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Kari Veblen, musician and educator, is Professor of Music Education at Western University, Canada, where she teaches undergraduate and graduate courses. Over the past thirty-five years she has worked with music and people of all ages in diverse settings worldwide. Before coming to the University of Western Ontario in 2001, she served as a visiting scholar (Center for Research in Music Education, University of Toronto), a research associate (Irish World Music Centre, University of Limerick), a curriculum consultant to orchestras and schools, and an elementary music teacher. She earned a BA in music with minor in art from Knox College, USA and an MA in music and PhD from the University of Wisconsin–Madison. Veblen researches at the crossroads of music, education, the arts and society, and is currently beguiled by community music networks and individuals, lifelong music learning and teaching/learning traditional Irish/Celtic musics. She has published widely, with over seventy peer-reviewed works, including her fourth book, Community Music Today (with Stephen Messenger, Marissa Silverman and David Elliott; 2013). An international representative to the National Association for Music Education Adult and Community Special Research Interest Group, Veblen has served on many professional boards, including that of the International Society for Music Education. She is co-founder with David J. Elliott and associate editor with Lee Higgins of the International Journal of Community Music.

James Whittle is a composer, conductor and cellist. After graduating from the University of York with a BA in music (first class honours with distinction), he received Arts and Humanities Research Council Professional Development funding for his Master’s degree in music by research, ‘Composing and Devising Music Theatre’. He is currently completing a PhD in composition, ‘Music is Theatre is …’, supervised by Roger Marsh and funded by a Sir Jack Lyons Research Scholarship. Whittle specialises in devising music-theatre pieces collaboratively with performers. These pieces blend composition and improvisation of musical performance, theatre and movement. He has collaborated with soloists Ian Pace and Alex Wilson, the ensembles Dr K Sextet, the Assembled and Chimera, and students at the Northern School of Contemporary Dance. As joint recipients of the Terry Holmes Composer/Performer Award in 2013, he and Victoria Bernath created Remains of Elmet, a music-theatre concerto for viola-vocalist, voices and instruments. His recent collaborations have included spoken word and audience participation, the promenade performance Carnivore (2014) and the site-specific interactive auction That’s Yer Lot! devised with dancers Gracefool Collective, which featured at Vantage Art Prize 2013 and Leeds Transform Festival 2014. Though self-taught, James has conducted world and UK premieres of music by Beat Furrer, Eve Harrison and Hans Werner Henze; he made his Huddersfield Contemporary Music Festival debut in 2014, conducting new pieces by Philip Cashian, Naomi Pinnock and Ji Sun Yang. As a cellist, he has considerable experience of solo and ensemble performance, particularly of contemporary, experimental and improvised music. He has also collaborated with Castaway Goole Music Theatre and led multiple educational projects in York.3
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Notes


	1 For more information, see http://johnrobertferguson.com (accessed March 28, 2016).

	2 For more information, see http://www.louiseharris.co.uk (accessed March 28, 2016).

	3 For more information, see www.james-whittle.co.uk (accessed March 28, 2016).







Series editors' preface

The enormous growth of research that has been evidenced over the past three decades continues into the many different phenomena that are embraced under the psychology of music ‘umbrella’. Growth is evidenced in new journals, books, media interest, an expansion of professional associations (regionally and nationally, such as in Southern Europe and Latin America), and with increasing and diverse opportunities for formal study, including in non-English-speaking countries. Such growth of interest is not only from psychologists and musicians, but also from colleagues working in the clinical sciences, neurosciences, therapies, in the lifelong health and well-being communities, philosophy, musicology, social psychology, ethnomusicology and education across the lifespan. As part of this global community, the Society for Education, Music and Psychology Research (SEMPRE) celebrated its 40th Anniversary in 2012 and continues to be one of the world’s leading and longstanding professional associations in the field. SEMPRE is the only international society that embraces formally an interest in the psychology of music, research and education, seeking to promote knowledge at the interface between the twin social sciences of psychology and education with one of the world’s most pervasive art forms, music. SEMPRE was founded in 1972 and has published the journals Psychology of Music since 1973 and Research Studies in Music Education since 2008, both now produced in partnership with SAGE,1 and we continue to seek new ways to reach out globally, both in print and online. We recognise that there is an ongoing need to promote the latest research findings to the widest possible audience. Through more extended publication formats, especially books, we are more likely to fulfil a key component of our mission that is to have a distinctive and positive impact on understanding, as well as on policy and practice internationally, both within and across our disciplinary boundaries. Hence, we welcome the strong collaborative partnership between SEMPRE and Ashgate.

The Ashgate SEMPRE Studies in The Psychology of Music series has been designed to address this international need since its inception in 2007. The theme for the series is the psychology of music, broadly defined. Topics include (among others): musical development and learning at different ages; musical cognition and context; culture, mind and music; creativity, composition and collaboration; micro to macro perspectives on the impact of music on the individual (from neurological studies through to social psychology); the development of advanced performance skills; musical behaviour and development in the context of special educational needs, and affective perspectives on musical learning. The series seeks to present the implications of research findings for a wide readership, including user-groups (music teachers, policy-makers, parents and carers, music professionals working in a range of formal, non-formal and informal settings), as well as the international academic teaching and research communities. A key distinguishing feature of the series is its broad focus that draws on basic and applied research from across the globe under the umbrella of SEMPRE’s distinctive mission, which is to promote and ensure coherent and symbiotic links between education, music and psychology research.

We are very pleased to welcome this new text edited by Elizabeth Haddon and Pamela Burnard on Creative Teaching for Creative Learning in Higher Music Education in the SEMPRE series. This excellent compendium complements earlier books in the series that are focused on creativity by adding a new focus on creativity in higher music education. Both the editors are experienced authors, teachers and researchers in their own right, and also very experienced in music learning in higher education. Their personal interest in the enduring topic of creativity has allowed them to fashion, with their international authors, an engaging, varied and multifaceted narrative. The constituent chapters combine to provide us with deep insights into the symbiotic relationship between creative teaching and creative learning. The book is structured in three parts. The first focuses on personal experiences of secondary and higher education music from undergraduate students and teachers. The second part investigates aspects of practice-based and research-led teaching and the links with creativity. The third and final part has a more theoretical focus related to how creative learning and teaching might be conceptualised. Overall, this is a very engaging and stimulating set of readings, carefully put together by the editors that constitute an excellent and valuable addition to our understanding of how to make sense of, and use, creativity in a more purposeful way.

Graham Welch, University of London, UK;

Adam Ockelford, Roehampton University, UK;

and Ian Cross, University of Cambridge, UK


Note


	1 See www.sempre.org.uk.
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Introduction
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This volume was inspired by conversations with colleagues at the University of York, UK, which provided the initial impetus for a seminar day funded by the Higher Education Academy, Creative Teaching for Creative Learning in Higher Academic Music Education (2013, University of York), featuring papers by some of the contributing authors. Both the seminar day and this volume illustrate and promote creative pedagogical practices within higher music education; these are central to student engagement, ownership of learning, and subsequent employment.

Creativity is increasingly recognised as a major contributor to every level of education, from early years through to higher education, and has gained currency as a powerful driver for global economic growth (Burnard, 2014: xxvi). It has also become a lever for politicised debate urging governments to enhance provision of the arts in school and higher education and to promote positive values of the benefits of engagement with the creative arts (Newbigin, 2015; Shaw, 2015), which relates to industry, graduate employment and holistic well-being.

However, as Smith-Bingham notes, creativity is often seen as ‘unpredictable, unmanageable and unquantifiable’ (2006: 14), and in education, ‘initiatives designed to nurture creativity [can] have requirements that conflict or compete with norms of operation and “standards” of performance and behaviour’ (ibid.). The ‘transformational power’ of creativity also ‘poses a clear challenge to organisational systems and institutional frameworks that rely, often necessarily, on compliance and constraint’ (Kleiman, 2008: 216). This problematises creativity within an ‘audit culture’ where ‘the value of creativity cannot easily be demonstrated, and therefore justified as an end in itself’ (Smith-Bingham, 2006: 14). While this concern is ongoing, this volume provides evidence that creative teaching for creative learning not only builds capabilities and knowledge, but also instils positive learner attitudes, and therefore the value of creative engagement is clearly demonstrated to students. In addition, as chapters in this volume illustrate, it is possible that curriculum reform and institutional culture are enhanced through the primary consideration of creativity, and that inherent expectations of creative engagement and output can result in an environment in which creativity is described as an operational norm. Finally, creativity is manifest in these chapters as a primary driver not just for teaching, but also for reinvigoration of lecturers’ conceptualisations of higher music education teaching and for revitalisation of their pedagogical practice, contributing to dynamic and evolving learning cultures.

Organisation of parts and chapters

This volume presents a collection of chapters by diverse authors who are expert in teaching and researching in the higher music education sector. It also offers the views of recent music graduates, providing a range of perspectives on creative teaching and learning. Part I explores the perspectives of those involved in pre-higher education and the views of students and lecturers in higher music education. Part II details the considerations of lecturers developing practice-based, research-led teaching, and explores connections and responses to creativity in the teaching and learning of trainee teachers. Part III examines lecturers’ conceptualisations of creativity and teaching philosophies, and examines how these are manifest within practice and pedagogies within higher education institutions. These include issues of curriculum design, historically informed performance practice, music analysis, performers’ and composers’ relationships with musical works, Dalcroze Eurhythmics, non-Western musics, enterprise creativity and group creativity.

Part I: Articulating experience in secondary and higher music education

In Chapter 1, Steven Berryman sets the scene by discussing the changing role of creativity through the different stages of secondary music education in the UK. Berryman explores factors which have an impact on creativity, including variation in how teachers interpret the National Curriculum and how they consider the development of creative individual and group work in contexts involving diverse pupil needs and teaching approaches. Berryman suggests that an understanding of the context, nature and challenges of secondary music education is essential for those working in higher music education in order to facilitate students’ transition from one learning context to another.

In Chapter 2, Natalie Edwards, James Whittle and Alice Wright explore how a sample of undergraduate music students experience and perceive creativity within the degree course, discussing how learning creatively within both departmental opportunities and extracurricular involvement encourages contact with varied influences, develops a range of skills and has direct relevance to enhancing both work within the degree course and skills and aptitudes for employability.

In Chapter 3, Elizabeth Haddon examines the views of lecturers in a university music department, moving from definitions of creativity to exploring the formation of teaching practices, detailing lecturers’ aspirations for the learner, thoughts on sustaining a creative culture, and ways in which lecturers construct and deliver teaching for creative learning, and how this plays a fundamental role in reinvigorating teaching practice and commitment to sustaining a creative career in higher music education.

In Chapter 4, Pamela Burnard discusses why higher music education institutions should advocate creative teaching for creative learning, exploring affordances of new priorities, narratives, forms of knowledge and modes of communication between creative teachers and musicians through the creation of an improvisatory space. This is illustrated through discussion of partnership programmes where creative learning communities jointly construct improvisational flow in the classroom, in the studio and in rehearsal and instrumental lessons.



Part II: Developing the creative lecturer and teacher

In Chapter 5, Louise Harris considers lecturer and student perspectives on the nature of practice-based, research-led teaching within higher music education, examining the implications and meaning of ‘research-led teaching’, discussing facilitation of creative practice and professional identities within communities of practice, and exploring the relationships between creative teaching and learning and practice-based, research-led teaching.

In Chapter 6, Martin Blain discusses the position of practitioner-researcher doctoral research students in higher music education, examining recent developments in the methodology and articulation of practice-as-research and its dissemination as well as its relationship to the wider community. Blain offers two case studies, one involving a performer the other involving a composer, which serve to illustrate how practitioners develop, implement and reflect on creative strategies that directly affect the development of practice.

In Chapter 7, John Robert Ferguson explores the contribution of practice-as-research to creative teaching for creative learning in higher music education. Ferguson details and justifies the use of practice-as-research as a viable and valid academic method, examining research-led teaching and addressing associated questions of inclusion, innovation and the relationship between practical and theoretical learning.

In Chapter 8, Kari Veblen, H. Elisha Jo and Stephen J. Messenger explore creativity through perceptions of pre-service music educators concerning their engagement with activities to develop metacognitive thinking and collaborative music-making, finding that these educators possessed diverse understandings of what constituted creative opportunities and how these could be structured within the classroom, and that these related to their early childhood musical experiences as well as to their interaction and engagement with peers and with the demands of the course.

In Chapter 9, Clare Hall discusses working with pre-service primary school generalist teachers, extending their concepts of capabilities and competencies through ‘musical sociology’, a creative teaching approach designed to encourage and empower pre-service teachers which draws on their personal life histories and utilises sociocultural and emotional capital, particularly through experiences of motherhood, to inform and develop their capacities as creative teachers.

In Chapter 10, Tim Palmer explores work undertaken with two cohorts of trainee teachers in secondary music education, focusing on the intersection of analysis, improvisation and composition and students’ perceptions of the processes involved, its relationship to contextual creative teaching practices, and discussing related concepts of enterprise pedagogy, mis-listening and nomadism which all inform the notion of ‘play’ and creativity as important tools for flexible educators able to facilitate multimodal musical behaviours and positive engagement.



Part III: Philosophies, practices and pedagogies: Teaching for creative learning

In Chapter 11, Mark Hutchinson and Tim Howell define a philosophy of creative musical analysis, demonstrating the interacting processes of analysis, listening and performance through discussion of student expectations and epistemology, and illustrating creative approaches to the teaching of musical analysis through two case studies which position analysis as a fundamentally creative activity underpinning musical understanding.

In Chapter 12, Nicky Losseff draws on psychoanalytic object relations theory, hermeneutics and counselling literature to explore creativity in the context of response to a musical work, investigating how MA music students conceptualise creative relationships with a musical work as performers and composers through processes of projection and introjection, and facilitating this understanding through the use of specially constructed graphic models illustrating the subject–object relationship.

In Chapter 13, Christina Guillaumier, Ruth Slater and Peter Argondizza address their concerns to enable creativity within curriculum reform at a UK conservatoire, discussing the integration of creative practice relating to historically informed performance practice with contextual work, merging academic, practical and creative skills, and articulating the value of the ensuing knowledge and understanding to wider concerns of employability and creative potential.

In Chapter 14, Neil Sorrell explores teaching and learning in two contrasting non-Western cultures, discussing the use of didactic tools in pedagogies of Indian and Javanese music. He proposes that the study of non-Western music may enhance creativity and reinforce aspects of musicality that also promote learner autonomy and positive relationships in learning, encouraging adaptability, flexibility and imagination.

In Chapter 15, Karin Greenhead, John Habron and Louise Mathieu discuss how the active, rigorous and creative principles and techniques used in Dalcroze Eurhythmics can address the needs of higher education music students, bridging the gap between the academic curriculum and practical studies through the concept of the ‘mindful body’ and promoting the centrality of the body to musical understanding, communication and creative artistic engagement.

In Chapter 16, Fay Hield and Stephanie Pitts explore creative and educational challenges presented in a module focusing on enterprise learning involving undergraduate music students and community partners. They discuss individual and group creativity, communication and ownership as well as creative processes involved in module design and issues of assessment.

In Chapter 17, Ambrose Field discusses effective group creativity, exploring strategies which may be used to facilitate the development of a functional group, detailing approaches to devising processes, examining issues concerning assessment, and demonstrating the viability of group creativity and its relevance to professional contexts as well as its value within higher music education.

Collectively, these chapters present a range of approaches to creative teaching for creative learning in higher music education within diverse contexts. It is hoped that the volume will act as a stimulating and valuable resource not only for those working in higher music education, but also for music students to facilitate reflection on the role that creative teaching and learning plays in their educative experiences. It is also hoped that the accounts of creative practice will encourage further consideration and promotion of the value of creative approaches to teaching and learning not just within higher music education, but at all levels of education, and therefore, that this volume can make a contribution to influence policy-making and to developing positive future creative cultures of music education.
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1 Pre-higher education creativity

Composition in the classroom
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Introduction and rationale

Music education qualifications appear to predicate a progression from minimal musical competence to a pre-professional level of training. Graded practical music examinations perhaps extol this idea of progression most overtly. The various classroom-based qualifications (such as those awarded during secondary school education) have been designed to be progressive, building on the previous qualification, and each examine the three strands of performance, composing and listening. It is important to recognise, however, that these qualifications may never have been intended as a progressive training towards higher education. These secondary school examinations may be standardised on a national and international level; however, curricula and examinations at higher education can vary from institution to institution.

Secondary school music education could be perceived as transitive; students may be moving schools between different levels, and as such it will be the task of the classroom music teacher to manage the transition of students with a variety of abilities and differing musical experiences. Students may have an extensive musical life outside school (which may include a broader range of creative approaches not always accommodated in the music classroom, such as collaborative creativity, non-Western instruments and non-Western notation). The study of Western music may preference single authors and notated composing, and therefore students may struggle to reconcile out-of-school musical experiences with their classroom-based experiences.

The progression from earlier stages of secondary school education through to the final stages involves an increased use of Western notation; the length of creative work (performances and compositions, for example) extends, and perhaps compared with earlier stages a greater percentage of the qualification comes from a written-based examination. There is increasing scope (depending on the qualification) for students to engage with music technology, non-Western musics and non-notated performances. Composition-based creativity remains less open to the variety afforded performances. Composition is also a compulsory part for nearly all levels, yet the teaching of this can be driven by assessment rather than the genuine pursuit of a compositional voice. In addition, in an attempt to make the assessment of creative work manageable by a diverse and large workforce of music teachers, the creative tasks devised perhaps limit the potential creativity.

It would appear that secondary school sector music education does not naturally progress to higher education; its generic nature – to accommodate a vast number of students – might not appear to be congruent with the aspirations of higher education. A transition needs to occur that considers the teaching approaches adopted before higher education study; it should take into account the methods of assessment and limited creative tasks to ensure students’ confidence and expectations can be managed successfully in the early stages of higher education.

This chapter will look at the changing role of creativity from the earlier stages to the later stages of secondary school music education and reflect on the expectations of these various stages. It will be revealed that perhaps there is not a progression towards higher education, but a progression towards an imagined necessary level of music competency that prefers the length of creative tasks as a measure of increased music fluency while relegating the use of the written word as a lesser component. If the transition and progression from pre-higher education music studies is to be managed effectively, it is important for those involved in curriculum design at higher education level to embrace the more rapidly changing secondary school curriculum as their starting point.



Creativity in the secondary school sector curriculum

Music remains a compulsory part of school education in England and Wales until the end of Key Stage 3 (aged 13/14), and with the publication of a new National Curriculum (NC) Programme of Study (DfE, 2013), music continues to be considered as essentially the three strands of performing, creating (composing) and listening. The Key Stage 3 Programme of Study states that:


Music is a universal language that embodies one of the highest forms of creativity. A high-quality music education should engage and inspire pupils to develop a love of music and their talent as musicians, and so increase their self-confidence, creativity and sense of achievement. As pupils progress, they should develop a critical engagement with music, allowing them to compose, and to listen with discrimination to the best in the musical canon.

(DfE, 2013)



Creativity is professed to be an essential part of music education in this Programme of Study, and it states a further aim that students should ‘understand and explore how music is created, produced and communicated, including through the inter-related dimensions: pitch, duration, dynamics, tempo, timbre, texture, structure and appropriate musical notations’ (ibid.). Creativity is defined only as the creation of ‘original’ music, be it improvised or notated composition. Performance is seen as re-creating, and students should expect to be taught how to ‘play and perform confidently in a range of solo and ensemble contexts using their voice, playing instruments musically, fluently and with accuracy and expression’. There is the expectation that these three strands of music (performing, creating and listening) are not to be separated, but taught holistically:


Good music lessons engage pupils musically straight away – that is, by getting them to listen to and think about musical sound, or by involving them in a music-making task. Learning intentions are shared musically – for example, by the teacher modelling a song performance in tune with good diction, articulation and phrasing to show the pupils the intended musical outcome.

(Ofsted, 2012a)



The expectation is that music is taught well when it is taught holistically rather than an attempt to artificially separate into the three strands identified by the NC.

Before the publication of a new NC Programme of Study, classroom-based music education was receiving less favourable press: the Ofsted press release ‘Not Enough Music in Music Lessons’ (Ofsted, 2012b) highlighted the results of a three-year survey that showed the quality and quantity of music teaching varied considerably; one in five schools inspected were deemed poor in their music teaching:


In too many music lessons there was insufficient emphasis placed on active music making, and too much focus on talking or written exercises. The scarcity of good vocal work in secondary schools, where nearly half of those inspected were judged inadequate for singing, and the underuse of music technology across all levels were found to be significant barriers to pupils’ musical progress.

(Ofsted, 2012b)



It would be naïve to assume such a press release was a true reflection of music teaching nationally, but it is nonetheless an interesting issue to consider. If the NC is professing creativity to be an essential component of a good musical education, how can this be achieved with so little actual music going on within the classroom?

The vagueness of the National Curriculum is to be celebrated, as teachers can curate a curriculum that not only acknowledges their own musical interests and expertise, but also the diverse interests of their pupils. Conversely, this presents a real challenge for teachers. The most recent NC highlights teaching pupils to ‘listen with increasing discrimination to a wide range of music from great composers and musicians’ (a far from subtle reference to Western art music as the most important repertoire choice) and mentions that ‘as pupils progress, they should develop a critical engagement with music, allowing them to compose, and to listen with discrimination to the best in the musical canon’ (DfE, 2013). Such a canon invariably refers to the Western art music canon, but again, the vagueness of this statement permits teachers to plan a curriculum that is bespoke to the needs of their pupils rather than planning for imagined pupils.

Richard McNicol’s keynote address at the 2011 National Association of Music Educators Conference gave a succinct and balanced account of the major developments in British music education since the 1970s. McNicol highlighted the value of John Paynter and Peter Aston and their book Sound and Silence (1970), which emphasises a music curriculum that prioritises a practical approach that ironically seems to have faded according to the aforementioned Ofsted press release; McNicol acknowledged those teachers who crafted a ‘curriculum that engages and excites innumerable youngsters’. He drew attention to attempts by Kenneth Clarke to formalise the music curriculum which included the study of set works from the Western classical tradition – a practice that continues to inform the curricula at GCSE examination level and above.1 These developments were not met with unanimous acquiescence – eminent classical musicians led the way in preventing these revisions from denying pupils a practice-based music curriculum. McNicol mentioned his pride in announcing the practice-based music curriculum in the UK to teachers abroad, and he rightly shows that music education in the UK was something to be envied internationally.

Music education at Key Stage 3 favours a holistic approach to music teaching, and the UK National Curriculum encourages a practical approach with collaborative creativity at its core. What can be seen is that there is not much progression towards Key Stage 4, but that a transition is required to meet the needs of the broad range of students who can opt for this next level.



Music at Key Stage 4 and beyond

The situation of music education before Key Stage 4 is seemingly very diverse; pupils can come from schools that have a strong tradition of music-making, or perhaps have engaged with little music during their school years and have found considerable opportunity outside their educational establishment. Thus, opportunities to be creative, beyond performing, can vary considerably. A collaborative method of teaching creative work at Key Stage 3, perhaps led prominently by the teacher, may entail students with little experience of individual creativity – that found in the Western art music convention of the solitary composer – before Key Stage 4. How teachers approach the further development of such creative work can also vary considerably; students may not have much opportunity to refine their work beyond initial attempts, and (due to time and logistics of the lessons) may only get one attempt at producing a creative response. Musical Futures gives greater time and responsibility to student-led activity,2 but the adoption of such a strategy predicates group rather than individual work too. Creativity therefore becomes a group activity, much akin to the creative strategies detailed by Green (2002) in her study of learning approaches adopted by popular musicians, and also something that is done quickly rather than developed over a considerable length of time. There is a big shift in modality at Key Stage 4; students are now expected to work individually as composers, and there is the expectation that they will work over longer periods to develop their work. Before Key Stage 4, teachers can create their own assessment criteria for the outcomes of creative tasks (perhaps additionally assessing the creative process), yet at Key Stage 4, only the product is assessed and the assessment criteria are set nationally, indeed internationally.



Creativity at Key Stage 4 and beyond

Performance is assessed primarily as a re-creating activity, and students are judged on the complexity of the piece they perform and the extent to which it is accurate in accordance to a notated score. Rockschool has permitted teachers to find notated versions of non-art music repertoire that allow students to be assessed more comfortably by teachers.3 Regardless of a music’s providence, accuracy and technical competence remain assessment priorities. Judgements on the expressive nature of the performance figure less highly, but their prominence increases as students progress to Key Stage 5. The merits of examination via recorded performances are worthy of discussion elsewhere, but the use of recording further enhances the description of performance as a re-creating act that is more about accuracy than about the body of a performer expressing something artistically. In fact, the recorded performance anaesthetises the performer’s body.

Composition tasks vary across the examination boards on offer at Key Stage 4. Some require students to compose to a brief (perhaps programmatic, or encourage students to connect their compositions to music they have studied in another area of their course), or there is free choice of content. There are numerous books that attempt to formalise the composing process for those teachers and students with less confidence.4 Teachers were able to decide the levels of compositional success at Key Stage 3 and could place considerable value in the process of creative work; at Key Stage 4, the finished creative product is prioritised over what could be a carefully graded and enriching development of compositional technique.

At Key Stage 4, teachers are often faced with a diverse range of abilities. Some of their students may be immersed in Western art music (often prioritised at Key Stage 4), while others may have relatively little experience of it; some will be fluent in Western notation, while others might be from a musical tradition where aural transmission of musical learning is paramount. Teachers face a challenge in navigating these diverse needs, and therefore creative work can easily become formulaic. Teachers may be keen to cultivate pedagogical strategies that make a process of creativity in music something that results in finished compositions that score highly on their chosen examination board criteria. Examination boards place considerable emphasis on coursework at Key Stage 4 (often ranging from 60 to 70 per cent of the examination, of which performance can be half). The advent of controlled conditions for creative tasks has meant that students are now producing compositions under supervised conditions and within in a time limit which can range from 10 to 20 hours.5 Composition is reduced to something measurable and assessable in perhaps a more rigorous way than the performance coursework. It is not surprising that teachers may find the assessment of composition difficult when examination boards place differing constraints on the compositions produced.

AQA6 (2012) specifies that:


Candidates are required to compose one piece of music and must choose two or more of the five Areas of Study. There must be a link to one of the three strands, which will be announced annually by AQA. Candidates have up to 20 hours of Supervised Time in which to complete the composition, under informal supervision. Candidates’ work must be monitored during this period by the teacher so that he/she is able to authenticate it as the candidate’s own. There is no time limit in terms of the duration of the composition but candidates should be aware of the need to demonstrate sufficient development of musical ideas in the music and, as a consequence, very short pieces may not allow for this.



The first movement from Stravinsky’s Three Pieces for String Quartet would not satisfy the final point in the composition requirement from AQA, and neither would many works in the ‘canon’.
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