in class
(with headsets), and then play it as part of an ensemble
Testing the ability of pupils to prepare separately and perform together
• Eollowing the ‘counting’ revision on PowerPoint slides
• Embarking on ensemble playing with the help of the conferencing
system
• Preparation for Test D

Resources
1.Arr. Phillip Keveren,

Piano Ensembles Level 3 (Hal Leonard Student Piano

Library), Orchestrated Arrangements on GM file
2.Arr. Gayle Kowalchyk, E. L. Lancaster, Alfred's Basic Piano Course, Ensemble
Book Level 1A & IB (Alfred's Basic Piano Library)
3.
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Using Equipment for ensemble playing
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Bar 1

i..
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Table 8: Project class work materials and resources for Grade 1

Title

Author/s

Publisher

Let's Get Reading Grade 1

Jean Archibald &

Royal Irish

Marie Moran

Academy of Music

Based on original

Peters

Right@ Sight

Grade 1

material by
T.A.Johnson
The Sight-reading Sourcebook Grade 1

Alan Bullard

Chester Music

The Music Tree Part 1

Lrances Clark,

Summy-Birchard

[English ed. Nadia Lasserson]

Louise Goss,

Inc.

and Sam Holland
Guided Sight- Reading Rook 1

Helen Lockhart

Lorsyth

Improve Your Sights Reading Grade 1

Paul Harris

Laber Music

Bastien Play-Along Familiar

Jane Smisor Bastien,

Kjos Music

Lisa Bastien and Lori

Company

Favourites

Book 1

Bastien
Piano Ensembles Levels 1,2 & 3

Arranged by

Hal Leonard

GM Orchestrated Arrangements

Phillip Keveren.

Student Piano
Library

Faber Piano Adventures

Nancy Laber &

Laber Piano

Lesson Book Level 1

Randall Laber

Adventures

Piano Time Sight-Reading Books 1 & 2

Pauline Hall and

Oxford University

Liona Macardle

Press

Alfred's Basic Piano Course Ensemble
Book Level 1A & 1B

Arranged by
Gayle Kowalchyk,

Alfred Publishing
Company

and E. L. Lancaster

• Kodaly hand signs p. 121: http://www.allianceamm.org/HandSigns.jpg
• Map of Westport, Co. Mayo, (slide 3 lesson 1): [Online] Available:
http://www.irishhistoricmaps.ie/historic/images/ samp_west.jpg
• Non-original graphics:

Clip Art from Office Online
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Appendix C: Questionnaire for PianoL«Z? Teachers

A Teaching for Understanding (TfU) Framework

Questions for the Course Portfolio

How the PianoLab operates---- A connected curriculum-----Design

How we teach— Instruction and understanding—Enactment

How students learn---- Arranging ongoing assessment—Realisation

Four Central Questions*

(TtU) element

Course Outcomes

addressed
1. What shall we teach?

Generative Topics

Navigation: A Pitch and
Rhythm Journey
Charting the map (score), by
intervals (gridlines).

2. What is worth
understanding?

Understanding Goals

Students will understand the
significance of time and key
signatures for preparing and
performing in ensembles

3. How shall we teach for
understanding?

Understanding
Performances

4. How can teachers know
what students understand and
how can students develop
deeper understanding?

Ongoing Assessment

Working out puzzles of
interval recognition
followed by in-class
exercises
Criteria: Participation in
class activities and level of
understanding
Feedback: Teacher response
(written) to student
reflections

*The Project Zero Classroom: New Approaches to Thinking and Understanding
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Discussion/Feedback
How the PianoLab operates — a connected cumculum — Design

1. Is a TfU framework, as described in the design table, appropriate for our work in
the PmnoLcih'l
2. How can we extend and enlarge the personal experience of music through our
work in the PianoLr//??
3. In what ways could class routines in the P'vdnoLah be used to enhance the
Musicianship course at the CIT Cork School of Music?
4. How can the use of generative topics like “navigation” or “signatures” help to
interpret a course?

How we teach — Instruction and understanding — Enactment

5. What are the best ways of making statements about what students should learn
(understanding goals)?
6. Which activities have the potential to engage, explore and challenge young
pianists?
7. How can we develop a ‘think first’ approach in our piano performance?
8. How can we use the wall space (including white board in the PianoLab classroom)
to further active learning?

How students learn — Arranging ongoing assessment — Realisation

9. How can we evaluate understanding based on students’ performances?
10. How can evaluation by PianoLab teachers be compared to formal assessment /end
of year exams?
1 1. Which activities best demonstrate students’ ability to apply their understanding to
new situations?
12. How can students and teachers collaborate in developing ongoing assessment?

Comments:
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