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To compose a piece of music is to bring into being something that hitherto did not exist. This means that the music creators, of whatever age, or at whatever phase of their learning journey, are both learning and creating at the same time. This makes teaching and learning composing a complex undertaking. Music as a practice exists in a web of relationships involving both creativity and learning. Within visual arts, this relationship is recognized as being relatively straightforward, and many parents are very pleased to be able to display the artistic endeavors of their children onto their kitchen fridge for example! It matters not that these early works are technically naïve – of course they are, they are painted by children, but in displaying their creations, the children's novice creative outputs are acknowledged and valorized. When we turn our attention to music, this interrelationship becomes much more complex. While we know that young children can – and do – produce original musical outputs (inter alia Davies, 1992; Young, 2002), both the recording and valuing these initial musical creations can be considerably less apparent when compared with the visual arts.

Where this becomes an issue is when many of the commonly held beliefs about musical development and the ways in which society expects children and young people to learn music are tied to the weight of the Western classical music tradition. Bruner (1996) writes of a ‘folk pedagogy’, where common assumptions are made about the ways in which teaching and learning can, and do, take place. This folk pedagogy can form many of the commonly held assumptions about how musical learning might be expected to occur. For example, music education has often been considered primarily as a performative art, and to be ‘musical’ often means having performance capabilities on an instrument. Although for young children, inventing music (Barrett, 2006; Young, 1995, 2002), often in the form of singing (Davies, 1986), is considered normal and indeed desirable, once children pass this early stage it is normally deemed that musical instruction ought to take place using performance modalities. Therefore, in order to become musically proficient, some form of technique, skill, or competence involving an instrument or voice is considered requisite.

It can be particularly problematic when we are talking about composing where established ‘myths’ often derived from ‘archaic traditionalist beliefs … about classical composers’ (Burnard, 2012, p. 9), have informed much composing pedagogy (Devaney, 2022). A prominent assumption and practice within composing pedagogy is the belief that young people cannot compose or be creative without extensive knowledge of music theory first; the frequently expressed notion relating to this being that you have to know the rules before breaking them. This has perhaps had unfortunate consequences on young and budding composers who were told they could not compose music until they had mastered a specific set of skills, or sufficient acquisition of knowledge, normally meaning musical theory often derived from the Western classical art music tradition. Going back to our visual art analogy, it would seem absurd for an adult to reject the creative attempts of young children playing with different colors, shapes, and materials, so why is the creation of music often ring-fenced and upheld as something that can only be achieved after years of intensive study and then only by the select few who are specially gifted enough to do so?


Definitions of composing

In this book, we take a broad view of what it means to compose. We are not talking only of a Western classical modality where the solitary composer struggles alone, but instead we take our cue from Burnard (2012) who made the pertinent observation that ‘… there is no single musical creativity for all musics’ (p. 3). When we say the word ‘composing’, we mean the activity in its broadest sense: any processes, individual or collaborative, which bring into fruition any kind of music, whether this be realized directly into sound, whether or not it has been notated, and whether or not it has an audience. When talking about composing in this way, it is treated as a normal part of educational life that anyone has the potential to do.

Clearly the definition above will be uncomfortable for some, as there is a weight of history and tradition that hangs heavily in the context of the word ‘composing’. But for others, it is to be hoped that looking afresh at creative processes involved in musical generation will be helpful in thinking about what teaching and learning in this area does and could entail. It is interesting to note here the differing conceptualizations of composing that exist within the chapters of this book, and how the various authors have reflected on what composing means within their own socio-cultural and educational contexts. For example, one way of thinking about composing is to consider the role and place of songwriting, an area often excluded from Western classical definitions of what it is that a composer does, but one that nonetheless many young people are highly engaged with.



Composing for all

We know that composing as a normalized classroom activity is not universally accepted or adopted, and even in countries where it is more established, such as the UK and New Zealand among others, it is still an area of music education that is underdeveloped and perhaps misunderstood. This becomes an important issue when we consider the role of music as a subject in generalist teaching and learning in schools, wherein music is considered a normal subject, to be taught and learned in school classes, by all pupils at the requisite age or phase, alongside native language, mathematics, history, geography, and so on. In some jurisdictions, music is a part of the general education of all young people, whereas in other countries music is viewed more as an extracurricular pursuit and is taught and learned outside statutory education. What the chapters in this book highlight is the diversity by which composing as a musical activity does, or conversely does not, have a part within a country's national curricula and other mandated or legislated formats. This notion of composing as a normal subject for all children and young people regardless of background raises important questions for us in this book.

Within recent years, there has been a dramatic increase in the perceived importance of fostering creative skills and thinking within education and education research. This advocacy has been echoed in countries across the world. This need for creativity has been advocated, in part, from an economic standpoint. As Burnard (2006) explained, the ‘creativity agenda’ has ‘an explicit role in the economy’ (p. 313). Creativity is commonly listed as an essential tool for surviving and thriving in today's social and economic landscape and is a skill that employers are looking for. Mirroring this, the importance and relevance of creativity in music education seems to have increased, and there are a rising number of research papers investigating composing and creative music-making practices. Research and resources around composing and improvising within the classroom are also becoming more prevalent. The potential benefits of a creative musical education continue to be raised in many publications (inter alia Tan, Tsubonou, Oie, & Mito, 2019). But with composing in the classroom becoming increasingly common, and in some countries a curricula requirement, questions still arise as to whether composing should be a normal activity for all young people.

The link between instrumental proficiency and composing is another important area of thought and needs unpicking somewhat. In order to produce a new and original piece of music, some form of thinking in music, at its most basic level evidenced in sounds, is necessary. Where this becomes an issue for music education, particularly music education in a generalist school-based context, is when questions arise as to how much musical (for which often read instrumental or vocal) competence is required in order to be original. For some educators, instrumental facility always takes priority, and, indeed, as we have mentioned, in some music education programs both locally and nationally it is preparation for instrumental performance which is taken to be the purpose of music education. When we are thinking about generalist music education, however, we need to ask questions of how an expertise with instrumental or vocal sound production needs to precede being able to compose music. In other words, how much – or how little – technical proficiency is needed to compose with, and for, instruments. Developments in digital technology have dramatically transformed how music is performed and composed (Green, 2002; Savage, 2012) which may perhaps dissolve the once held belief that performing ability is fundamental to composing, thus allowing more young people to engage with composing in new ways.

As with instrumental proficiency, similar arguments are to be found with regard to notation, especially staff notation of the Western classical tradition. There is a school of thought which is not uncommon among some music educators, particularly when they are from a Western classical tradition themselves, in which they


… believe they need to teach western classical stave notation in isolation from other aspects of music, and that this needs to be done in advance of other musical activities, as preparation for them.

(Fautley, 2017b, p. 123)



There are many reasons for holding this view, including that outlined by Kivijärvi and Väkevä (2020, p. 154), when they observe that some music educators believe that


… because skills of decoding WSMN [Western Standard Music Notation] are useful in learning certain kinds of music in a certain context (historically, a Western music and Western music pedagogy context), they are useful in learning any kind of music (or at least most musics), and thus should be taught to all.



The counter to the teaching and learning of WSMN having to precede any other forms of musical education is articulated by Swanwick, who drew distinctions between music as a primary symbolic system, in other words one that happens in sound, and notation, which he described as a secondary symbol system,


… music itself is an activity that is in some way representative of our experience of the world. Music is a primary symbolic system. Notations, verbal descriptions or graphic representations are secondary systems, offering a translation from one representational domain to another. In this process some loss of information is inevitable.

(Swanwick, 2001, p. 232)



What this means for the purposes of this book is that it is appropriate to foster a theorized music education which is intentionally inclusive, and not accidentally exclusive. After all, as Kivijärvi and Väkevä go on to note,


WSMN can be regarded as non-pedagogical practice (or even malpractice) because of the lack of pedagogical tact that adjusts both to the individual teaching-learning situation and the cultural context of making music meaningful … an exclusive focus on learning notational musical literacy may hinder the progress of many learners by excluding them from the curricular context where developing musical skills is deemed a right for everyone.

(Kivijärvi & Väkevä, 2020, p. 164)



The practice of WSMN among teachers shows that within some music education circles composition pedagogy is not discussed as a thing in its own right.



Genre, taste, and value in music

To add to this already complex mix in music education, we need to add some further dimensions, including notions of taste, aesthetic judgment, and style or genre of musical types. While visual arts in schools readily and happily celebrate modernism and internationalism and encourage students to create their own works of art, in music education, on the other hand, society, and sometimes policy makers, can want music to be a forum for establishing and maintaining certain styles and types of music. A hierarchical view can take hold that some music is more valuable, more important, and more worthy of a place in an already crowded school curriculum. One way this may play out in practice is that, to put it simply, Western classical musical = good/complex/intellectual, whereas pop, rock, and pretty much anything else = not so good/simple/unintellectual. This gross oversimplification may seem alien to some in countries with forward-thinking educational policies, but to others it will all too readily be recognized. For example, in the UK, the then secretary of state for education, Michael Gove, said this:


I am unapologetic in arguing that all children have a right to the best. And there is such a thing as the best. Richard Wagner is an artist of sublime genius and his work is incomparably more rewarding – intellectually, sensually and emotionally – than, say, the Arctic Monkeys.

(Gove, 2011)



As the politician in charge of education at the time, Gove was in a position to be able to put his thoughts into policy. This sort of politicking seems, at first glance, to be both logical and reasonable. After all, as Matthew Arnold said back in 1896 (Arnold, 1896/1993), education should be about teaching children ‘the best that has been thought and said’, and it seems to many to be unreasonable to argue with Gove's statement that Wagner is better than the Arctic Monkeys, or whatever is currently popular. Yet for our purposes in thinking about composing, a question is raised as to whether our children and young people in schools want to compose in the style of Wagner, or whether it would be appropriate for them to do so. This unresolved tension (rather like Wagner's Tristan chord!) runs throughout this book. In some countries, the matter has been dealt with, genres and styles of music from all across the world run seamlessly through school classrooms with no significant issues. In other places, the legacy of the nineteenth century looms large, sometimes not helped by remnants of colonial legacies, in which music seems to reach its apotheosis with the works of Debussy.

For young composers everywhere, this is a debate which affects them on a personal level. Walk through many towns and cities, in many countries, and the type of music that young people identify with will be evidenced in how they dress and how they appear; music for many young people is bound up with identity and person (Finney, 2007; Frith, 1996; Hargreaves & Marshall, 2003; Hargreaves, Welch, Purves, & Marshall, 2005). Young composers who self-identify with certain styles and genres of music will normally want to reproduce these through the original music that they compose. As Margaret Boden (1990) and Anna Craft (2001) remind us, a creative output, in our case a musical composition, might sound strikingly similar to pieces that have been heard before, yet for the pupil this is a new, novel, and original utterance, in that it is new, novel, and original to them. These pieces of music are worthy of celebration in a similar way to that was discussed earlier of the naïve artworks being stuck on the kitchen fridge; for our musical and educational purposes, these musical utterances are compositions worthy of educational consideration in the young person's journey. Part of the role of educators may also be to introduce students to new music and encourage students to explore a diverse range of genres with open ears.

However, in allowing all types of musical composition to take place in the classroom, questions of how to assess different genres of music are raised. As mentioned earlier, certain styles of music are often deemed to be more complex theoretically than others. This is problematic, as if we are assessing musical complexity against Western classical music as the standard, there are many examples of pieces of music that, although simple, have been incredibly successful. There are many examples of songs reaching international popularity that only use limited musical resources. An example of this is the 12-bar blues, which figures in the education systems of many countries, either as a formal part of the curriculum, or as a common factor which many teachers employ on an informal basis, which is the case in England (Fautley, 2017a). The 12-bar blues contains only three chords, I-IV-V, arranged in a pre-set structure, and represents one of the most minimal harmonic and organizational structures available, yet many thousands of hit songs have been, and continue to be, composed using this as their basic structural element. Away from popular music, minimalism involves, as its name suggests, an often limited range of tonal and rhythmic resources. In some musical styles, including aspects of non-Western musical styles, rhythm is privileged over beat, and repetitive drumming-based pieces form the backbone of the canon, while in others, melody takes the fore. One of the international appeals of music is that its variants are huge, yet all based on a distinct number of structural elements. For the young composer, understanding of these elements will normally form an important part of their musical education.

Researchers have queried as to whether there is a set of universal criteria that could be used to assess the quality of a piece of music from across different genres of music (Cantwell & Jeanneret, 2004; Green, 2000). By way of contrast to this, Green (2000) suggested the use of criteria that are specific and tailored to a musical genre, where the composition would be ‘considered in terms of how well or how poorly it represented that style’ (Green, 2000, p. 102). When taking an international look at composing and music, it is vital that we widen our gaze beyond using Western classical music as the dominant framework for evaluation and assessment.



Teachers as composers

With so many possible conceptions of composing, and composing pedagogy, there is a need to discuss how music teachers learn to teach composing. We know that composing in the classroom has gained interest around the world in recent years; therefore, music teachers and teacher pre-service providers have had to respond and adapt in order to enact this change to education policy, but in some instances, this change to their teaching practices has come with some apprehension. A number of the chapter authors in this book discuss the role of teacher training in their country; highlighting the wide range of approaches to this. Initial pre-service teaching programs, especially for those concerned with education for the primary age range, contain within them the possibility to break the cycle whereby student teachers feel worried about teaching music and therefore ‘do not learn to teach it because teachers with similar worries often do not teach it’ (Mills, 1989, p. 125). As discussed earlier in this introduction, music teaching can take place within generalist classroom teaching or outside of formal schooling depending on the country. When music as a subject is expected to be delivered by the generalist classroom teacher, often for younger age groups, there are numerous reports regarding teachers’ lack of confidence in their own ability to teach music (Hallam et al., 2009; Hennessy, 2000, 2017; Holden & Button, 2006; Mills, 1989), often resulting in music being ‘othered’ (Bhachu, 2019) compared to other school subjects. A commonly held assumption held by many generalist classroom teachers is that you must be able to play an instrument in order to teach music (Devaney & Nenadic, 2020; Hallam et al., 2009), thus perpetuating this divide between specialist and generalist music teachers (Hennessy, 2017). Taking this one step further, do music teachers also believe that in order to be able to teach composing, they themselves have to be active ‘composers’?

The concerns around confidence are compounded when we are talking about composing within music pedagogy. Even if a teacher is a confident instrumentalist and experienced in music teaching, there is no guarantee that they will have had any experiences of composing before being required to teach it, especially if composing was not a part of the curriculum when they attended school themselves. In addition, in some music degrees, there is no requirement to compose at all; for example, music conservatoires around the world often involve students specializing in a certain instrument, music technology, or jazz, right from the start. This dichotomization of ‘composer’ and ‘performer’, often promoted by Western art music narratives, curtails potentially important experiences that may play a vital role in developing their music teaching pedagogy and sense of teacher-identity.

Although initial teacher pre-service courses vary significantly in length and delivery, having student teachers with no prior composing experience at all creates significant challenges in preparing for all the aspects involved in music teaching (Odam, 2000). Therefore, the role of continual professional development programs and composing teaching resources can play a vital part in supporting classroom teachers to engage in composing teaching. A number of chapters in this book discuss partnership projects where external composers have worked alongside classroom music teachers, and other chapters highlight important resources commonly used within the music teaching profession of that country. It is clear to see that as composing becomes more popular and normalized in schools, further support for teachers is crucial in ensuring composing is accessible for all young people and that potentially damaging myths and assumptions about composing and composing pedagogy are uncovered and reflected upon.



Contents/structure

Throughout this book, authors illustrate and discuss key aspects, approaches, concepts, and the current state of research on teaching music composition in schools. Authors from six continents (Europe, North America, South America, Asia, Australia, and Africa), and from various academic, pedagogical, and artistic backgrounds, all offer a broad range of expertise regarding the ways composing is understood and taught in their respective countries. They address relevant characteristics of music composing through the lens of their respective socio-cultural contexts highlighting the diversity of teaching methods and practices. In doing this, they combine different approaches to research and teaching: theoretical, historical, empirical, and practical.

The chapters are arranged in an alphabetical order of the participating countries: Australia, Austria, Brazil, Canada, China, Croatia, Czech Republic, Finland, France, Germany, Greece, Ireland, Italy, Japan, Kenya, Mexico, the Netherlands, New Zealand, Nigeria, Norway, Poland, Portugal, South Africa, Spain, Sweden, Switzerland, Trinidad and Tobago, Turkey, the United Kingdom: England and Scotland, Uganda, and the United States of America.

This order allows the reader to easily select and find information on a specific country and attempts to exclude the possibility of hierarchy. Furthermore, it provides a suitable framework in which the variety of perspectives on how composing in school contexts become visible and can be appreciated in several ways: first, within the socio-cultural context of the countries, second, within a comparative perspective on specific aspects, and third, within a global view.

In addition to the various chapters, this companion offers ten short interludes between chapters. These interludes introduce crucial aspects and perspectives on composing written by the co-editors drawing together key themes and debates across multiple chapters in the companion. These are as follows: (I) What is composing? (II) Creativity and composing in education, (III) Starting points of composing, (IV) Ways to teach composing, (V) Considering gender, equality, diversity, and inclusion in teaching composing, (VI) Hegemony and axiology in composing pedagogies, (VII) The role of digital technology in classroom composing, (VIII) Why compose in music education? Arguments between curricular and extracurricular settings, (IX) Notation – Its place and role in composing pedagogies, (X) The place of assessment in teaching and learning composing. Furthermore, these interludes visualize the manifold questions that arise around these complex topics and offer multiple ways on how to read and to re-read the individual chapters.
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Dealing with terminology

In this chapter, I will mostly refer to the place of composition in Australia's syllabi, and composition teaching in Australia's classrooms, because this is the term used in nearly every state or territory syllabus, rather than songwriting, production, writing, or other more inclusive terms such as “music creation.”

At a time when music theory as an international field is taking “a long hard look at itself,” considering its racist/white supremacist undertones (Ewell, 2020; Morrison, 2019); and at a time when we are successfully challenging how music education has systemically marginalized some voices (Hess, 2015, 2017; Talbot, 2018), and how it can instead be a movement for positive social change (Hess, 2019), it seems strange that all of these documents refer to the act of making music up as “composing.” The vision of the “composer,” as projected by posters on classroom walls to this day, is nearly ubiquitously the dead, white male (Althouse, Grace, & Wyatt, 2015; McDonald Publishing Company, 2017; Music in motion, 2012; North Star Teacher Resources, 2020), who creates music by writing it down in scores and then having it performed by musicians trained to an elite level in the Eurocentric Western Art Music (WAM) tradition (Bull, 2019). The composer understands music theory, from figured bass to 12-tone rows. He [sic] has thorough knowledge of how to write idiomatically for orchestral instruments (and perhaps a few radical, modern extras such as the saxophone), vocalists, and choirs.

Australia is “one of the most culturally and linguistically diverse populations in the world” (New South Wales [NSW] Government, 2020, para. 1), so it is difficult to generalize about what musical cultures young Australians grow up with and later choose to participate in. Spotify's streaming statistics, at the time of writing (Spotify, 2020), suggest that Australians listen most to various genres of rock, mainstream pop, hip-hop, and only a little country and electronic dance music (EDM). Classical music is not mentioned. Statistics from the Australian Record Industry Association (ARIA) charts lean toward mainstream pop, with separate charts for hip-hop/RnB, Australian hip-hop/RnB, dance, club, country, Australian country, jazz & blues, and classical (Australian Record Industry Association, 2020); Evershed's (2015) analysis of ARIA's singles charts data from 1988 to 2014 summarizes the shifting popularity of the conventional band, electronic, urban, pop music, and “other” genres. Given the rise of hip-hop to become arguably the world's most popular music genre in the last five years (Leight, 2019), an updated analysis might reveal a sixth genre here, too. While such information provides only a blurry yardstick with which to paint the broadest of brushstrokes about the musical cultures to which young Australians relate, it is entirely clear that those musical worlds are not made up of music written by the archetypal dead, white composer-figure, or even a modern-day equivalent. Terms used to describe the creation of music within the genres that surround us every day are more likely to be “songwriter” (in fact, Everett [2008] goes to pains to clarify the difference between songwriter and composer), “producer,” “deejay” (Sa’id, 2016; Schloss, 2014), or “emcee” (Schloss, 2009).

The nearly exclusive use of the term composer and composition to describe the musical identity and musical action of creating new music, then, is problematic. Problematic at the very least because dead, white Europeans are a long way separated from living, young Australians. Problematic because, if young people do want to make music, they probably want to produce, to song-write, to deejay, or to emcee rather than, or at least as well as, to compose. It may seem like semantics, but since the spirit of most of these same syllabus documents reads in a constructivist, student-centered tradition (for example, “In designing teaching programs, teachers should provide a program that balances work in each of the learning experiences [Performing, Composing, Listening]. Learning in music occurs best when these experiences are integrated with each other” [New South Wales Board of Studies, 2003, p. 18], or “The strands in Music Studies are interconnected and not intended to be taught independently” [The SACE Board of South Australia, 2019, p. 6]), it is problematic that the language we use is so separated from children's own experiences of the world, or as Dewey put it, a world in which “certain points of interest and value to him in the conversation carried on: statements are made, inquiries arise, topics are discussed, and the child continually learns” (1899, pp. 51–52).

It is important to establish this tension for two reasons. First, because I will return to it in the final section of this chapter, when we look for clear direction in Australia for the teaching of music creation in fields other than WAM. And second, because while it will remain necessary to refer to “composition” for the majority of this chapter, this is only done because it is the word used in the great majority of Australia's syllabi, textbooks, education circles, and scholarly literature. Where the word composition is not specifically used in the referenced literature or data, I shall use more inclusive terms such as “making music up,” “creating music,” and “inventing music.”



Composition in Australian syllabi

In Australia, compulsory education is divided into two stages, primary and secondary, like the British system that most influenced it (Stevens & Southcott, 2017). Primary school begins around the age of 5 years, and the transition from primary to secondary education happens around the age of 12 years. Junior secondary schooling and senior secondary schooling are divided, in some states and territories, into schools (junior) and colleges (senior). Some government policies direct students to remain in school to the end of senior secondary (see “full-time apparent retention rate,” below) unless they have secured an apprenticeship, a full-time job, or moved into Vocational Education and Training.

In 2020, the Australian Bureau of Statistics released the following national information on 2019 school and student numbers:


	There were 3,948,811 students enrolled in 9,503 schools.


	Teachers made up 68.5% of in-school full-time equivalent staff.


	The Years 7–12 full-time apparent retention rate was 84.0%.


	The average student to teaching staff ratio for all schools was 13.7.


	Government schools held the greatest share of enrollments (65.7%), followed by Catholic schools (19.5%) and independent schools (14.8%).




(Australian Bureau of Statistics, 2020)

Under the Australian Constitution (Parliamentary Education Office and Australian Government Solicitor, 2010), state and territory governments are responsible for school education, rather than the federal government. As a result, the provision of music within each education system has, historically, been varied; and the demands of each system's syllabus have been equally varied (for a complete summary of the evolution of music education in Australia, see Stevens & Southcott, [2017]).

As a general rule, music has been included as a mandatory component of every state or territory's primary-school arts curriculum, but its delivery has varied widely. Historically, education authorities in Tasmania and Queensland provided every primary school with a specialist music teacher (Stevens & Southcott, 2017); others provided a free or subsidized peripatetic service for teaching children instruments one-to-one or in small groups. However, in some states, such as Victoria and New South Wales (NSW), while music remained in the creative arts syllabus for all primary children, very few schools had a specialist music teacher on staff, and the level of preservice training or professional development for generalist primary classroom teachers in music was varied.

At the secondary level, and at the time of writing, music is mandated in all states and territories in the first one or two years of secondary schooling and is taught by specialist teachers except in some instances where (for example) rural schools cannot employ one. It becomes an elective subject after the mandatory course, and while national figures are unavailable, it is estimated that 3–8% of students elect to study music to the end of high school (NSW Education Standards Authority, 2020), varying by state.

Until recently, the inclusion of composition or other music creation processes as a key music learning activity for students in high school was highly varied in high-school syllabi. In some states, composition was not included in the music syllabus at all. Over recent years, the primary and junior secondary syllabi have begun to coalesce around the new national Australian Curriculum (Australian Curriculum, Assessment and Reporting Authority [ACARA], 2020), which was endorsed by all of Australia's education ministers in September 2015. However, the implementation of the Australian Curriculum has still been undertaken on a state-by-state basis and, at the time of writing, had still not been completed by all states, including the one with the largest population, NSW. In addition, while the Australian Curriculum provides a music curriculum for Foundation to Year 10, it does not yet provide one for senior secondary school, where state syllabi still widely diverge, especially in the inclusion and place of composition.

The rest of this section of the chapter provides an overview first of the Australian Curriculum, which is the best guide to the place composition might hold in the music classroom nationally in the foreseeable (if not immediate) future, to the end of junior high school, and then provides an analysis of the widely varying state syllabi for senior secondary education, leading to school-leaving exams in music.


The Australian Curriculum

Music exists as a subject under The Arts learning area in the Australian Curriculum, alongside Dance, Drama, Media Arts, and Visual Arts (ACARA, 2020).1 The interrelated strands in all of The Arts content descriptions are Making and Responding, which are to be understood as “intrinsically connected” (p. 10). In the music curriculum, “improvising, composing, [and] arranging” (p. 25) are defined as Making activities, as are “recording and notating, […] and performing” (p. 25). Responding “involves students being audience members” (p. 25).

The Australian Curriculum takes a loosely constructivist approach (while none of the syllabi reference particular texts of music education philosophy, the following will remind readers of the ideas of musicking [Small, 1998], or musicing [Elliott & Silverman, 2015]) to musical learning: it divides musical activities into three areas (also found in many, but not all, of the individual state syllabi), listening, composing, and performing, and specifies that “students’ musical skills are best developed through activities which integrate the techniques and processes of music” (ACARA, 2020, p. 26).

Composition, then, is one of three core activities for learning music in the new Curriculum and is to be integrated with Performance and Listening: this is exactly as is found in the Learning Experiences of the NSW syllabi of the last two decades (for example, New South Wales Board of Studies, 2003). The Australian Curriculum defines composition as “a broad term for creating original music. In the classroom, this involves improvising, organizing musical ideas, creating accompaniment patterns, and arranging and writing original works, either individually or collaboratively” (p. 26).

Composition activity descriptions are mapped into the Curriculum from the very first stage, Foundation (around five years old) to Year 2, and at this level include ambitious aims such as “[c]reate compositions and perform music to communicate ideas to an audience” (p. 31) with elaborations, including “choosing and combining sounds to create compositions, for example, combining pitch and rhythm patterns,” or “recording music using notation and technologies so others can read the notation and listen to the recording” (p. 31).

These composition outcomes, as may be expected, become more sophisticated through the stages, with a primary-school leaver expected to be able to “[r]ehearse and perform music including music they have composed by improvising, sourcing and arranging ideas and making decisions to engage an audience” (p. 41). In secondary school, the crucial Year 7–8 stage is, for the majority of Australian children, the only time they will learn music from a qualified music teacher, composition outcomes include the ability to “[d]evelop musical ideas, such as mood, by improvising, combining and manipulating the elements of music” (p. 46), and to “[s]tructure compositions by combining and manipulating the elements of music using notation” (p. 47). By the end of Year 10, students electing to take music in the Australian Curriculum should be able to compose in a range of styles, using technology and notation, and to “[p]lan and organize compositions with an understanding of style and convention, including drawing upon Australian music by Aboriginal and Torres Strait Islander artists” (p. 53).

Composition, therefore, is core to musical learning in the whole of the Australian Curriculum, and the outcomes set out for compositional achievements are detailed, sophisticated, and ambitious. While the documents do not provide a weighting for the relative time spent performing, listening, and composing, similar (state) documents outline that the three learning experiences, as well as being integrated, should be evenly taught. This suggests that composition should be taught weekly in all Australian schools, at all ages: but the combination of Stevens and Southcott's (2017) “recurring issue” (p. 226) of non-music-trained teachers, together with research revealing that even trained music teachers tend to identify as performers, not composers (Hargreaves, Welch, Purves, & Marshall, 2003), and therefore do not feel sufficiently trained to teach composition well (Bernhard, 2013; Bledsoe, 2017; Gall, 2013; Randles & Sulivan, 2013; Strand, 2006), means that there is a dearth of information about how composition, and the creation of music more broadly, is actually taught in schools in Australia, if it is taught much at all.

Nonetheless, the core place of composition as one of three music learning experiences in the Australian Curriculum, with demanding and ambitious outcomes over 11 years of compulsory schooling, means that the research that this chapter presents ought to be useful to in-service music teachers and assures musical creativity a central place in Australian classroom music, as long as music in general can defend its position as a mandatory subject for at least one or two years in state and territory secondary syllabi.

As discussed, the Australian Curriculum – music – does not yet extend into the final two years of schooling and has not yet been flagged for creation (only English, Math, Science, and the Humanities have been created at the time of writing). Therefore, the differing state and territory syllabi determine not only how much composition is taught in the final two years of schooling, but also whether it is taught at all, and if it is, what percentage composition can contribute to the school-leaving assessment and qualifications toward tertiary entry, if desired.



State and territory syllabi for senior secondary

Nearly all of the states and territories – the Australian Capital Territory (ACT), NSW, Northern Territory, Queensland, South Australia (SA), Tasmania, Victoria, and Western Australia (WA) – have their own syllabi for senior secondary. The Northern Territory teaches the South Australian syllabus. Please note that the following information was correct at the time of writing, but that syllabus reviews and revisions were being undertaken at this time.



Is composition mandatory? Is it part of assessment in school-leaving exams in music?

The constructivist idea that music is best learned through the integration of three activities or “learning experiences” (New South Wales Board of Studies, 2003, p. 18), performing, listening, and composing, is found in many (but not all – SA uses quite different language, and WA separates “a written component and a practical component” [School Curriculum and Standards Authority, 2019, p. 1]) of the state and territory syllabi and thus establishes the important place of composition within these jurisdictions. The division of musical learning into these three areas does not necessarily imply that they are evenly taught, however, or even that composition must be present as part of a student's final assessed work.

For example, the Victorian Certificate of Education Music Study Design (Victorian Curriculum and Assessment Authority, 2016) states that “[m]usic learning requires students’ active engagement in the practices of listening, performing and composing” (p. 6), yet as an assessable outcome, composition is only available to students who can study the four (of ten total available) Music Style and Composition units (p. 11), exclusively in schools that choose to offer them. As established, many teachers do not feel skilled enough to teach composition, despite its place in the syllabi, and in Victoria, it appears that in this situation, schools simply do not offer this part of the overall course. And even in the Music Style and Composition units, creating original music appears to be a minority assessable activity.

Similarly, in NSW, there are two music courses for Years 11 and 12: Music 1 (Board of Studies New South Wales, 2009a), a course designed to cater for all students no matter what their prior learning in music, and Music 2 (Board of Studies New South Wales, 2009b), a WAM course. Both courses list four learning experiences, “performance, composition, musicology, and aural” (Board of Studies New South Wales, 2009a, p. 10), and while composition should form a part of internal assessment, only the Music 2 course mandates the submission of a composition for external assessment. It is also significant that, as the WAM course, it is taken by on average only 15% of the annual Year 12 music candidature (NSW Education Standards Authority, 2020) – in other words, the great majority of students will not create music as part of their final assessment.

Many states and territories do have a mandatory element for composition which contributes to their final school-leaving qualification (this being the only certain way to know that composition is being taught and undertaken). The Queensland General Music syllabus (Queensland Curriculum and Assessment Authority, 2019) includes composition as 20% of the internally assessed component (pp. 39–41); this can be further extended in an Extension (Composition) syllabus (Units 3 and 4) in which compositions contribute up to 65% of the internally and externally assessed work (Queensland Curriculum and Assessment Authority, 2020). The SA syllabi (The SACE Board of South Australia, 2020a) organize musical learning differently to other states and territories into a number of strands which include “understanding music, creating music, and responding to music” (p. 7). The creating music strand includes performance, composition, and arranging, which gives composition quite a different position and priority to the other syllabi, including the Australian Curriculum. The SA syllabi include a range of courses over two stages: in Stage 1, the Music Experience and Music Advanced courses both include composition as part of final assessment, and its requirements are progressive: “An arrangement or composition may be notated (standard or graphic notation), a notated lead sheet, or an audio recording in digital format. An arrangement or composition should be between 1 and 3 minutes” (p. 10).

In the Stage 2 SA syllabi, composition appears in the Music Studies and Explorations courses (the other two courses are performance based). In the Music Studies syllabus (The SACE Board of South Australia, 2019), composition appears again under the “Creating Music” strand (although it is also mentioned under “Musical Literacy,” suggesting that integration may also be the goal of this syllabus too), but submitting composition toward assessment is optional, and students may elect to perform only. In the Explorations course (The SACE Board of South Australia, 2020b), content speaks more directly to the modern music-creative, including “sound production and/or recording processes” (p. 8), and submitted work must include “one portfolio of explorations” and “one creative connections task” (p. 12), although these can include, for example, “a presentation of a set of short performances, compositions, and/or other musical products” (p. 15), in each case giving an option for performance-only outcomes instead of insisting on some compositional element toward final assessment.

As mentioned, WA's courses separate the written and practical components of music: the contexts can even be different, negating constructivist integration (School Curriculum and Standards Authority, 2017, p. 4). These syllabi are the most prescriptive and musically conservative in the county, providing teachers little autonomy over the content taught, or the opportunity to create diverse and differentiated outcomes for learners. In the ATAR Course (School Curriculum and Standards Authority, 2020 [designed for those aiming toward tertiary music study]), school-based assessment does include a composition portfolio, so there is a mandatory composition element. In the slightly less prescriptive General Course (School Curriculum and Standards Authority, 2017), composition is entirely optional (students can choose among Performance, Composition portfolio, or a Production/Practical project [pp. 14 and 23]).

In stark contrast, the ACT Music A/T/M courses (Australian Capital Territory [ACT] BSSS, 2017) are some of the most open in the country, with a wide range of freedom and choice to study any kind of music, and to draw on the expertise and interests of each young person. Composition is integrated in every unit, with 29 units available for study, from Early Music to IDM and Hip Hop, all equally weighted. In each context, the musicological, compositional (called making (creating)), and performing outcomes are adjusted to make them relevant to the musical culture being studied. For instance, a student studying Early Music might experiment creating their own “organum [or] motet” (p. 46), while a student taking IDM and Hip Hop may undertake a task involving “timbre production through manipulation of recorded vocals and sampled audio” (p. 135). And in every case, one or more original works are included in the formal assessment, assuring that composition is undertaken by every student in every unit.

Like WA, Tasmania has a range of music courses, with composition learning part of the Level 3 general Music syllabus, as well as the Level 2 Music Studies and Contemporary Music courses. While the Music Technology Projects – Foundation syllabus does not include composition specifically, it does define a lot of skills with music technology that would be very useful in creative production projects (such as multitrack recording, sampling, remixing, and so on). In the Level 3 Music syllabus, all students compose as part of the internal assessment requirements but can choose whether to present a composition portfolio or perform (there is no option to do both, as there is in some other states) for their externally assessed component.


What proportion of the assessed curriculum is it?

Having outlined the place of composition within each of the state and territory syllabi, and specifically whether there is any mandatory component of composition at all, it is worth reflecting on what proportion composition makes up of the final assessed work, as an indicator of how much time and importance is given to composition in these capstone assessments around the country. Consideration of such proportions also serves as a litmus test for statements in each syllabus's rationale on the experiential nature of learning in music.

In the ACT broad and progressive courses, 30–50% of the assessed work in each unit is based on a student's composition portfolio, depending on how much performing a student chooses to do. The 30% minimum composition represents the largest proportion in the country.

In NSW's Music 2 course, composition is 20% of the internal assessment mark, and 15% of the external assessment mark (overall, 17.5% of the overall mark); in addition, students can elect to submit composition as their elective, an additional 25% of the final mark. In the NSW Music 1 course, 10% of the internal assessment mark (5% of the overall mark) is for composition, but the form that this mark is allocated in is open. There is no other proportion of composition unless students choose to undertake composition electives, which can count to up to 50% of the final mark. The story in the Queensland senior syllabus is similar – there is a 20% internal assessment mark for composition (Queensland Curriculum and Assessment Authority, 2019, pp. 39–41), but it is not clear how consistently this is undertaken – at the same time, there are many opportunities for elective composition outcomes that contribute to the final assessment marks. There is also an extension syllabus for composition.





Describing two composition-teaching pedagogies

The first section of this chapter has shown that composition maintains a strong place in the Australian Curriculum to Year 10, although little is known about how or even whether it is taught, and existing research suggests that teachers are reluctant to teach composition because they are not confident in their own ability to compose. The first section has also established that composition is present in most school-leaving courses, at least as an elective option, but that it is not mandatory in many of these syllabi, and just as little is known about how or even whether it is taught, mandatory or not.


Teaching musical creativity in Australia – the research project

The second section of this book takes this identified gap in knowledge and establishes a new project called Teaching Musical Creativity in Australia, to learn how musical creativity is actually taught in this country. Human ethics approval from the University of Sydney was obtained to interview leading teachers of music creation from a wide variety of backgrounds using a constructivist Grounded Theory approach (Charmaz, 2014, 2017) that will allow for iterative interviews and correspondence with leading teachers of musical creativity at all levels of formal and informal music education. Taking a long-term Grounded Theory approach will allow researchers to re-examine and reinterpret data collected early in the project and to test theories as they arise both empirically through the data and reflexively in transparent communication with participants. As lead researcher, I recognize my multiple roles and power that I hold as a classically trained composer, music educator, and technologist. I will be known to many of the project participants as a performed composer and an expert on this subject myself, as someone who taught composition in an independent school in Sydney for over a decade and now teaches both music education and composition at Sydney's only conservatory. At the same time, these participants may see me as a disruptor for my work with music technology, or the strong angle my public work has taken toward pluralism, social justice, diversity, and inclusion in music education over the last decade (Haralampou & Humberstone, 2020; Humberstone, 2017, 2020; Humberstone, Zhao, & Liu, 2020). In interviews with strangers or friends, I am cognizant that my very presence may affect the answers they give and so adopt a humble approach where I make it clear that only they can be the experts of how they teach musical creativity. To remain cognizant of this position, I aim to listen, not to speak, or to prompt, not to interrogate. I remember that I am interviewing “as a way of opening inquiry and as a tool for advancing [my] theoretical analyses” (Charmaz, 2014, p. 157).

Participants in the project retain absolute control of how I represent them and their experiences. They choose whether they will be identified. Transcripts of interviews are sent promptly after each interview and are triangulated through further interviews or correspondence. Drafts of arising research are sent to participants before publication.



Michael and Richard

This chapter presents data and initial findings arising from the first interviews in this project, with Michael. I chose Michael because he has been a colleague and friend for over 20 years and has a very similar background to me: he is classically trained but has an interest in a wide range of musical styles. He has worked for multinational music technology companies, played keyboards professionally nationally and internationally in the classical, jazz, and popular fields, and now teaches. In his case, though, Michael is the head of music in a further-education college in central Sydney. I know that many of the students he teaches do not have the formal musical background we share, nor the aspiration to make “classical” music. He teaches musical creativity outside the more formal secondary and tertiary systems, but his courses are actually more inclusive (of all musical styles). This, it seemed, would provide the best contrast to the little published material that exists on the more traditional teaching of musical creativity in schools, which is where I will start. I will contrast Michael's approach with Richard's.

Richard Gill (1941–2018), AO, was Australia's most beloved advocate for music education in living memory. While he did occasionally exasperate some music educators, academics, and, more importantly, politicians, it cannot be denied that he had a positive impact on many young people's (musical) lives: whether it was through the Discovery series of concerts (captured on ABC DVDs) that he presented over the two decades, in which he would explain how orchestral repertoire both old and new was made (ABC, 2007), in his work as an orchestral or operatic conductor championing new Australian music by young composers (for example, SMH, 2005), as the eloquent eccentric on popular TV quiz show Spicks and Specks, or through his extensive music education advocacy in the press or directly with children in the many schools he taught in before becoming quite so famous – in his own words, “Encouraging the young is vital to ensure that the supply of talent continues” (Gill, 2013, p. 239).

I was lucky enough to work with Richard during his residencies in an independent girls’ school with an award winning music program that was later subject of a similarly award winning music education documentary (Connolly & Raymond, 2011). In the early 2000s, he gave a series of primary (elementary) music classes to every year from kindergarten to Year 5 (around 5–11 years old), to share his pedagogy with the huge music-teaching forces in that school (8 classroom teachers, 4 composers-in-residence, and about 50 peripatetic instrumental and vocal teachers) as well as the broader profession. Teachers were permitted to sit in, and on the final day with each class, Richard de-briefed his process and answered questions. In addition, every single class was filmed, and the resulting record was published as a DVD set titled The Creative Music Classroom with Richard Gill (Gill, 2003).

In order to account for, compare, and contrast Richard and Michael's pedagogies when it comes to teaching music creation, I transcribed this DVD set, including the teacher de-brief sessions. I did not perform a formal content analysis but instead excerpted all sections pertaining to composition or improvisation activities in the many hours of video footage, including my own descriptive memos where Richard led a composition or improvisation activity but did not speak to it. The following section distills the essence of his composition pedagogy. In addition, I transcribed and reviewed several hours of footage of our conversations recorded (but not all included) for a Massive Open Online Course (MOOC), The Place of Music in 21st Century Education (Humberstone, 2016). I have published about this course, and the impact Richard's comments had on teachers elsewhere, and will not address those issues here (Humberstone et al., 2020; Humberstone, Zhao, Liu, & Mary Elizabeth, 2023). Finally, Richard also published a composition textbook, Creating Music – A Composition Guide for Students (Gill, 2017), which I used to triangulate and extend my analysis of his in-class pedagogy and de-briefing sessions.




The creative music classroom with Richard Gill

Improvisatory activities at the kindergarten level begin through movement, not music. In Lesson 1, Richard has students mirror his movements, then invites students to lead with their own movements. Later, he has students copy his movements as he moves about the room, then tells students to “find a different dance” (15:10) en masse, pointing out the creative efforts of some students to create original movements. In Lessons 4 and 5, a similar process is used to introduce improvisation with body percussion and percussion instruments, in addition to movement: for example, in Lesson 4, students copy Gill's movement with a tambourine, then volunteers are encouraged to find “your special way” (0:46) that the rest of the class can copy; in Lesson 5, movement and body percussion are combined as, “Who can do a pattern with some walking and some clapping?” (16:18).

In Gill's approach, the language is very carefully constructed. While in his de-briefing sessions with teachers observing these classes, he clearly states, “This is preparation for composition” (Kindergarten Debrief, 0:38), the language used with the children does not mention improvisation, composition, nor even the idea that a child is improvising “solo” or as part of a group. The language is gentle and inviting, such as, “I’m looking for a different person now to do a pattern” (Lesson 5, 16:48).

Over the six years, there is a slow and gentle scaffolding toward more formal composition. By Year 2, movement is still central to improvising and composing: an improvisation becomes a composition by remembering the movement and then showing it to the class (Lesson 1, 5:15). Gill encourages meta-cognition around the process, asking questions like, “What are we doing? We are making things up in-between (the phrases we already learned)” (19:05). By the third lesson, the making-up has moved through body percussion (“Who can make another pattern for baking biscuits?”, Lesson 2, 2:30) to pitched percussion (“On this alto xylophone, make up a tune,” Lesson 3, 15:42) with limited pitch sets. These techniques are then scaffolded to musical form through the introduction of the idea of question and answer. Questions and answers are sung, danced, and played on unpitched and pitched percussion, sometimes all at once. There is no attempt to cement the pitched and unpitched improvisations into repeatable compositions, though, as was done early with the dance.

It is also evident that, even in the early years, the lessons are traditionally didactic, or teacher-led. Gill changes mode and activity every few minutes, so students do not seem to tire of listening to him or others’ music, but it is notable that this is not Orff-Keetman Schulwerk, in which an aim of the pedagogy is to talk as little as possible and keep all children singing or playing a part at all times (Frazee & Kreuter, 1987; Humberstone, 2015; Steen, 1992). Often only two or three children are actively making music, while the rest of the class listens and prepares to answer questions. Gill is also not averse to spending periods at the whiteboard spelling Italian musical terms, or asking questions about the music notation, but as he notes himself in the de-briefing following the fifth lesson, “This is terribly old-fashioned teaching. Terribly old-fashioned, heavily teacher-directed, very heavily teacher- directed. But the responsibility for the lesson is on the child.” His aim is to repeat ideas until they settle in, and then extend them: “It's not hugely entertaining, it's actually hard-core musical information that requires consistent teaching, and letting everyone have a go.”

A more deliberate, but still heavily scaffolded, composition process is increasingly evident by Years 4 and 5. Students begin by improvising a dance to the second of the Romanian Folk Dances Sz. 56 by Béla Bartók (1915), the Sash Dance. Next, they learn and improvise a dance to Tielman Susato's Battle Pavane (1551), as well as the idea of a “Battle Dance” which becomes the structure for the rest of the classes. Susato's original is gradually replaced by provided and improvised layers, first on unpitched percussion instruments, and then on xylophones in D Dorian performed and danced to by the students. In the final lesson, Richard has students invent each of these parts, except a given bordun (Steen, 1992), and notates some of them, getting students to read them in French rhythm syllables (Simpson, 1976) and then play them, creating a new battle-dance accompaniment which also includes some entirely improvised lines in sections.

The structural theme for Richard's lessons with Year 5 is the rondo. Beginning with the polka from Schwanda the Bagpiper by Jaromír Weinberger (1926), students copy rhythms and then make up their own from the same rhythmic elements (one-beat combinations of quarters, eighths, and sixteenths). After learning the rondo form, students invent their own B, C, and D sections to a given A theme, and Gill scaffolds their writing in stick notation, again through the use of French rhythm syllables. In Figure 1.1, the given rondo is indicated with a smiley face (chosen by the children), and the other rhythms are named after the child who invented them and the type of body percussion they used.

[image: Three students composed rhythmic compositions for the given rondo which is indicated by a smiley face.]
Figure 1.1 The first notated student rondo group composition



Students then develop these rhythms into pitched melodies by improvising on xylophones until they are happy with their efforts, although these composed melodies are memorized, not notated. See a transcribed development of the “clicky Portia” theme (from Figure 1.1) in Figure 1.2.

[image: Two compositions show the development of the Clicky Portia theme from rhythm into short pitched melodies.]
Figure 1.2 Students extend their composed rhythmic themes into short melodies by exploring on a xylophone




In both Years 4 and 5, Richard is content to write the notation for the students. He might get them to work it out in rhythm syllables, or he may get them to read, sing, or play it from the notation, but certainly the focus is on inventing, not on notating.

I have mentioned some of the repertoire Gill uses to teach composition concepts very deliberately, above. As a conductor and composer himself, he is an avowed advocate for the study of WAM being central to a “quality” music education, writing in his autobiography, “Subjecting children to second-rate music implies that they do not have the capacity to be affected or moved by good music. In short, playing children rubbish means you get a rubbish response. I will never subscribe to the poison that currently permeates the curriculum of all music having the same value” (Gill, 2013, loc. 580). At the same time, in the de-briefing session, Richard explained that he was not a “crusader” for classical music, saying, “Just because it's Beethoven doesn't mean to say it makes any sense to children. Then I started to change my tack. And think about children making their own music, based on music that was the exemplars. So that the concept of an appreciation lesson changed in my mind, dramatically: that it should have a musical outcome at the end, which resulted in composition. And then I crusaded for composition!”


Michael and non-WAM practice

Due to the Coronavirus pandemic, Michael and I spoke over video conferencing software. Because his college's course focuses on music industry, business, performance, music video, interactive media, sound design, sound production (audio engineering), and electronic music production, and also because of Michael's extensive experience as a performer of popular music, I expected him to outline pedagogies for teaching musical creativity that were much less formal than Richard's. I was wrong.

Michael explained that his own training in musical creativity, which in the early days centered around arranging music, was quite ad hoc: “I used to go home and record my arrangements into MIDI using crappy sounds, and you could sort of hear […] so that's how you learn, that's how I learned by doing and, and listening, doing and listening and critiquing.” While he studied music theory and performance formally, the creative part of the process was self-taught, toward arranging songs for professional ensembles that Michael performed in. This gave him some key skills, but he thought that he developed these skills more through his teaching: “I do have teaching others to thank for my increasing ability in those things, because the more time you spend teaching others, the more time you spend teaching yourself.”

Michael has therefore developed a pedagogy for musical creativity in which teaching arranging, rather than composition alone, is the logical first step for his students, just as it was for himself.


And, to me arranging is – I’m a believer in steps. People need to be taught fundamental basic skills before they can go any further. And the simple things like notating drum parts on a manuscript line, and learning how sounds interact with each other, like kick drums and bass guitars, and how open string chords and barred chords on a guitar sound different. […] And learning to write basic style. So I, I mimic, I give students works to copy, so they can understand, take a piece they know. And let's write it out on paper so we can see […] what it sounds like, this is what that looks like.



Such an approach sounds surprisingly formal and theoretical for further-education industry-based college courses, but in his reflections, Michael made it clear that while learning these skills sequentially, the theory is always connected to the sound, “in their own head a vision of […] what a pop song looks like on a piece of paper, versus what it sounds like when you hear it. And whether that drum sound is an electronic drum sound from an 808 or recorded in a studio on a drum kit.”

In addition to prioritizing reading, writing, and development of aural imagination, Michael described a range of skills that would later be useful for “free” composition that are developed through arranging, including instrumentation, idiomatic writing, voicing, and music technology (understanding synthesis and sound design). These skills are then scaffolded toward composition through heavily scaffolded exercises: “Often the hardest part is starting. And so you give people things to start from, you set them boundaries, you give them conditions – a key, a time, a sound, a space, a note, a texture or rhythm, something to start with and just introduce them to compositional techniques, one thing at a time.”

Michael said that some college students are resistant to this approach, feeling that learning compositional techniques one at a time is too limiting, or not creative enough; but that when students have finished going through the exercises, that they “start to realize that their innate ideas […] can often be articulated [through those] compositional techniques,” and that they can be more creative and free through the use of those carefully developed skills. Michael also spoke about the importance of giving students feedback on their arranging and compositional work, and using that feedback to teach students to self-critique and to teach themselves, just as he did at the same age.

Michael made the point that, while learning music notation is important in his courses, and his process for teaching composition, it isn't the same for all courses at the college. “We have teachers that teach electro style of composition, hip-hop, and styles that are of that ilk. It's all Ableton Live. I mean, that that kind of composition is […] all listening, it's trial and error. […] They’re all valid ways to compose music, there's nothing invalid about listening to something and trying something new until it sounds right. And that type of music does not require you to read. It's not a written form.” In a later discussion, Michael also explained that learning music notation is still very much required in the music industry, and in industry-based courses. His pedagogy is therefore a balance of drawing on his own learning experiences (both formal and informal), a strong belief in formal techniques informing the creative practice, developing self-critique and a thirst for improvement in his students, and an open-mindedness to musical experiences, integrated whenever possible (composition that develops performance, aural, and musicianship skills all at once). And he believes that his graduates show that his process works:


What I would like to be able to think that we do in diploma level students is to give them enough tools to create that desire to become self-educated, musicians moving forward, either to go study elsewhere, to move on to a degree, or at least become inquisitive enough so when they leave, they have that desire to keep learning more. And in fact, that is one of the things that makes me very happy when I bump into students years later to find out that they’ve actually gone and done something interesting, doesn't necessarily have to be studied. But they’ve written enough songs to make an album, or they’re performing live enough now that they actually understand what we were doing in class.





Similarities and differences

It is clear from these two examples that even in entirely different institutions and age groups, that there are surprisingly more similarities in the pedagogical approaches of Michael and Richard to teaching music creation than there are differences. Musical models and techniques are very important to both of them, and their teaching scaffolds the understanding of these techniques through composition (or improvisation, or arranging). Both educators value the integration of traditional music notation and theory, articulated in my interviews with Michael, and shown repeatedly in Richard's lessons, even as young as Kindergarten and Years 1 and 2. While pedagogies such as the Orff-Keetman Schulwerk might encourage a more immersive musical experience, and while the expectation of further-education colleges might be that learning is exclusively practical and applicable to immediate industry outcomes, both educators valued the “slow road” to understanding, with Richard often taking time to explain concepts (and their spelling) to primary classes, or running activities with just one or two children while the rest of the class listened, and Michael encouraging students to understand why as well as how they learn each compositional technique, in order to nurture deeper and self-directed learning in the long term.

Not only was Richard's range of repertoire and instrumentation used to model compositional approaches much narrower than Michael's, which reflects both the different institutions and age groups, but also Richard's fervent belief was that some music is simply better than others. This belief and its influence on music educators in Australia and internationally is the subject of another research project.




Teaching music creation in Australia

Michael and Richard do not represent the myriad ways musical creativity is taught in Australia: in fact, this is largely unknown due to the lack of research in this field. A long-term research project that theorizes the similarities and differences in how composition is taught in all of Australia's states and territories by its leading educators will help establish the field properly. The summaries of the various syllabi in the first half of this chapter suggest that the approaches are likely to be highly varied. What the analysis of Richard's hours of teaching and detailed interviews with Michael do reveal are two brilliant educators’ well-articulated pedagogies that do fit into the parts of the Australian education sector(s) in which each works. They provide two well-refined and articulated approaches which can be used by teachers to guide their own practice, and for the research project, to develop a more nuanced picture of how musical creativity is taught in Australia. Whether these pedagogies, or others yet to be discovered, provide the kind of holistic and inclusive curriculum required in Australia in the 21st century is yet to be seen.



Reflective questions


	How do the requirements for and definitions of composition in Australia align or contrast with those of other countries?


	Is there a better term for composition in syllabi internationally that is more inclusive of all approaches to creating music?


	Regardless of musical style, both Richard and Michael accentuated the importance of learning notated music theory. How important is this for teaching composition/music creation in your context?






Note


	The following references refer to page numbers in The Australian Curriculum. This document is not published separately but generated by the ACARA website (see reference), and to match pagination, readers should select Music, All year levels, and All curriculum elements before selecting Download PDF at https://www.australiancurriculum.edu.au/download?view=f10
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Terminology and definitions

Although during the last two decades there has been an increase in publication and research activities within the field of composition pedagogy in German-speaking countries (Aigner, 2017; Grow, 2018; Schmidinger, 2020; Wieneke, 2016), with few exceptions (Aigner, 2017; Schmidinger, 2020), there is no specific Austrian approach that has developed independently of the German discourse. How closely the conceptual history is interwoven between Austria and Germany is illustrated by the contributions to the proceedings of a symposium on Composition in didactic contexts at the Mozarteum Salzburg (Losert & Bornhöft, 2018) or an article on the profession of the composition teacher in the Lexicon of Music Professions (Schmidinger, 2021, p. 264). Academic discussion concerning composition in school music education has intensified, yet composers and their points of view tend to be only seldom considered (Handschick, 2015). Therefore, this article dedicates a section to the role of the composer in the classroom.

In analogy to the field of instrumental and vocal pedagogy, composition pedagogy considers itself an independent subject area of music pedagogy (Schmidinger, 2020). While instrumental pedagogy and vocal pedagogy focus on learning an instrument or singing, the subject of composition pedagogy is learning to compose. Because the relatively young field of composition pedagogy is still in the process of developing terminology which is both specific and consistent, it is helpful at this juncture to define some terms in order to clarify content. The term ‘composition pedagogy’ is often used as an approximate or complete synonym for the term ‘composition didactics1’. While the term ‘composition pedagogy’ refers to the whole academic field, the term ‘composition didactics’ describes more narrowly the normative process of planning and evaluating lessons. Closely connected to the discussion concerning the term composition pedagogy is the discussion about the term composition, which relies heavily on German pedagogue Carl Dahlhaus's dating from 1979. He states that composition is ‘(1) a self-contained individual musical structure, which (2) is fully formulated and (3) fixed in written form, (4) with the intention to be performed, where the formulated and noted part represents the essential part of the aesthetic object that constitutes itself in the consciousness of the listener’ (Dahlhaus, 1979, p. 10).

These more conservative definitions of composition seem to be incompatible with composing with children and adolescents. Therefore, current thinking in music pedagogy has developed an alternative definition and new concepts to describe composing in the classroom. Just as with Dahlhaus's formulation, the following approaches also fall back on the German discussion due to the absence of an independent Austrian discourse. In his article ‘Musik erfinden’ (‘Inventing Music’), Kramer (1997) refers explicitly to ‘inventing music’ as a method of learning music. The method he describes aims at, ‘(a) building fundamental musical knowledge and skills, including basic listening skills, (b) broadening the understanding of musical works and pieces, (c) the development of a fundamental understanding for artistic-musical creativity, (d) fostering individual musical productivity and music-related creativity’ (p. 340). This terminology distinguishes between composing as a method to make theoretical musical knowledge tangible through one's own actions and composing as an end in itself, following one's own compositional and artistic ideas. Other terms which emphasize this difference and are used in the German-speaking literature when referring to composing in the classroom include inventing music, design work, and music production. According to Nimczik, ‘“[i]nventing music” as musical design work means a communicative, interactive, and specific way of dealing with treating music as one [emphasis in original] field of activity in music lessons […], while its accomplishment and performance is the work of a group (i.e. composition and interpretation in groups)’ (Nimczik, 1997, p. 182). These pedagogical definitions of composition tend to focus on aspects of composing as a method in contrast to an otherwise ‘artistic definition of composition’ (Schmidinger, 2020, p. 49). In order to strengthen the artistic aspect of composing, it may be helpful to intensify the involvement of composition teachers in both practical work and academic discourse.

It is interesting to observe that in other school subjects with a high proportion of individual creativity, such as art and creative writing, no alternative terms for the creative action have been established. However, the term ‘composing without any prerequisite’ (‘voraussetzungsloses Komponieren’), which plays an important role in composing in the classroom as it refers to approaches that are available for all students regardless of their previous musical experiences, reflects the literal meaning of the term of composing (Lat. componere). Such approaches can work, for instance, via listening or basic rhythmic elements. This approach stays abreast of the increasing heterogeneity we can find in the classroom (Friedrich, 2016). The terminology is particular, and the use of different terms for, and definitions of, composing is mirrored in Austrian school curricula.



Specifications of Austrian school curricula

The Austrian school system is divided into elementary (1st to 4th grade, ages 6–10), lower secondary (5th to 8th grade, ages 11–14), and upper secondary levels (9th to 12th or 13th grade, ages 15–18 or 19). The following overview highlights all demands which refer to the creative musical practice. All school curricula use the above-mentioned replacement terms ‘create’ and/or ‘invent’ for composing in the classroom.


Elementary school

‘Music education has the purpose […] to lead to creative musical design’ (Federal Ministry for Education, the Arts and Culture, Austria, 2012
, p. 164). The following paragraph clarifies what is meant by this: ‘An appropriate amount of time has to be dedicated to creative design. Events, poems, narratives, and moods can be stimuli for improvisation. Thereby, different opportunities for free creation should be offered. Along with the voice and traditional instruments, self-made instruments should be used. Cross-connections to crafts, German, reading (writing), arts (writing) and to general scientific education [‘Sachunterricht’] are to be established’ (Federal Ministry for Education, the Arts and Culture, Austria, 2012, p. 172). Additionally, under the headline ‘making music’, the curriculum states: ‘The multitude of possibilities for personal experience with a range of different instruments, from sound experiments to group improvising, should give great space for the development of the creative design abilities of the children’ (p. 172). An Austrian particularity, that of elementary schools with a musical focus, should be mentioned here as well, as these are elementary schools with additional music classes.



Lower secondary level

Secondary-level school curricula describe the educational field of ‘creativity and design’ as follows: ‘Skills of reproduction, production and improvisation through singing, making music, sports, design, development of imagination, spontaneity, and creativity – individually and in groups’ (Federal Ministry for Education, the Arts and Culture, Austria, 2020, p. 5). From a terminological point of view the wording ‘design of musical pieces with given or self-invented rhythmic and melodic motives, texts, and motion sequences’ is very interesting. Here, both replacement terms ‘design’ and ‘invent’ are used in one sentence. One could also read the sentence as: composing of musical pieces with given or self-composed rhythmic and melodic motives. Under the headline ‘didactic principles’, the following wording can be found: ‘An essential part of a lesson's design is the active integration of artists and experts’ (Federal Ministry for Education, the Arts and Culture, Austria, 2020, p. 6). This reference will be revisited later in the paragraph about the role of composers and composition pedagogues in schools. As an Austrian particularity in this age group, the ‘Musikmittelschule’ (musical lower secondary school) has a higher number of music classes per week. However, according to the curriculum, these extra hours do not automatically imply the amplification of creative competences and skills.



Upper secondary level

The possibilities of school education in the age group of the upper secondary level in Austria are essentially characterized by, first, the ‘Oberstufe der Allgemeinbildenden Höheren Schulen’ (AHS) (i.e. academic secondary schools) and, second, the ‘Berufsbildenden Höheren Schulen’ (BHS) (i.e. vocational schools). While in the BHS area the subject of music cannot be found, in the AHS it remains part of the curriculum. In the 7th and 8th grade of the AHS (ages 17–18), students can choose between artistic subjects such as music and arts. In the most recent version of the curriculum for the upper secondary level (AHS), ‘creativity and design’ are referred to thusly: ‘Musical reproduction, production, and improvisation support the development of imagination and creativity, as well as the development of a consciousness for artistic action. The gained experiences from individual achievement and musical group processes should support the process of musical education and the forging of an identity’ (Federal Ministry for Education, the Arts and Culture, Austria, 2004, p. 72).

In the curriculum of the ‘Realgymnasium unter besonderer Berücksichtigung der musischen Ausbildung für Studierende der Musik’, better known under the name ‘Musikgymnasium’ which has a particular focus on and specialization in music, no reference to composition can be found, neither in relation to individual settings nor in the context of group processes.

In the curriculum of the ‘Bildungsanstalt für Elementarpädagogik’ (BAfEP) (‘educational institution for elementary pedagogy’, i.e., training institution for kindergarten teachers) and the ‘Bildungsanstalt für Sozialpädagogik’ (BASOP) (‘educational institution for social pedagogy’, i.e., training institution for social-educational professions), the design of music plays a more important role. Included in the educational plan are ‘movement and performance’ activities, such as improvising, sound-painting, and the depiction of extra-musical contents via musical means (Federal Ministry for Education, the Arts and Culture, Austria, 2016, p. 5). Processes of inventing music and improvisation are referred to as one field of action. In the field of action ‘singing and making music’ for primary schools, the wording is ‘improvised design of non-musical content (e.g., texts, images, moods) through voices and instruments’ (p. 8–14). For the Austrian particularities in lower and upper secondary school levels, the model extends the field of action to include ‘vocal and instrumental music-making’ and ‘creating sounds [i.e. periodic vibrations] and noises [i.e. aperiodic vibrations] experimentally’ ‘Klänge und Geräusche experimentell erzeugen’. The references to inventing music can be found in the wording ‘inventing and editing of melodic and rhythmic motives’ (p. 20–38). The requirements of ‘inventing and editing melodic and rhythmic motives’ or, in particular, the aspect of ‘creating sounds and noises experimentally’ were essential characteristics of the artistic-pedagogical concept of the project ‘Klangnetze’ (‘Webs of Sound’).

The educational package of the Austrian government, adopted by the council of ministers in 2018, contains a restructuring of school curricula which will be implemented in the school year of 2023/24. An important contribution to the new educational package could be the model of competences by the ‘Arbeitsgemeinschaft der Musikerzieher Österreich’ (AGMÖ) which has been developed for all grades and different kinds of schools (Knaus, Peschl, Rehorska, & Winter, 2013).

However, like the curricula, this competence model does not represent any obligation for teachers. The curriculum in Austria, as a framework, is primarily an orientation for teachers. Apart from the core topics determined by the curriculum, teachers are free to choose the content of lessons, as there are no centrally established and monitored standards in the subject of music.




Historical development: Klangnetze

This project heavily influenced the image of composing in Austrian classrooms between 1992 and 2003 as it took place throughout the country. In 1991, when Karsten Witt transferred from the Ensemble Modern to the Viennese ‘Konzerthaus’, he brought with him to Austria the experiences he had with music education and outreach projects at the Ensemble Modern and initiated in cooperation with ‘Klangforum Wien’ a comparable model. The experiences were derived from a British model, where orchestral musicians from the London Sinfonietta composed together with school classes and their music teachers. He invited the flutist Richard McNicol, Daryl Runswick, a jazz pianist and composition teacher at the Trinity College of Music, and the composer David Sawer to Austria for the start of the project. The trio shaped the team-teaching model comprising composers and musicians, which is characteristic of the ‘Klangnetze’. Out of this first collaboration, an extensive process of discussion and development of an Austrian version evolved over the following years. The project received substantial financial support from music curators Christian Scheib and Lothar Knessl in the years between 1993 and 1996. After their term as music curators ended in 1996, the Federal Ministry of Science, Research and Arts took over the financial sourcing, but it could not keep it at the former level. The financial support decreased each year until the project ended in 2003. Hans Schneider, at this point assistant at the Department of Music Pedagogy at the University of Music and Performing Arts Vienna, defined the aims of the initiative as follows: ‘The aim of this work and of the project is to give students an understanding of the different aspects of modern music. To initiate and promote an understanding for material and form, improvisation and the technique of composition, musical communication, tonal colours, noises, and so on’ (Scheib, Schneider, & Lippert, 1995, p. 11). He referred to a focus on composing as a method to gain a better understanding of the music of the 20th century. This aspect is an important part of children's individual composing processes, which means that when they begin to develop an individual compositional idea, it usually does not express itself in the language of contemporary music but rather in stylistic replications of various composers and/or genres of music. In such compositions, traces of the music that the children and adolescents are listening to or are playing themselves can clearly be seen.

Over time, specific schedules for all ‘Klangnetze’ projects evolved. Before work in the classroom started, an introductory seminar was held for several days. There, all participants met for the first time and the project was introduced. This was followed by a phase of getting to know the methods and materials for the whole group, as well as a try-out phase in small groups. In these small groups, short pieces, mainly from the concept area, were performed or composed by the participants. Based on this experience, the first teams were formed, consisting of a musician, a composer, and a teacher. The teams prepared a 2-hour lesson and taught it at a local school as part of the seminar. The lesson was observed by other participants and was followed by a joint reflection. In this way, every member of the team had the opportunity to be in both a teaching and an observing role. Based on their experiences, the participants formed final teams for the project work in schools. The amount of work in the classroom consisted of approximately 20 lessons, in which an individual approach was developed – neither reference work nor an overarching theme was predefined. At the conclusion of the project, the results were presented by the participants and their students either in the context of a school event or on a larger scale, at a ‘Klangnetze’ concert. At these concerts, a range of pieces that originated in the project were presented. Due to the intense preparation of these projects, follow-ups and reflections were used throughout the course of the project. Along with ‘Klangnetze’, a network (‘Klangnetzwerk’) of participating composers, musicians, and teachers developed, which regarded itself as a ‘community of practice’2 (Wenger, McDermott, & Snyder, 2002). One can find the traces of this network (‘Klangnetzwerk’) in recent projects; therefore, it can be said that the ‘Klangnetze’ shaped the landscape of projects in Austria and thereby the informal pathways of learning in further education over the longer term. For example, Cordula Bösze repeatedly worked together with composers such as Wolfgang Suppan and Konrad Rennert from the ‘Klangnetzwerk’ in her composing workshop at the music school in Tulln. In Styria in 2010, the composition project ‘Konfrontationen’ was initiated by Klaus Dorfegger and was designed in the spirit of ‘Klangnetze’. Klaus Dorfegger, who was a composer in the ‘Klangnetze’ team, is currently the school inspector for music in Styria. In addition, ‘Klangnetze’ are also an inspiration for the university course ‘Lehrpraxis Projektunterricht’ (‘Teaching Practice in Project Classes’), which is part of the study program Composition and Music Theory Pedagogy at the KUG.



Transformation from project to university course

As the curricula of middle schools require that ‘the active inclusion of artists’ should play an ‘indispensable part of lesson organisation’ (Lehrpläne der Mittelschulen, 2020, p. 6), the preparation of artists to work with school classes is one of the objectives of the autonomous study program of Composition and Music Theory Pedagogy at the University of Music and Performing Arts in Graz (KUG). By establishing pathways for qualification, such programs attempt to address a demand for competences among future composers, as well as music, instrumental, and vocal teachers.

This study program is offered as a bachelor's degree and an accompanying master's degree. It centers on composition pedagogy as a field of study at the same level as instrumental and vocal pedagogy, as well as on school music (Schmidinger, 2018b). The ‘Bamberger Fachstrukturmodell’ (‘Bamberg Structure Model of Music Education’), consisting of three levels of practice, didactics, and research (Hörmann & Meidel, 2016), functions as a model for the internal structure of this field of study at the KUG. However, this model does not address an important aspect, namely that of musical art. In order to emphasize the importance of this fourth level for the study of composition pedagogy, the program is situated within the primarily artistic Department of Composition. Thereby, composition pedagogy is outlined as both an artistic and academic field of study (Schmidinger, 2019, p. 117). The curriculum for this program was developed in collaboration by two departments: the Department of Music Pedagogy, and the Department of Composition, Music Theory, Music History, and Conducting.

The study program in composition pedagogy at the KUG aims to prepare students for a range of practical fields. Therefore, it offers an extensive range of possibilities for teaching practice (Schmidinger, 2018a). The KUG can offer these possibilities internally in teaching composition to individuals or groups, within the context of music schools, in their own composition class for children and adolescents, or within the context of music education and outreach, by designing workshops related to concerts of the university orchestra. In the context of upper secondary schools (AHS), the university cooperates with external partners, such as different schools from the region. Building on the experiences from my longstanding participation at ‘Klangnetze’, I chose production-centered project lessons, which have proven a beneficial setting for composing in the classroom context. They have been an inspiration for the university course Teaching Practice in Project Classrooms. Because the curriculum is designed to combine departments, it is possible to implement a team-teaching philosophy, which is a characteristic of composing in the classroom. The university course is mandatory for students of Composition and Music Theory Pedagogy, as well as being an optional course for students of school music. Currently, it is taught by a team consisting of a composer and composition pedagogue, and a senior scientist (postdoc) in music education. The students themselves form teams consisting of one composition pedagogy student and one music education student.

Because this form of project lessons is unusual in the professional practice of composers and (music) teachers, the teamwork is supposed to create understanding for the needs and approaches of the other. The aim is to teach artists the necessary pedagogical competences. These can include, for example, leading a workshop at a school, teaching teachers an understanding of the conditions of artistic processes, and enabling them to support, join, and complement the work of the school teachers.

At the moment, the course is designed so that in the winter term a project takes place in cooperation with a school from the secondary level, and in the summer term, a project is conducted in cooperation with a primary school. The sequence is based on the observation that working with younger students requires a heightened awareness for age-appropriate task assignment and/or use of language, for example with respect to phrasing instructions or the use of complicated terminology. When choosing the schools for collaborations, the lecturers aim to represent a realistic image of schools, considering the ratio between schools with or without a musical focus, but most work is done in schools without a musical focus. The main concept is the same in both semesters: visits to the schools and team meetings at the university alternate to create space for reflection and new context-dependent and context-relevant input between the school visits. The prerequisite for registering for the course for students of pedagogy of composition and music theory is to finish their didactic courses, which prepare them for teaching practice. The content of the seminars consists of three main topics:


	Preliminary and debriefing sessions about the lesson taught. This phase takes up most of the time.


	Complementary didactic input, such as recommendations for classroom management.


	Treating topics that arise from the specific lessons, such as managing conflicts between students during a group activity.




The students’ teaching is observed by the lecturers, if possible. At the end of the semester, short performances are scheduled, similar to ‘Klangnetze’, either in a smaller school context or in the form of a large public concert (Wieneke & Schmidinger, 2020). Currently, the presentation of the project results takes place as a joint concert with a group of students who learn to compose individually within the framework of a university composition course for gifted children. These children and adolescents are taught by students as well, but within the framework of another university course, ‘Lehrpraxis Komposition’ (‘Teaching Practice Composition’). The joint concert has two aims. First, it offers the chance for children from the school classes to experience compositions by other children, hopefully giving them the self-esteem to keep developing their own musical thoughts that have emerged during the project teaching. This reflects the aspect of sustainability of composing in the classroom, which usually takes place as a group project, as a basis for a possible path toward individual composing. Second, a combined field of practice takes into account that both areas of composition pedagogy – in public schools and music schools – will become difficult to separate and eventually merge into a common field of practice, as the amount of all-day schools (i.e. the children are at school from 8:00 a.m. until 4:00 p.m.) increases.



Informal learning of composition teachers

The nationwide project ‘Klangnetze’ has not only shaped the design of Austrian composition projects in the classroom context since 1991 but has also been at the same time and in addition to teaching, a kind of informal professional development opportunity for the teachers and composers involved. The study program of composition pedagogy, especially the course Lehrpraxis Projektunterricht (‘Teaching Practice in Project Classes’), is a derivative or institutionalization of this informal learning path in the context of projects. However, among composers and musicians of the independent scene, such informal qualification as an alternative to studying composition pedagogy for composing in the classroom context remains a common practice.

The free-project scene is an informal way for composers and musicians to qualify for composing in the classroom context. Through ‘learning by doing’, they can gain experience, which influences the projects in a positive way.

To promote and financially enable the collaboration among schools, artists, and cultural institutions, the Austrian government funded a platform, called OeAD, which became a nationwide project hub. First, it offers advisory services to all participants, such as teachers, artists, and cultural institutions. The support includes sending interested composers to schools and connecting interested teachers to composers. A large amount of information, ranging from tips about project management to finance, is available on their website (https://www.kulturkontakt.or.at). Second, beyond the assistance in establishing partnerships, the OeAD offers financial support for up to 3,000 workshops with the aim of fostering activities for the communication of arts and culture. In 2018, 2000 supported events took place all over Austria, 323 of them musical events. However, only 10% were dedicated to the topic of contemporary composing. Most of the activities took place in Vienna, followed by Lower Austria and Styria. In secondary schools, 719 projects were funded in 2018, among them 118 musical projects. These workshops took place all over Austria.

Another format for the promotion of such projects is the program ‘Culture Connected’. It supports projects where cultural initiatives or institutions cooperate with school classes. Teams of students, teachers, and at least one extracurricular partner can apply with their project. The projects to be funded are chosen by a jury. A list of funded musical programs is available online via the website of the OeAD (www.oead.at). At time of this writing, there is only one project about composing in the classroom on the available list. A possible reason for the low number of projects where composers are directly involved could be that the role and potential of composers in the classroom is not recognized and used to the extent that seems appropriate according to their qualification and job description. As the didactic principles in the school curriculum state, ‘a fundamental part of the classroom design is the active inclusion of artists and experts’ (Federal Ministry for Education, the Arts and Culture, Austria, 2004, p. 86). Furthermore, as stated above, composition teachers and their points of view about the field of practice of composing in a classroom are only seldom mentioned at relevant symposia and in literature. Therefore, the following section draws a picture of possible roles of composition teachers at schools.



The role of the composition teachers at schools

Composers who have acquired extensive didactic competences in addition to their artistic skills during their studies of composition pedagogy can bring a specific artistic perspective to a school project that a classroom music teacher usually cannot provide. Based on my experiences as a composition teacher in various projects (e.g. ‘Klangnetze’) and as a university lecturer of composition pedagogy, in the following section, I will outline four possible aspects to illustrate the specific role of composition teachers at schools.

Composition teachers are experts in musical creativity. Due to these experiences, they should have the expertise to author or co-author instructional literature for the classroom. Closely connected to their expertise is their possible function as a role model. An additional perspective is the role of the composition teacher composer as an expert for new music and music of the 20th and 21st centuries. In their function as experts for musical creativity, composition teachers can initiate processes in the area of improvisation and, based on their own experiences, they are able to guide and follow up on the processes over a longer stretch of time. They are also able to promote and bolster the deciding steps in the transformation process from images and text into music, which is an important method according to the curricula and some classroom literature, beginning from the stage of ‘Verklanglichung’ (‘Sound transformation’), that is, the basic and most direct transformation of sounds from a text or an image into music, up to more advanced stages. Their own work as composers only indirectly plays a role, as source of personal experience, but is not central to encounters with students. The ability to lead open-ended design processes over the duration of a composition project is a central competence that is an important part of formal qualification. These processes are creative processes whose end result is not clear, or if there will be any presentable result at all. Therefore, it is appropriate to highlight the competence of a composer to deal with the danger of failure of a project, for example through writer's block or the absence of creative energy. These are situations the composer likely knows from personal experience. The individual concepts that composers have to have developed to overcome those difficulties can be of help for students by opening new pathways.

Similar to their function as experts in musical creativity, composition teachers have expertise in formulating basic composition exercises based on their own artistic experiences. Ideally, composition teachers create teaching materials for the classroom or exercises in schoolbooks in a team with experienced music education specialists, to take into account the artistic as well as the pedagogical expertise. Their role as experts for the job and the life situation of an artist is invaluable in describing the everyday life and work of a composer. In this approach, their own work as an artist is at the center of encounters with students. Themes for questions and discussions stretch from the origin of pieces, via the environment of the performance, cooperation with the performers, the dealings with the auditorium and the press, to the utilization of the pieces in social media and connected legal issues, such as royalties or copyright laws.

In their function as experts on new music and the music of the 20th and 21st centuries, composers can report from their own perspective of being part of that past, but nevertheless still present and influential history. As a consequence of their education, they have experience in the handling of predominant methods of composing of that time and can create a new artistic perspective on them. Through their experiences as composers, they can develop a direct approach to pieces from their colleagues and bring them into the classroom.



Future perspectives

On the basis of this analysis of the situation of composers in Austrian classroom contexts, the following perspectives for the future can be drawn: first, I would like to promote and suggest the rediscovery of the term ‘Komponieren’ (‘composing’) in the Austrian curricula, inspired by the natural use of the term ‘compose’ from the English usage. This would lead to a decrease of difference between a pedagogic and an artistic definition of composition. At the same time, the definition of the term would lose its elitist touch and could become, similar to the natural use of creative activities in the arts classrooms, a form of integrated and individually creative activity in the music classroom. As soon as the term ‘compose’ appears in curricula, the next step would be to make composers authors and co-authors, in a team with music education specialists, of simple composition exercises. Recently, a number of didactic and academic studies from the area of composing in the classroom context have been written by composers (Friedrich, 2016; Schlothfeldt, 2009).

In the area of education of future music teachers, it is necessary that ‘composing in the classroom context’ become a mandatory university course in curricula. The course should ideally be taught by composers or by specialists of composition pedagogy, and in a team-teaching arrangement with a music education expert. However, this would require a heightened awareness of the benefits of such an arrangement in a university context in order to come up with an adequate payment model for lecturers. Ideally, the notion, rationale, and practice of team teaching will be consolidated not only among lecturers but also among students. Only team teaching creates an understanding of the mindsets and requirements of each partner, based on their own experiences. Formats like this could lead to the development of networks that would open access to the contemporary music scene for teachers as well as for composers, even after they complete their studies.

As all-day schools (i.e. 8:00 a.m. to 4:00 p.m.) become more common in Austria, the borders between the compositional practice fields, public schools and music schools, are going to vanish. This development has to be dealt with in the higher education sector through the development of new formats or the adaptation of existing forms of teaching and presenting. In the disappearance of these borders and the establishment of new forms of presentation, perspectives for individually developing musical thoughts during project lessons for children and adolescents are important to keep in mind.

To conclude, one wishes for the self-proclaimed ‘land of music’, Austria, to give composing the same significance in its curricula and range of subjects as it already is the case in other countries, notably England and Israel3.



Reflective questions


	Describe and discuss the differences between formal and informal pathways of learning of composition teachers.


	Which other ideas, beyond and/or additionally to those discussed in this chapter, could be considered with regard to the role of composition teacher at schools?


	Describe and discuss the characteristic elements of the Austrian debate of composing in schools in comparison with the German situation.






Notes


	‘Didaktik reflects both the theory of teaching and the practice of organizing lessons. The German conception of Didaktik offers various models of teaching which (depending upon the subject, the teacher and students) provide the background and rationale for the actual teaching and learning’ (Kertz-Welzel, 2004, p. 279).

	The authors define this as ‘groups of people, who share a concern, a set of problems or a passion, and who deepen their knowledge and expertise in this area by interacting on an ongoing basis’ (p.4).

	Dr. Eilon Aviram (Levinsky College of Education Tel-Aviv, Israel) at the ISME Conference 2019 in Kathmandu reported on composition lessons that are embedded in the Israeli school curricula. Similarly, composition is a subject of the UK school curriculum in the Key Stages 3 and 4.




	*The author would like to acknowledge and thank Elizabeth Bucura, Timea Sari, and Lukas Schmidinger for translating the chapter and Constanze Wimmer (KLANGNETZE) and Marie-Therese Rudolph (OeAD) for helpful information.
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