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Abstract

Harmony is a fundamental topic that pervades much of tertiary-level aural training. Many activ-
ities in aural harmony that are described in the literature, however, represent idiosyncratic pre-
scriptions of set exercises (e.g., harmonic dictation). No researcher has previously attempted to
systematically compare a broad range of pedagogical approaches in aural harmony. Furthermore,
despite the critical role of performance in music education, there is little understanding of how

and why students engage in performance and other actions during aural harmony activities.

The primary aim of this dissertation is to investigate the multitude of pedagogical approaches
within the subject of aural harmony. This is achieved through the discovery, classification, and
evaluation of pedagogical approaches as revealed through class observations and discussions with

teachers at ten tertiary institutions in four countries (Japan, the US, Sweden, and Norway).

Through an extensive examination of this data, I identify 89 aural harmony activities
(Chapter 2). My analysis of these activities results in the creation of a classification system
(Chapter 3). There are four categories in this classification system. Each category represents a
type of action sequence, which in turn represents one action leading to another action. The four
categories thus indicate fundamentally different learning outcomes. I classify each of the 89 col-
lected activities under one or more categories, which enables me to systematically compare the

pedagogical approaches within each of the four categories of activities (Chapters 4-6).

The secondary aim of this dissertation is to report my experiences of applying the insight
and knowledge gained from the above analyses to my own teaching within an Australian tertiary
music institution (Chapter 7). Following an explanation of my particular educational context, I
describe the process of devising, developing, and implementing five activities. Of these activities,
one uniquely enables students to simulate performance actions through gestures. I evaluate these

activities based on student feedback as well as my self-reflection.



This research has resulted in detailed descriptions of a considerable range of aural harmony
activities (Appendix A). My analyses of these activities reveal a range of pedagogical approaches
that can maximise our students’ acquisition of aural skills. I argue that while student performance
is valuable in much of aural training, there are alternative means of engaging students that can
also result in favourable learning experiences. This dissertation concludes with a consideration of
the applicability of two of the activities presented in Chapter 7, as well as the classification system

proposed in Chapter 3, across other areas of aural skills pedagogy.
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Chapter 1

Introduction

To have a method for comparing and contrasting teaching approaches, to have a frame
of reference for measuring one’s own favored system against others, to develop a steady
personal credo, yet remain flexible and receptive to new or auxiliary ideas, is to take
the beginning steps in teaching music theory with impact and finesse.

(Rogers, 2004, p. 30)

1.1 Background

The abundance of research literature, textbooks, and more recently multimedia and online teaching
materials collectively demonstrate the incredible diversity of teaching methods within the field of
aural training.! Most teachers will agree that this subject forms a crucial component of education
for any aspiring musician. On the other hand, their opinions on the precise content, weighting,

and pedagogical approaches? within this subject will likely be as diverse as their motivation for

! Aural training is defined as the formalised study of aural skills. Variant terms and synonyms in common use

in English-speaking countries include ‘ear training’ (Fry & Spencer, 2008; Benward & Kolosick, 2005; Rogers,
2004, p. 100), ‘aural skills training’ (Scandrett, 2005; Sheldon, 1998), and ‘aural skills pedagogy’ (e.g., Klonoski,
2000); in the US it is commonly referred to as ‘ear training and sight singing’, which distinguishes between the
two complementary disciplines in aural training (e.g., Karpinski, 2006; Lieberman, 1959). Aural training usually
takes place within a specific classroom setting, although it can also take place within other learning contexts involving
musical sounds, such as classes dealing with specific aspects of music theory. For the purposes of this study, references
to aural training relate to the subject as applied within tertiary music institutions, unless otherwise specified.

For the purposes of this research, the term ‘pedagogical approach’ (or ‘approach’) denotes the synthesis of any
number of teaching methods, strategies, or activities that pertain to students’ achievement of specified learning out-
comes. As I explicate throughout this dissertation, a pedagogical approach encompasses not only the conceiving and

11



engaging with and studying music in the first place. Amidst this range of thinking are a number
of established methods of aural training that are often associated with a specific pedagogue or fig-
ure (e.g., Koddly). However, at most tertiary music institutions,® where there are no established
affiliations with a particular method, teachers have a lot of freedom in selecting or creating ap-
propriate activities for their aural training classes. In either case, teachers endeavour to make the
most efficient use of available resources to help their students acquire skills that are not only rel-
evant to their course of study, but necessary for them to be keenly expressive and sensitive within
their chosen art form. As Rogers (2004) declares in this chapter’s opening epigraph, distinguished
teaching within this field demands a philosophical approach to the selection of the most effect-
ive method of teaching for a particular purpose. The increasingly diverse backgrounds of music
students in recent times (Lebler, Burt-Perkins, & Carey, 2009) further necessitate the need for a

range of approaches in the teaching of this subject.

Of the various ‘topics’ within aural training, harmony is perhaps one of the most ubiquitous.
Aural harmony” is relevant to a wide range of activities in aural training; virtually any interaction
with music (or musical fragments or exercises) conceived in tonality embraces harmonic concepts.
At the most elementary level, students typically learn about chords as discrete, separate entities.
It can also be mentioned in passing during other activities, such as sight-singing. The study of
chord progressions is prevalent in most curricula, with harmonic dictation traditionally fulfilling
a significant function in both learning and assessment. Despite the prevalence of harmony-related
work in aural training, there are very few studies that investigate and compare various existing
teaching approaches or activities within the field of aural harmony. Rather, teaching approaches
and materials are often promoted by their authors as being the best or most effective. When writers

compare teaching approaches, they tend to do so for the purposes of uncompromisingly defending

planning of one’s teaching, but also broadly covers any considerations or deviations that occur during the process of
teaching. The pedagogical approaches discussed in this research relate to the field of aural training, unless otherwise
specified.

The phrase ‘tertiary music institutions’ (or ‘tertiary institutions’) refers to any “post-secondary music schools,
academies, colleges, conservatories and university music departments offering a degree, diploma or certificate in
music or music education” (Bartle, 1996).

See also Jorgensen, 2003. Outside of the field of music education, the theorising of music itself can similarly be
approached in philosophical terms (cf. Clifton, 1969). '

In this dissertation, I use the term ‘aural harmony’ to denote the study of tonal harmony within a classroom setting
that focuses on the development of aural skills. There is no term in common usage that denotes this particular aspect
of aural training, although others have used similar terms to mean much the same thing. van Zuilenburg (1975)
refers to “aural training with a view to harmony” (p. 27), while Karpinski (2000) talks about “harmonic thinking”
(p. 180). A treatise entitled Aural harmony (Robinson, 1918) approaches the study of harmony “through the ear”
(p. v), thereby embodying the same concept. I have specifically chosen the term ‘aural harmony’ to situate the present
research on the study of harmony within the context of tertiary-level aural training. ‘Harmonic thinking’, on the
other hand, should in fact occur under a variety of circumstances (whether it happens while audiating an upcoming
performance or reading a musical score for the first time) and not be limited to aural training.

3

4

5
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a particular method or system without thoroughly investigating other alternatives.® Many such
‘comparative’ studies, particularly those that almost exclusively employ quantitative research and
testing methods, lack comprehensiveness (they often compare a single ‘novel’ approach with one

other inferior method) and their conclusions are virtually always founded on an incredible set of

assumptions.’

Many musicians believe that performance and music-making activities should naturally be
central to music curricula, including aural training. Activities in aural harmony often involve
performance (i.e., singing or playing an instrument). Some of these activities are presented in
specialised textbooks (e.g., Shumway, 1980; Warburton, 1979; Bartle et al., 1978; Read, 1941;
Alchin, 1921; Robinson, 1918), while others are specifically or anecdotally described in pedago-
gical and research literature (e.g., Johansson, 2004; van Zuilenburg, 1975). While these sources
provide a starting point for research within this field, they only offer a glimpse of the existing
teaching approaches and activities that are currently used by thousands of teachers at institutions
around the world. Existing publications on aural training tend to provide plenty of practise ma-
terials and exercises. However, they generally do not present a comprehensive range of solutions
to address specific difficulties that students commonly encounter in aural training. After all, no
single textbook can sufficiently present all the materials and methods required for effective learn-
ing in aural training (Alldahl, 1974, p. 122). Nevertheless, there is certainly a lack of inquiry into
the diversity amongst existing pedagogical approaches, broadly within the field of aural training as

well as those specifically relevant to harmony.

Therefore, the primary aim of this dissertation is to investigate the multitude of pedagogical
approaches within the subject of aural harmony, with an emphasis on the role of performance.
This investigation is largely based upon the analysis of 89 different aural harmony activities, which
I collected through in-class observations and discussions with teachers at ten tertiary institutions
in four countries.® Following the documentation and subsequent analysis of these activities, I will
categorise these activities using a newly developed classification system based on student actions.

This classification system enables the direct comparisons of the various pedagogical approaches

6 Notwithstanding this generalisation, there are certainly others who have systematically processed a multitude of

existing teaching approaches before arriving at their conclusions. For an example of such an inquiry on the topic of
pitch solmisation, see Smith (1991). This particular article instigated an extended debate on the subject (Houlahan
& Tacka, 1992; Smith, 1992; Houlahan & Tacka, 1994; Smith, 1994), revealing the sort of stubborn conviction
towards one’s own approach that is not uncommon within the field of aural skills pedagogy.
7 For examples, see Thom, 1989; Thomas, 1983; Thackray, 1973.
These collected activities are documented in detail in Appendix A. I will also summarise these activities on a
per-institution basis in Chapter 2.
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amongst collected activities that share similar pedagogical outcomes.

In addition to the core analysis component, the secondary aim of this dissertation is to report
my experiences of applying the insight and knowledge gained from the aforementioned compar-
isons of pedagogical approaches to the teaching of aural harmony within a particular educational
context. This investigation will illuminate some of the complex considerations involved in the bal-
ancing of intended learning outcomes with the needs and abilities of individual students within a
class. I will examine this process within my particular educational context, concluding with the

presentation of five unique activities that I created and implemented into my teaching.

1.1.1 Aural training

Aural training is typically treated as the formal study of aural skills® as manifested within tertiary
music institutions around the world. Many teachers, however, are aware of the pervasive nature
of acquiring aural skills—that it not only occurs in the aural training classroom but also in vari-
ous other musical contexts (e.g., @ye, 2007). A number of studies illustrate the links between
aural training and other facets of the music students’ training and development, in areas ranging
from performance pedagogy (Ilomiki, 2011) and broader issues like musicianship (Leong, 2003;
Hannan, 2006) to music theory and analysis (Servias, 2010; Skifstad, 1997). Nevertheless, the
prevailing paradigm in tertiary music education is to treat aural training as a distinct course of

study.

Over the last five decades or so, there has been a gradual shift towards qualitative research
on aural training. The earlier part of this period saw research that was predominantly based on
quantitative methods. These studies often present and defend novel methods for undertaking dic-
tation and sight-singing activities.!® Due to the small-scale nature of statistical studies undertaken
in controlled environments, the contributions of these studies to aural skills pedagogy has un-
fortunately been minimal (e.g., Covington & Lord, 1994; Butler & Lochstampfor, 1993, p. 6).
More recently, there has been a welcome increase in both the quantity and quality of qualitative
research in the field of music education (Flinders & Richardson, 2002, p. 1159). Many of thesé
studies are directly relevant to the field of aural skills pedagogy (e.g., Thompson, 2003; Clarke,

9 Aural skills are a set of skills relating to “two broad areas of musical behaviour”, namely (1) listening skills and (2)

reading and performing skills (Karpinski, 2000, p. 3).

Of these kinds of studies, a considerable portion were published in the form of doctoral dissertations (e.g., Gearing,
2008; Scandrett, 2005; D. L. Gordon, 1999; Brown, 1990; Murphy, 1989; Humphreys, 1984; Garton, 1981;
Alvarez, 1980b; Daniels, 1964; Lustre, 1958).

10
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2006; Buehrer, 2000). Naturally, the multifaceted nature of many of these qualitative studies
necessitates their focus on discrete topics within aural skills pedagogy. Despite the diverseness
of research in this area, the findings and conclusions of qualitative research provide answers that
are often more relevant and applicable to aural training teachers as compared to the outcomes of

quantitative studies (see Bresler & Stake, 1992).

Significant contributions to our understanding of aural training naturally come from the ped-
agogical writings of experienced and practising teachers of aural training. Their output has tra-
ditionally been in the form of textbooks, both for students and teachers. Apart from the teach-
ing methods and exercises, their insight can be gleaned from the preface sections to these text-
books and teaching manuals (e.g., Alchin, 1921). Many such textbooks focus on a specific type of
activity within aural training, such as dictation of pitched materials (Kraft, 1999), keyboard har-
mony (Frackenpohl, 1985; Shumway, 1980), thythm reading (Palmgqvist, 2004) and sight-singing
(Edlund, 1974). Several authors have in the last few years published books that provide a compre-
hensive collection of materials and activities covering a range of topics rather than focusing on one
(e.g., Karpinski, 2006; Phillips, Clendinning, & Marvin, 2005). Likewise, pedagogical writings
on a broad range of issues concerning aural training have also become available in recent times
(e.g., Blix & Bergby, 2007b; Rogers, 2004; Karpinski, 2000; Pratt, Henson, & Cargill, 1990).
By providing a range of options and addressing issues that commonly occur in aural training

classrooms, these latter sources illuminate the broader purposes and goals of aural training.

Despite these recent advances, there are few studies that compare pedagogical approaches
across multiple institutions. Most of the studies and textbooks cited earlier focus on a single
approach or philosophy rather than provide a comparison of several approaches. Some researchers
have attempted to undertake such comparisons. For example, a US-based survey study compared
music theory and aural training courses across 248 institutions (Nelson, 2002a). Although this
study was the first of its kind, the results largely pertained to general details about course content
requirements and provided no details about specific classroom activities or teaching approaches.!!
A more focused study undertaken by Vear (2005) compared the aural training curricula at seven
Australian tertiary institutions. Her investigations reveal that there is no unified approach to aural
training in Australia, paralleling the results of a recent country-wide review of school music edu-
cation which found that there was “no coherent shared approach to music education across Aus-

tralian States and Territories” (Pascoe et al., 2005, p. 119). In her research on music imagery,

1 Treturn to this study and discuss its methodology in Chapter 7.
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Bailes (2002) employed class observation as a data collection method at three institutions in the
UK. By observing classes, the researcher was able to incorporate the students’ viewpoints as well as
comment on student-teacher interactions rather than report findings based entirely on the teach-
ers’ account and cursory descriptions of aural training activities. Apart from the studies cited here,
there has been virtually no research to date that compares a range of pedagogical approaches to

the teaching and learning of aural skills using class observations as a primary data source.

1.1.2 Harmony in aural training

A considerable portion of exercises in aural training relates to harmony in some way; for example,
any exercise involving melodies potentially has relevance to harmonic concepts. Teachers have over
the past few decades contributed a growing collection of aural harmony activities. Singing exercises
are commonly alluded to, and there are many possible ways teachers can link sight-singing of tonal
melodies (or improvised singing) with harmonic concepts (e.g., Rifkin & Urista, 2006, pp. 70-73;
Rahn & McKay, 1988; Chittum, 1969). Other traditional and commonly mentioned activities
include harmonic dictation exercises, singing arpeggiated chords (e.g., Marvin, 2007, pp. 23-24),
playing chord progressions on keyboard instruments, and aural analysis of music recordings (with
and without scores).1? These aural harmony activities share one aspect in common: they encourage

students to become aware of the harmony within the music that they listen to and perform.

The pedagogical literature commonly portrays the ability to aurally identify chords as one of the
most problematic in aural training. This view is commonly expressed in terms of harmonic dicta-
tion, one of the more common aural harmony activities. Chittum suggests that “most ear training
teachers would be willing to concede that harmonic dictation is more difficult for the average stu-
dent than melodic dictation” (1969, p. 65). Rogers agrees, declaring that “no job in [aural train-
ing] is more difficult than taking harmonic dictation” (2004, p. 120). Many experienced teachers
address this difficulty by prescribing specific approaches to the teaching of harmonic dictation
(e.g., Rogers, 2004, pp. 120-126; Karpinski, 2000, pp. 117-127; Chittum, 1969). Their advice
typically pertains to techniques on focusing on and identifying the bass line,'? singing parts or

arpeggiated chords (e.g., Karpinski, 2000, pp. 118-119; Marvin, 2007, p. 26; Brandman, 1986),

12

The use of music recordings is still relatively rare but interest is growing and some textbooks take advantage of
advances in technology in recent times (e.g., Phillips et al., 2005). Some teachers recommend the use of a variety of
repertoire types in aural analysis of chords (e.g., Harrington, 1991; Johansson, 2004).

Much research has been conducted on directing students’ attention to specific parts, in particular the bass line (see
Paney, 2007; Beckett, 1997; Braham, 1997a; Alvarez, 1980a).
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or more holistic approaches to chord listening.!4 Although these suggested solutions can lead

to improved listening skills, they are generally relevant only to the specific exercise of harmonic

dictation.

The common frustration amongst teachers (and students) with harmonic dictation is largely to
do with the mental process of converting multi-part textures performed on a piano into notation
and chord symbols. Traditionally, harmonic dictation activities begins with the melodic dictation
of outer parts followed by working out of chords based on the identified information.!> Some ped-
agogues have countered the established regime by recommending that dictation activities not be
undertaken during class time, which should be used more effectively in other ways (Alldahl, 1974;
Pratt et al., 1990). van Zuilenburg (1975) similarly believes that such work is more diagnostic
than pedagogical in nature: “The dictation of chords must be regarded as a means to measure the
student’s aural progress. As a teaching method its value is probably overestimated [...]” (p. 25).
This viewpoint, shared by a growing number of teachers, leads us to question why teaching mater-
ials and research in the field of aural skills pedagogy continue to place so much emphasis on this
one kind of exercise. This tendency certainly suggests that a significant amount of classroom time

is spent on harmonic dictation, although there are no empirical studies to date to confirm this.

Research on aural harmony activities mostly concerns the perceptual and cognitive aspects of
aurally identifying chords rather than its pedagogy within classroom contexts.'® Braham’s (1997a)
dissertation discusses the cognitive and general aural skills that relate to the aural identification of
chords. Despite the detailed nature of this study, its reliance on students’ scores in harmonic dic-
tation, like so many similar studies on harmonic perception (e.g., Buttsworth, Fogarty, 8 Rorke,
1993; Anderson & Tunks, 1992; Garton, 1981), makes most of its findings relevant to that spe-
cific activity rather than to the broader pedagogical goals of aural harmony. Such studies provide
further evidence that many teachers still consider harmonic dictation as an essential activity in

aural harmony.

Much of our current research and pedagogical writings on aural training focus on a small
sample of approaches or teaching methods at a time. The main problem with basing our under-

standing of aural harmony activities on these sources is that the activities are largely presented

14

Cf. Gestalt listening in Karpinski, 2000, pp. 119-120; see also Rogers, 2004, pp. 122-123.
15

I discuss this specific phenomenon in much detail during the analysis section of this dissertation, in subsec-
tion 5.1.2. See also Karpinski, 2000, pp. 123-124; Rogers, 2004, pp. 121-122.

Apart from a handful of studies involving children (e.g., Costa-Giomi, 2003; Thom, 1989), most studies are set
within the context of tertiary-level training, which is relevant to our current discussions.
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from a single perspective—that of the teacher. Common in these descriptions of activities are the
advantages of one particular approach without any detailed examination of other similar or com-
peting approaches. While there is nothing inherently wrong with championing one’s favoured
method of teaching, such views are potentially biased if they are formed as a result of unfairly
dismissing other competing approaches without appreciating their potential advantages. The risk
here is that the advocated approach may not be appropriate for certain kinds of students or within
particular of educational contexts. Perhaps the only way a teacher can fully understand a ped-
agogical approach is to apply it in one’s teaching; however, it would be a waste of time if not
impossible to indiscriminately try out every conceivable teaching method. Alternatively, a teacher
can gain insight into other methods by directly observing another teacher present activities in
their own way. Observations of activities from a third person’s perspective not only reveal the
complex interactions between students and teachers, but also represent experiential snapshots of

these activities rather than an idealised portrayal of them in a written form (e.g., in textbooks).

1.1.3 Performance in aural harmony

The act of performance, whether on instruments or through singing, is common in aural training
for a very good reason: it is perhaps the most direct way one can demonstrate virtually every
kind of skill relevant to one’s musicianship, and thus to aural training. In his formative book on
the philosophical underpinnings of music, Elliot (1995) provides the following advice to music

educators concerning the role of music making, or ‘musicing’:!”

Music making in the sense of singing and playing instruments lies at the heart of what
music is and that music making is a matter of [musicianship, which] develops only
through active music making in curricular situations that teachers deliberately design
to approximate the salient conditions of genuine musical practices. [...] Inducting
students into musical practices depends on selecting significant musical challenges
that confront students with genuine musical problems to solve in context: in relation
to the demands and traditions of carefully selected musical practices. By a musical
challenge, I mean an authentic and engaging musical work (or project) to be per-
formed (improvised, composed, arranged, or conducted). (p. 72)

17" 'The meaning of this term is not to be confused with ‘musicking’ as defined by Small (1998), which encompasses

all music-related activities such as composing, performing, and listening to music in any way.
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Elliot also suggests that musicians (including students) “develop musicianship through perform-
ing, improvising, composing, arranging, and conducting” (p. 106).'® In order to achieve this,
aural training needs to be based on exercises that involve those types of activities. Yet a con-
siderable proportion of the literature cited earlier investigates issues that concern students’ non-
performative cognitive and perceptual abilities (i.e., aural identification skills), rather than directly

addressing their ability to represent their aural and musical understanding through performance

or music-making.

Given that a large number of activities already involve some form of performance, Elliot’s
(1995) call for performance has significant implications for activities that do 7oz emphasise per-
formance, in particular harmonic dictation. In light of this, it is interesting how the pedagogy of
aural skills appears to be stubbornly fixated on activities that do not engage students in perform-
ance. For instance, two of the four chapters on listening skills in Karpinski’s (2000) seminal book
on aural skills pedagogy specifically concern dictation activities (pp. 62-127). The proportion of
pages dedicated to notation activities is perhaps reflective of the common practices in the field, at
least in the US where the author’s experiences are based in. In contrast, a comparable text written
by teachers in Norway (Blix & Bergby, 2007b) dedicates no specific chapters on dictation of any
sort—it is only very briefly discussed, for instance, under the topic of rhythm (Bergby, 2007b,
pp- 102-106). The chapter on harmony barely mentions harmonic dictation; instead, it examines
topics such as the objective of learning to identify chords by ear, chord function and analysis, and
chord performance through the singing broken (arpeggiated) chords and improvisation (Reed,
2007). The considerable amount of research on dictation in many US-based studies suggests that

much more emphasis is given to harmonic dictation in the US than in Norway.!®

1.1.4 Research questions

The literature mentioned earlier in this chapter reveals the considerable guantity and variety of
written descriptions of aural harmony activities scattered in all sorts of written materials, ranging
from textbooks to research papers. The described activities virtually always represent either slight
improvements of existing teaching methods o7 a completely novel teaching method. In both cases,

the viewpoint is limited to the author’s personal viewpoint and experience, which is informed

18 Rogers (2007), who similarly appreciates the interrelatedness of performance and listening, uses the term “activated

musicianship” (p. 139) to portray the same meaning.
As I explain later in this chapter, my data collection involved visiting institutions in both countries, which in turn
enabled me to make some comparisons of notation-based activities in these regions (see section 5.1).
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largely by teaching approaches that are documented in pedagogical and research literature. Only
occasionally will the efforts of other teachers be mentioned. In other words, few teachers have
attempted to undertake an exploratory approach, which secks to discover teaching methods and

activities that one may have never seen, heard of, or read about.

To my knowledge, no study has yet investigated the sheer variety of possible pedagogical ap-
proaches through a comparison of different teaching approaches as revealed through class observa-
tions. This pursuit is commonly referred to as peer observation Willerman, McNeely, and Koffman
(1991), an activity that is more common in pre-tertiary education than in tertiary-level education.
No doubt some aural training teachers participate in this sort of activity at some stage, whether
as an observer or as the one being observed. Both critiquing and being critiqued can construct-
ively inform teaching practices in any field of education. The observation of others’ teaching as a

research methodology, however, is uncommon, especially in aural training.>°

Returning to the primary and secondary aims of this dissertation as outlined at the start of this

chapter, and in the spirit of discovery, I will address the following research questions:

(1) What kind of actions do students engage in while undertaking aural harmony activities?

(2) What effective pedagogical approaches can we identify through a systematic method of eval-

uating comparablc activities?

(3) How do we apply our appreciation of effective pedagogical approaches in the creation and

implementation of activities within particular educational contexts?

These are essentially the sorts of questions that we as teachers would ask upon deeply considering
the purpose of the subject of aural harmony. Out of this realisation come our teaching methods
and activities—the tools of our trade, so to speak. At many tertiary institutions, however, the
pedagogical approaches ate largely a consequence of the prevailing status quo. In such cases, they
either adhere to a long-standing tradition established by an internationally-renowned pedagogue,
or they are decided upon by the senior staff members in the music theory or aural training de-
partment. Textbooks also inform our teaching methods, as do our choices of musical literature

and materials. However as I have argued, documented descriptions or prescriptions of activities

20 In their book on peer dbservation, Willerman et al. (1991) presents the use of action research as a method of
assessing teaching effectivetess. Although action research has become commonplace in recent times, peer observation
is rarely the main source ofdata for such studies.
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do not adequately represent a broad, unbiased appreciation of a wide range of existing teaching
approaches. The only way for an individual teacher to arrive at an underst:mding of what teaching

approaches exist is to observe and learn about them first-hand from the practicing professionals in

the field.

1.2 Methodology

My research unfolded in three distinct stages, which I refer to throughout this dissertation as
Study I, Study II, and Study III. Each of these studies represents a distinct milestone, not just
towards addressing the research goals of this dissertation, but also in my experiences as an aural
training teacher. Study I was conceived as a pilot study, and was undertaken using a predominantly
quantitative research paradigm,?! whereas the research methods in Study 11 and Study III were
qualitative in nature. Due to these differences in the research scope and methodology, the focus
in this dissertation will be on the research process and findings of Study II and Study I11.22 In the

next two subsections, I describe the research methodology in each of these two studies.

1.2.1 Study II methodology

The first step in my quest to acquire an appreciation of pedagogical approaches in aural harmony
activities was to select specific tertiary institutions for visiting and obsc:rving classes. I took an
opportunistic approach to this selection process. Most institutions were selected with guidance
and advice from my professional connections (e.g., supervisors and acquiintances at international
conferences). Some opportunities were open due to the assistance of personal contacts. In addi-
tion, a number of institutions were selected based on textual descriptions of aural training courses
or curricula that I found online.?? After generating a shortlist of institutions for potential visits,
I contacted administrative and teaching staff directly via email or teleplione in order to establish

their willingness to participate in my study.?4

21 This was due to the influence of quantitative research studies that I was exposed to at the time (e.g., Braham,

1997a; Williams, 2004; Humphreys, 1984; Brown, 1990). I have presented findings of Study I at poster sessions at
a national conference in the US (Lau, 2008a) and as a spoken paper at a student conférence in the UK (Lau, 2008b).

I'will nevertheless reference specific activities that I created and implemented durirg Study I where relevant to the
research questions (e.g., in subsection 7.2.1).

In all cases, the webpages specifically mentioned the use of performance (particularly the use of instruments)
during aural training classes (see section 2.1 and section 2.5 in Chapter 2).

As this study involved observing other humans, it required ethical clearance from The Australian National Uni-
versity as the conferring institution. My submission was lodged in June 2008 and gpproval to proceed was gained
within two weeks. In accordance with my submission, all references to names of institutions or individuals have been
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One of the main goals of my study was to discover the breadth of approaches rather than in-
vestigate minute details about specific techniques. For this reason, the priority was on quantitcy—I
endeavoured to visit as many different institutions and observe as many different teachers as pos-
sible, within the limits of time and budget. In the planning stages, I had confirmed visits to a total
of eight institutions in the US, Sweden, and Norway. Closer to my trip, serendipitous events led

to opportunities to visit two additional institutions (one in Japan?3 and another in the US), which

I fully embraced!

Opver the course of 20 non-continuous days (excluding travel days and weekends), I visited
ten institutions in Japan, the US, Sweden, and Norway. Each visit ranged from one to four days.
On certain days I visited two or more institutions (in the same city) to observe classes or carry out
interviews, thus taking full advantage of the opportunities available to me. In total, the primary
data collection comprised 134 events (defined as recorded instances of class observations, inter-
views, and discussions with teachers), which in total amounted to just over 88 hours of data (see
Table 1.1). Although this represents a very substantial amount of data, the duration of time I
spent at each institution was relatively short. For this reason, I make no attempt to generate “thick
descriptions” (Cohen, Manion, & Morrison, 2000, p. 311) of the teaching environment. Instead,
by observing more classes and interviewing as many different teachers as possible, I was able to dis-
cover a greater range of activities, many of which were identifiable after just one class observation
or interview.2¢ Throughout this dissertation, I refer to individual institutions by its alphabetical la-
bel as shown in Table 1.1 (e.g., ‘Institution J’). I also make occasional references to specific events,

which are numbered sequentially in the order of occurrence (e.g., ‘Event 124’).27

My approach to class observations and my interactions with my teachers (i.e., interviews and
discussions) were predominantly unstructured, thereby “[letting] the elements of the situation
speak for themselves” (Cohen, Manion, & Morrison, 2007, p. 398). During class observations,
my attention was focused primarily on the interaction between the teacher and the student(s).
I transcribed specific questions that teachers posed to their students, as well as any music that

was sounded either by the teacher (e.g., playing sound recordings or performing on a piano) and

removed.

For details concerning the special situation of this particular visit, refer to section 2.1 on p. 30.

It should be noted that in many cases, the collected activities in Study II were observed or described on more than
one occasion. The resulting activity descriptions were thus derived from multiple data sources. For instance, J5 was
observed during two classes (Events 120 & 128) and described on three separate occasions (Events 121, 129, & 133)
(see full description of J5 on p. 332). These descriptions naturally represent a much more detailed account of the
activity.

27 See Table B.1 on p. 343 for a table listing all 134 events.
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Institution Number of Events Duration of Events

Label  Country (ISO code} Obs. Int. Dis. Total Obs. Int. Dis. Total

- 7h54m

1hS5m ~ . 18m . - 38m _ 2hS5Im
11h28m  1h 2m 26m . 12h56m
4h 42m’ , “8h22m

Study Il Total: 69 21 44 134 56h47m 20h 1'm 11h23m 88h11m

Table 1.1 The number and duration of events at the ten visited institutions in Study II, listed
by event type (Obs. = Class observations; Int. = Interviews with teachers; Dis. = Dis-
cussions with teachers). For a comprehensive list of all 134 Study II events, including
relevant details on each event, see Table B.1 in Appendix A (p. 343).

students (e.g., on instruments or through singing). Discussions with teachers were undertaken
informally, and were opportunities for me to clarify certain characteristics about the activities or
the curriculum. Interviews in this study were discussions that were planned beforehand and took

place in the absence of students. Like discussions, interviews were predominantly unstructured

and were conducted informally.?®

There was also a structured component (Cohen et al., 2007, pp. 398—399) in my observations.
The following are some of the details I recorded in my ‘coding sheet’ (Silverman, 2006, pp. 88-93)
for each event: (i) institution; (ii) location (e.g., room number); (iii) teacher(s) present; (iv) date,
(starting) time, and duration of event, etc. If the observation was of a class (as opposed to an
interview of discussion), I noted some additional details that were relevant, including the number
of students in attendance. While much of this data was collected mainly for my own reference,
it was also used later in the dissertation for making certain statistical comparisons between the

various visited institutions (e.g., Figure 7.1 in section 7.1).

The teaching schedule, classroom locations, and specific courses were in many cases not made
available to me until the day of my arrival. I was able to conduct interviews with teachers at all

ten institutions, and observations at nine of the ten institutions.2? When there were two or more

28 On some occasions during my interviews and discussions, teachers asked me to describe my field of research. In
g my y

most cases, these teachers were simply curious about my intention to visit, while in other cases, they eagerly wanted
to demonstrate specific types of activities were potentially relevant to my research (i.e., those relating to harmony).
In both cases, I briefly responded by describing my research goals and summarised my findings in Study I, which I
had completed just months prior to the visit.

Observations were not possible at Institution A in Japan. I discuss reasons for and implications of this omission
in section 2.1.
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classes running during the same period of time, whether within the same institution or across
multiple institutions within the same city, I prioritised classes taught by teachers I had not yet
observed. In some cases, I chose to observe classes where the teacher was likely to present activities
involving performance actions as revealed through printed materials (i.e., course outlines) or my

prior discussions with individual teachers or staff members.

In five of the institutions that I visited, English was not the main language of instruction.
Although I do not speak Japanese, Swedish, nor Norwegian fluently, I studied these languages
prior to my visit and attained a basic ability to recognise relevant terms relating to music, chords,
and harmony. In Japan, the interview was conducted in the presence of an interpreter. In the four
Scandinavian institutions, I was able to observe and understand the activities with few difficulties,
and all interviews and discussions were conducted in English. As was the case at the US institutions,
I clarified any uncertainties about the observed activities directly with teachers immediately after
the class. While I never requested for it, some teachers in Scandinavia chose to present their classes
in English, which virtually all teachers and students in those countries were fluent in. Overall, the
language barriers at the five institutions in Japan, Sweden, and Norway had minimal impact on

the integrity of the data collection process.

Following the data collection, the first step in my analysis was to identify discrete activities.
In most learning contexts, activities often blended seamlessly from one to the next. In fulfilling
the research goal of comparing pedagogical approaches, I had to identify when exactly an activity
ended and a new one commenced. In my analysis, I interpreted the changeover from one activity
to the next (or the point at which an activity was repeated) as being marked by students undertak-
ing a significantly different kind of exercise or action. For the purposes of this research, then, an
‘activity’ is defined as a specified sequence of actions that students undertake within the context
of aural training. The process of identifying and describing each activity involved the system-
atic cross-referencing between the various data sources (including handwritten notes taken during
class observations and interviews, typed-up notes in my travel journal, sound recordings, music

transcriptions, photographs, email communications with teachers, online course materials, etc.).

The above process led to the identification of 89 activities, which I present in Chapter 2 and
describe fully in Appendix A. I give each activity a unique label, comprising the institution label

followed by a number (e.g., J8’).3% In order to compare such a considerable number and range

30 The number itself has no particular significance other than revealing the order in which I collected an activity in

relation to others at the same institution.
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of activities, I had to further identify common features between these activities. This process in-
volved identifying the actions that students commonly undertook during the activities. As I reveal
in Chapter 3, there were seven basic types of actions, which were all ‘sequenced’ in a predetermined
order. Based on this information, I devised a classification system based on the four main types
of action sequences that students undertook in the collected aural harmony activities. After classi-
fying each of the activities into one or more of the four categories, I was able to directly compare

the pedagogical approaches of similar kinds of activities (Chapters 4-6).

Before I embarked on my fieldwork trip, there was no way to predict how much information
on aural harmony activities one could gather in 20 days of class observations and discussions
with teachers.?! It only became evident during the early stages of analysis that the sheer amount
of data collected during Study II revealed a very substantial number of contrasting pedagogical
approaches. Some of the collected activities were quite similar to activities described in textbooks
or pedagogical writings. Where there are strong resemblances between a Study II activity and a
documented teaching approach or activity, I sometimes make direct comparisons between the two.

However, the decision was made at an early stage of the research to focus mainly on the analysis

of Study II activities.

To summarise, the data that I collected during Study II comprised 134 events (class observa-
tions, discussions with teachers, or interviews) at 10 tertiary institutions in Japan, the US, Sweden,
and Norway. The collection process was largely unstructured and I took advantage of every oppot-
tunity to observe as many activities (and interview as many teachers) as possible while prioritising
activities that I knew involved student performance.3? The analysis of the collected data required
a tedious examination of a variety of collected sources and revealed 89 different activities. I com-
pared these activities based on the sequences of actions that each activity represented, which in
turn led to a classification system of aural harmony activities. I then compared the different ped-
agogical approaches and techniques of similar kinds of activities, i.e., those that were classified

under the same category.

31 To my knowledge, there are no recorded precedents of any similar kind of data collection in research studies on

aural skills pedagogy.

In a sense, my data collection method resembled the “intrinsic” and “instrumental” categories of case studies, as
defined by Flinders and Richardson (2002). Flinders and Richardson explain that intrinsic case studies are undertaken
“because the researcher has an intrinsic interest in a particular setting or teacher” (p. 1170); I adopted this approach
because of my interest and focus on collecting activities that involved performance. The ‘instrumental’ type of case
studies are those where “the particular case is less important than the insight it can provide into a specific issue of
theory” (p. 1170). This type of case study is relevant to the other goal of Study II, which is to create a classification
system of aural harmony activities that applies to a wide range of activity types.
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1.2.2  Study III methodology

About a year after collecting data for Study II, I was given the opportunity to teach first-, second-,
and third-year undergraduate aural training classes at a tertiary institution in Australia (I refer to
this institution as ‘the School’). By this time, I had completed most of the analyses of Study II
activities. My analyses revealed a cornucopia of teaching approaches in aural harmony activities.
More importantly, it revealed the effectiveness and appropriateness of certain kinds of teaching
methods and activities for certain learning contexts and desired learning outcomes. The purpose
of Study III, the third phase of my research, was to apply the invaluable knowledge and experi-
ence gained from the analyses and comparisons of teaching approaches revealed through Study II
activities to a particular educational context—undergraduate aural training classes at the School.

I report the findings of Study III in Chapter 7 of this dissertation.

As a practitioner and active participant within the research process, it was both appropriate
and natural to employ an action research methodology (Mertler, 2006; Mills, 2003; Parsons &
Brown, 2002; Kember, 2000). Whereas the data collected in Study II came from external sources
(other teachers’ teaching practices), in this study [ wanted to reflect on the processes of my teaching
and presentation of aural harmony activities. Mertler suggests that “The basic process of action
research consists of the following four stages: planning, acting, developing, and reflecting” (2006,
p- 19). Flinders and Richardson (2002) describe the application of action research within the field

of music education:

Action research in music teacher education includes studies in which teachers use
their own classroom or rehearsal as a place to implement untried teaching strategies,
solve specific teaching-related problems, or document their own reflections on what
they do in the course of a school day. There is often an evaluative component to this

type of work, with teachers documenting the changes resulting from the innovation.
(p. 1171)

This method of research, which results in the creation and evaluation of novel teaching and learn-

ing approaches, has been successfully applied to music education research in recent times (e.g.,

Ilomiki, 2011; West, 2007).

The countless months of discovering and re-discovering of teaching approaches revealed
through the 89 Study II activities no doubt had a significant impact on my teaching in Study IIL

Throughout Chapter 7, I indicate the many sources of inspiration and influence as a result of the
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analyses in Study II. Another important aspect of Study III, and in aural skills pedagogy in general,
is the tailoring of teaching methods to the needs and circumstances of the students. This involves
acquiring an understanding of the desired learning outcomes, particularly those represented in the
relevant curricula. My examination of these issues as relevant to my local context is presented in

the first section of Chapter 7 (section 7.1).

The most significant outcome of Study III was the creation of two sets of aural harmony activ-
ities specifically intended for use in my particular teaching context. After presenting the rationale
for developing the activities, I describe the two sets of activities in section 7.3 and section 7.4
respectively. In concluding the chapter, I reflect upon and evaluate the learning outcomes of
the activities that I devised. My evaluations are mainly derived from my own teaching journals
and materials, as well as my personal reflections. This is supplemented by several forms of student
feedback, including questionnaires, in-class feedback, and generic student evaluation surveys. This
contrasts with the dominant research paradigm, in which data collection leads in a linear fashion
to discoveries and reflection. Study III was wholly undertaken in the spirit of action research. The

outcomes of this study were the result of continual and systematic reflection on my teaching.

Dissertation outline

In this chapter, I have revealed the inadequacy of the current literature on aural training in the
areas of harmony and performance. I presented the research aims of this dissertation, which can
be summarised as the discovery, classification, and evaluation of pedagogical approaches in aural
harmony. I described the research methodologies of Study II and Study III, which will directly

address the three research questions outlined in subsection 1.1.4.

In Chapter 2, I present the 89 Study II activities that I collected through class observations,
and discussions and interviews with teachers at the ten institutions in Japan, the US, Sweden, and
Norway. The chapter is divided into ten sections, one for each institution. Each section comprises
a summary of all the activities that I collected from the institution.3* In order to easily reference
these activities throughout the dissertation, I assign each activity with a unique label (e.g., ‘G1’).

I also provide a short descriptive title for each activity (e.g., ‘Playing chord progressions on piano

33 'The full descriptions of all 89 Study II activities are presented in Appendix A. These activity descriptions are

frequently referenced throughout this dissertation, particularly in Chapters 4-6. In the full activity descriptions, I
present each activity in a step-by-step manner and provide illustrations where necessary. At the start of each activity
description, I briefly summarise the activity and include relevant information about the data collection process, such
as the specific type of class that the activity was observed in. See Appendix A (Appendix A) for more details.
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or guitar’).>* For each activity, I codify the students’ actions using symbols that are defined in the

following chapter.

In Chapter 3, I describe the categorisation system that I developed in response to collecting,
analysing, and describing the Study II activities. I define the seven basic student actions, and
explain the concept of action sequences. The defined nature of action sequences gives rise to the
four categories of action sequences. The proposed classification system thus enables me to classify

all Study II activities.

The next three chapters (Chapters 4-6) collectively represent my comprehensive comparisons
the pedagogical approaches between Study II activities that were similar in terms of student ac-
tions. In Chapter 4, I compare Category 1 activities, in which the main learning process involved
performance in response to non-aural stimuli. In Chapter 5, I compare Category 2 activities, in
which students developed aural identification skills without performance actions. In Chapter 6, I
examine Category 3 and Category 4 activities, in which students’ aural identification resulted in

and led to performance actions.

In Chapter 7, I reflect upon my experiences in devising and implementing my own aural
harmony activities as part of Study III. Following an explanation of my particular educational
context, I recount the process of devising, developing, and implementing the two ‘sets’ of aural
harmony activities during two discrete teaching periods between 2010 and 2011. I describe the
five Study III activities in detail (the first three activities in the first activity set, and the last two
activities in the second activity set), with numerous references to specific inspirational ideas and
influences from the Study II data. I conclude the descriptions of each set of activities by evaluating

the activities based on student feedback as well as my self-reflection.

In Chapter 8, I directly address the three research questions using findings and conclusions in
Chapters 2—7. I discuss the wider implications of the research presented in this dissertation across
the field of aural skills pedagogy, and suggest possible pathways for further research. Altogether,
the chapters in this dissertation tell a story of my personal journey towards a more comprehensive

and experiential appreciation of pedagogical approaches within the subject of aural harmony.

34 1In aural training, activities are rarely given a descriptive name or title other than generic phrases like ‘harmonic

dictation’ or ‘chord arpeggiation’. I conceived of and designated each descriptive title during the analysis and write-up
stage. The teachers who presented the activities did not provide input into my titling of their activities.
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Chapter 2

Eighty-nine activities from ten tertiary

institutions

In this chapter, I summarise the 89 aural harmony activities collected from ten tertiary institutions
in Japan, the US, Sweden, and Norway. The chapter is divided into ten sections, one for each in-
stitution. In each section, I present an overview of all the activities collected from the respective
institution. I highlight some of the distinguishing features of individual activities, as part of a
preliminary analysis preceding my systematic comparisons in Chapters 4-6. I also describe rel-
evant details about the institution’s curriculum and aural training program, and the specific data

collection techniques that I adopted.

Each section contains a table listing all the activities at the institution. It reveals pertinent
details about each activity: namely the activity label (as cited throughout this dissertation), a short
descriptive title, the action sequences,! and the events where I collected my data.? Importantly,
each table also includes page references to the fully detailed, step-by-step descriptions of each
activity in Appendix A. While the action sequence coding and short descriptive title will allow a
cursory understanding of an activity, in many cases it will be necessary for the reader to refer to

the full description in order to fully appreciate the workings of an activity.

1 Texplain and define the codes represented under the ‘Action sequence(s)’ in Chapter 3. and the events at which I

observed the activity or recorded a description of it through discussions with teachers
2 Alist of all Study II events is provided in Table B.1 (p. 343).
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The collection of Study II data was guided by the qualitative, empirical observations of the
complex student-teacher interactions within the classes that I observed. I observed how teachers
presented an activity (the sequencing of each ‘step’, the questions they asked, the materials they
used), as well as the ways in which students responded. However, what interested me the most
was the purpose of an activity—what learning outcomes it achieved. In some cases, the skills that
" students acquired were demonstrable (through the actions that they undertook), while in other
cases, the pedagogical goals were more elusive and not directly observable. As the full descriptions
in Appendix A reveal, I also noted in detail how students were engaged during the activities.
In cases where the interaction was between one student and a teacher, I also observed what the
other students were doing at the same time. In many cases, my observational records were further
supplemented by teachers’ descriptions of an activity. By judiciously combining these two sources,
I present in this chapter (as well as in Appendix A) concepts and information that are relevant to

the research aims outlined in Chapter 1.

2.1 Activities at Institution A

During my online search for relevant aural training programs and curricula, I came across a detailed
description about a particular activity on Institution A’s website. The site indicated that students
at Institution A undertook “two- and four-part harmonic dictation activities through perform-
ances by instrumental students.”® This description could be interpreted in two ways: (1) students
either played instruments or undertook harmonic dictation of the performance, or (2) students
undertook both tasks simultaneously. In the latter case, this activity would very much resemble
the activity I created and implemented during Study I. I was very eager to find out whether the
described activity was similar to my Study I activity. Initially, the visit was not planned due to
budgeting constraints and language barriers. Luckily for me, the ICMPC* conference, which I
was planning to attend, was held in Japan in the year 2008. With the generous support of various

staff at Institution A, I was able to arrange a half-day visit.

The data collection procedures at Institution A were small-scale compared to that at the nine
other institutions, where various observations, interviews, and discussions took place over at least

two days. My visit unfortunately coincided with a teaching break in Japan, and so no classroom

3 'This is an English translation of the original sentence (in Japanese) found on the website. So as to maintain

anonymity for the institution, I will not cite the original quotation here. The website was accessed in May 2008.

4 International Conference of Music Perception and Cognition.
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observations were possible. Although this was undesirable, three of the institution’s aural training
teachers were more than willing to discuss their aural harmony activities at length during an inter-
view (Event 1). An interpreter was present at the interview to translate between Japanese and Eng-
lish. Although data collected at Institution A was only described during that single interview, the
amount of detail in the teachers’ descriptions was comparable to class observations. The interview
lasted over two hours, longer than any other interview conducted in Study II. Verbal descrip-
tions were supplemented and clarified with various worksheets and textbooks, and the teachers

occasionally described the activities by playing examples (e.g., chord progressions) on a piano.

Four aural harmony activities were described during the interview, two of which involved
student performance (A1 & A2). These activities also involved the use of music excerpts, while A3
& A4 were based on composed or improvised exercises. Perhaps partly due to the large number
of students per aural training classes (between 20-25), none of the collected activities involved

student performance on their main instruments.

The teachers confirmed that Al, which was described on the website, involved instrumental
performance during the dictation exercises. However, unlike the performance activity in Study I,
students did not simultaneously perform while identifying chords. Instead, additional students
outside the aural training class were brought in to perform the exercises.® The teachers explained
that the purpose of Al was to help students improve their ability to identify melodies played on
instruments other than the piano. They believed that many students find it easier to identify pitches
played on a piano rather than, say, brass instruments. A2 showed that aural training activities
was a crucial element of their music and harmony analysis classes. It involved singing, piano
performance, and some aural identification of chords. A3 & A4, although involving little or no
performance, demonstrated how the teachers varied their teaching approaches depending on the

level of their students’ aural skills.

Table 2.1 Activities at Institution A

Activity label and Action Observed  Described Details
short descriptive title sequence(s) (Events) (Events) (cf)
Al Multi-part dictation from students’ instrumental A= Np ; - 1 p. 246
performance

A2 , Hé{rpqhic a‘narlysis,withf singing and
"1 performance on piano i

Re=>PvorPic . - 1 poay

Continues onto next page ...

These extra students entered the class to perform the excerpt only; they did not undertake the dictation exercise.
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Table 2.1  Activities at Institution A (continued)

Activity label and Action Observed  Described Details
short descriptive title sequence(s) (Events) (Events) (cf.)

A3 Four-part harmonic dictation from piano A= N, - 1 p-248
A4 identifying'and comparing chords and p.24g
Slizaitcadences ol L o

248

Table 2.1 List of all activities collected from Institution A.

2.2 Activities at Institution B

Aural training classes at Institution B were exclusively taught by teaching assistants (“TAs’), gradu-
ate students working towards their postgraduate degrees. Two course coordinators supervised the
aural training course at first- and second-year levels. These coordinators provided some guidance
and materials to the TAs, including the curriculum outline, worksheets, homework tasks, etc. TAs
met weekly with their coordinator to discuss their students’ progress and other aspects relating to
their teaching. The meetings were also opportunities for them to share new ideas, exercises, or
relevant musical excerpts that exemplified a specific musical feature, such as chord type, cadence,
thythm, and form. While following a course outline, TAs had the freedom to present their classes

in their preferred way.

Aural harmony activities in first- and second-year classes were very different. In first-year
bclasses, activities more frequently involved recorded excerpts (e.g., B1). At the second-year level,
most activities involved identifying chords performed on a piano during harmonic dictations or
similar exercises (e.g., B4, B5, B8, & B9). Another interesting difference between the two year
levels was in the use of keyboard harmony exercises. First-year students learnt to play chord pro-
gressions on a keyboard while singing (B2), while second-year students did not undertake keyboard

harmony activities as part of their aural training.

Performance actions were featured in only five of the nine collected activities (B2, B3, B4,
B8, & B9). Students never brought their instruments to class. Apart from in the aforementioned
keyboard harmony activity (B2), these activities involved singing during harmonic dictation (B8

& BY) or preparatory exercises that related to harmonic dictation (B4 & B5). Although the course
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coordinators incidentally mentioned chord arpeggiation on one occasion, no such activities were

observed or described in over 17 hours of data, including 13 class observations (totalling about

11 hours).

A theory teacher at Institution B described in detail two unconventional activities involving
chord identification (B6 & B7). The theory teacher, while not an aural training teacher at Institu-
tion B, had previously taught aural training elsewhere within the US. Although these activities were
not observed during undergraduate aural training classes, the teacher described and demonstrated
them during music theory pedagogy classes (Event 19) and during an interview (Event 12). The
theory pedagogy classes, which were attended by graduate students (including some TAs whose
classes I observed), were opportunities for students to discussions issues relating to aural skills

pedagogy.

Table 2.2 Activities at Institution B

Activity label and Action Observed  Described Details
short descriptive title sequence(s) (Events) (Events) (cf.)
B1  Bass line dictation from recording A=N, 2,4,6 - p. 249
‘B2 Singing note sequences while playing chords ~ Re=>Pic +Pv, 2,23,25 18,24 p.250
on piano ) E : : i )
B3 Singing melodies based on a‘rp'e'g)gi‘ated' - MR,,‘=> Pvp‘ - 821,22, 9,28 L p. 251
secondary dominants 26
B4 Harmonic dictation: outer parts and chord = "A=> N or Pv, 10 p. 252
Cllabelsti AR e s .
BS ]dentif?ihg bass lines and chords A=N. 10 - p.A2~53
'B6 - Learning new chords through expectation A=V = = .o gy :
'B7 Identifying chord functions in modulating A=V 19 12 p254

progressions
"B Singing bass and sopran
. Solabelst i

B9 Identifying chords with given bass line p2s7

£ Table22 Llst df'alfl‘"actl‘ylytlcs collectedfromlnstltuuonB -
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2.3 Activities at Institution C

One of the most interesting features of aural training at Institution C was the highly variable
teaching approach used by each of the four teachers that I observed. While three of the teachers
(who taught the compulsory aural training course) often used the same teaching materials, they
presented them very differently. For example, only one particular teacher consistently included
breathing exercises at the start of each class and occasionally explained to students the import-
ance of proper singing technique (relating to posture, breathing, etc.). Another teacher consist-
ently employed C2—a warm-up exercise—just before sight-singing exercises. Students even sang
arpeggiated chords in four different ways depending on the teacher (see C4). This disparity of
teaching approaches between teachers, while not entirely unexpected or unusual, was probably

more pronounced at Institution C than at the nine other institutions.

Of the eleven activities at Institution C, nine involved performance actions. Most of these
activities involved singing a part of a chord (C3, C6, C7, C8, C10, & C11) while three involved
singing arpeggiated chords in various contexts (C1, C2, & C4). The majority of collected activities
were based on exercises or composed examples used for the purposes of aural training only. Out
of all collected activities, there were only three that used music excerpt or repertoire (C4, C8, &
C9), although C8 was regularly practised. During one of the interviews (Event 43), one of the
teachers told me that two years ago students were required to bring instruments into their aural
training classes at Institution C. However, due to lack of class time, this practice was no longer

feasible and since then students have not been required to bring instruments into class.

Table 2.3  Activities at Institution C

Activity label and Action Observed  Described Details
short descriptive title sequence(s) (Events) (Events) (cf.)
C1  Singing arpeggiated chords from chord labels Rc = Pv. 32 43 p. 257
and bass line
C2  Singing warm-up arpeggiated cadence ~  T=Pv. = x;34 - p2s8
c3 quf—part singi’ng and |dent|fy|ng cadences ‘ 'Rp = Wp ; 31,32,37, - p. 259
42
C4_::Singing arpeggriated chords : Rcor T=Pv. - 33,35,44, ' 34,40 p-260
R e RS e 745,46 : S
C5  Body movements corresponding to chord A=G k 38 40 p. 262
functions

Continues onto next page ...
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Table 2.3  Activities at Institution C (continued)

Activity label and Action Observed  Described Details
short descriptive title sequence(s) (Events) (Events) (cf.)

C6 S|nglng |mprowsed melodles over 'lven ch d:
: progressions :

CAYRSPY,

EETE auE SaE T

C7  Harmonic dictation: outer parts ‘and chord =PvyorN. - 40,47 p.26a

labels

c8 Dlscussmg chords and harmony dunng sight Re=>PV, =A=>V 42,2546 - p2e6

i csinginglnn e / e o R :

C9 I(dentlfylng chords in music excerptsiﬂ A=VorN A 43 T ‘;p. 267 ‘

10 Singing chord function names whllehstenf g to Pv, B e )
: chord progressnons ; S E STERE S

c11 Smgmg intervals and chords |nthree parts . T=> Pv, @A TR p 268

Table2.3 List of all "éctivitic,s coly‘lect‘ed;from 1nstittitipn C.

2.4 Activities at Institution D

Aural training at Institution D was partitioned into three main types of classes: ear training, dic-
tation, and sight singing. Ear training classes were devoted to drills and small exercises taken
from Manual for Ear Training and Sight Singing (Karpinski, 2006), dictation classes comprised
largely dictation exercises (which were also taken from the aforementioned textbook), while sight
singing classes dealt with the singing of prepared and unprepared melodies, including solmisa-
tion. Similar to the arrangement at Institution B, classes were exclusively taught by TAs who were
graduate students undertaking postgraduate studies at the same institution. There was relatively
little data collected from Institution D, with only two class observations (second-year classes) and
one phone interview with the course coordinator. Apart from D1, which was a vague description
of an exercise that was no longer taught, the remaining three activities were directly adapted from

Karpinski’s textbook. All four activities involved singing but not performance on instruments.

‘Second-year aural training classes at Institution D were divided into four ability levels. The
streaming of classes was based on students’ results in aural skills diagnostic tests. The two classes
that I observed represented the lowest and highest groups; that is, students with the weakest and
strongest (relatively speaking) aural skills ability. The lowest level class that I observed was an

‘ear training’ class, while the highest level class was a ‘dictation’ class. Although activities in both
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classes were largely derived from the same textbook, the two classes were taught by two different
TAs from very different backgrounds and experience levels.® The first teacher, who taught the ear
training class at the lower level, was a graduate student who had been teaching since at least the
year before (Event 48). The second teacher, who taught the higher-level dictation class, had four

weeks experience as an aural training teacher (Event 52).

Due to several reasons, it was not possible to include several exercises that were observed dur-
ing class. Firstly, some of these activities were presented inconsistently and did not result in any
positive sense of achievement upon its conclusion. Some of the exercises were either so difficult
to understand or unintelligible to the students such that they could not complete them. Incon-
sistencies were observed in not only the teaching approaches used within an exercise, but also in
the teaching materials and the application of those exercises by the two TAs. Perhaps the most
disappointing problem was the fact that even though students evidently struggled on numerous
occasions (to the extent that they expressed their frustration during class), TAs often did not help
their students overcome those difficulties.” Consequently, only four activities could be properly

analysed and presented as aural harmony activities for the purposes of this study.

Table 2.4  Activities at Institution D

Activity label and Action Observed  Described Details
short descriptive title sequence(s) (Events) (Events) (cf.)
D1 Identifying chords after singing activities Pv,=>A=V - 48 p- 269
D2 Harmonic dictation: identifying partsand -~~~ A=> 49,51 - 270
“chords it ona S S : i RN Nt N AN
D3 4Singing’échbrdlprdg’ré‘s\siori'in threeparts T=>Pv,, s - ‘ p.é71)
‘D4 Smgmg arpeggi‘at’ed\ chords in Jsolatlon v Re =>PV¢ 51 SRt pa

Table 2.4 List of all activities collected from Institution D.

This view was also supported by the views of one student who had studied with both teachers. This students
described the contrast between the two teachers as well as the negative impact of changing from one teacher to the
other on her aural training experiences (Event 50).

The following is an account of one particular class that exemplifies this issue. During one class (Event 49), a
student, upon listening to the teacher’s lengthy explanation of chord inversions, raised her hand and admitted that
she still could not aurally differentiate chords by their inversion. In response, the teacher asked the other seven
students in the class whether they had similar difficulties. Five students raised their hands, which meant that 6 out
of the 8 students in that class admitted experiencing difficulties recognising inverted chords by ear. Following this
revelation, the teacher re-explained how one should identify the bass note and then the root note in working out
the inversion of a chord. Immediately after this verbal explanation, and before students responded or practised this
method, the teacher concluded with the following remarkable comment: “It’s very slow and painful, to exercise that
way. But, it will help you. Okay? All right, aural skills is not fun, very boring, and painful. Okay! Next [exercise]”
(Event 49).
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2.5 Activities at Institution E

Out of the ten visited institutions, Institution E was the only ‘contemporary music’ school with a
music curriculum that was based entirely on contemporary music, particularly jazz. Institution E
offered two different aural training courses relevant to the present study. One of these courses
was designed to bridge the gap between aural training and performance (on students’ main instru-
ments). Students brought their main instruments to these classes,® which involved a significant
amount of time spent on performance-based activities. The other course was a concentrated study
of contemporary and jazz harmonies through aural training and performance activities. The vari-
ety of aural training courses offered at Institution E reflected the fact that aural skills, in particular

the ability to ‘play by ear’, is crucial in students pursuing careers in contemporary music and jazz

performance.

The fifteen activities collected from Institution E represent the largest number (and perhaps
variety) of activities collected from a single institution. This collection consisted of activities that
are typically found in classically-oriented institutions as well as ones that are specifically intended
for studying jazz chords and harmonies. For example, in E3 students aurally identified jazz chords
(with complex upper structures such as thirteenths and elevenths) through performance, either on
instruments or through singing. While effective for identifying complex jazz chords, this activ-
ity would not be as suitable for the study of simpler diatonic chords (namely triads and seventh
chords), which is what many classically-oriented aural training curricula focus on. E7 was a similar

activity intended specifically for keyboardists learning to play complex chords by ear.

In addition to these two jazz-specific and instrument-based activities, many of the other col-
lected activities involved singing either one or more parts (e.g., the bass line or guide-tones) within
chord progressions (E1, E5, E6, E9, E11, E12, & E14), or singing arpeggiated chords (E8, E9,
E13, & E15). There were also several more ‘traditional’ harmonic dictation activities, in which
students identified and notated chord progressions played on a piano (E2, E4, & E10). The chord
progressions used in these dictation activities included both quasi-classical and jazz-based har-

monic vocabulary, and were usually composed for the activity rather than based on jazz repertoire.

8 Keyboardists obviously did not need to bring in their instruments; classes were held in rooms equipped with

enough electric keyboards for everyone, including the teacher.
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Table 2.5  Activities at Institution E

Activity label and Action Observed  Described Details
short descriptive title sequence(s) (Events) (Events) (cf.)
E1  Singing root motion in circle-of-fifths chord R, = Pv, 55, 61 - p.273
progression
B :;‘Harmomc dictation: |dent|fy|ng cho d I'lb Is by Gipaza
B ldentlfyrng chords through performmg 56,k60, 66 59 b.k275 ‘
tetrachords and improvisation
;Harmomc dictation: chord labels from bas (57,6810 L pa27s
- line and chord quahty ’ i
E5 ‘Slngmg two gu:de -tone llnes in chord - k p. 280
progressions
E6 ’ Singing bass lines while Irstemng to recordmgs \ = Py 61 . - p.281
N Uldentlfymg and playmg triads on keyboard "~ A= e - p. 282
instruments
E8  Identifying chords and smgmg arpeggrated A=PvorPveorV; 68 - p.283.
- “chords : . O T= PVp or PV
E9  Singing bass lines and arpeggiated chords while A = PVp orPveorV; 68 - p. 285
listening to recordings T= Py
E10 - Harmonic dictation: bass line, gunde—tones, and \A => N or Pv 68 - p.287
“chord labels - : : :
E1t  Singing and resolving a diminished seventh T= PV,, =A=> Pvp, 69 - p. 288
chord in four parts
E12  Singing four-part exercises and discussing = Ry =Pv, 58,69 - p. 289
; chords . - : [
E13 Smgmg bass lines and arpegglated chords T= Pv. 72 - p. 290
'E14  Singing arpeggiated chords and guide-tones - R # Pv,, or Pv.; 72 SR plaea
. from chord labels i : o
E15 >S|ng|ng seventh chords by stackmg thlrds 7 - ' p293
| Table25 ;4Li'st‘of all activities collected from Institution E. -
2.6 Activities at Institution F

Institution F was distinctly separated into two streams: classical and jazz. There was a clear divide
between the two streams in terms of aural training classes. Depending on their specialisation,
students typically undertook classes in either the classical or jazz stream. Apart from one class
observed in the jazz part of Institution F (Event 75), all class observations were of aural training
classes in the classical stream. F3 & F4 were only undertaken by students studying in the jazz

department of Institution E while the other five activities observed (F1, F2, F5, F6, & F7) were
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undertaken by students in the ‘classical’ department. The two departments shared little in common

in terms of curricula, teaching staff, and learning materials.

Within the classical stream of Institution F were two separate courses relating to aural training:
a solfege course, which focused on melodic exercises such as sight singing and melodic dictation,
and a course on harmony and form. Both courses showcased activities that were relevant to this
study, including activities involving identifying chords from chord progressions played on piano
(F1 & F2) and in recordings (F6). Keyboard harmony activities were part of the aural training
curriculum within the classical stream (see F5), which, unlike all other activities at Institution E

were supervised by a TA.

Interviews and discussions with several teachers at Institution F revealed an interesting shift
in students’ use of instruments within aural training classes over the last few decades. During an
extended interview (Event 77), one teacher revealed that in the *70s and ’80s one of the teachers
regularly required students to bring instruments to his theory and aural training classes at Institu-
tion E At the time of my visit, at least one teacher similarly required students to regularly bring
their main instruments to theory (but not aural training) classes. However, at a separate interview,
another aural training teacher expressed his lacked of enthusiasm for students’ use of instruments
in aural training classes. This teacher “gave up” after trying it for a few years, citing issues with
class organisation when students brought instruments into the class, and even suggested that it
was “not [the aural training teacher’s] job to make this connection between practice and [theory]”
(Event 82). Nevertheless, activities involving performance on keyboard instruments were noted in
two of the seven collected activities (F4 & F5), while three other activities involved singing outer

parts of chords progressions (F2) or arpeggiated chords (F3 & F7).

Table 2.6  Activities at Institution F

Activity label and Action Observed  Described Details
short descriptive title sequence(s) (Events) (Events) (cf.)
F1  Identifying and comparing chords and A=V 74 - p. 294
cadences
‘F2‘ ~ Harmonic dictation: outer partsand chord = * -~ A=>Nc or Pvp 74,79 E Ry 7 pi295:
; Iabéls : S L T e i . S
F3 I(‘ientifyiﬂr‘lg chords and transcriptioh from piano A= N, or Pv. 75 76 p- 296
and recordings
F4 - Associating chords with memorised chord S T=Pic - .76 o pi297
- progressions : 5 : G ‘

Continues onto next page ...
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Table 2.6  Activities at Institution F (continued)

Activity label and Action Observed  Described Details
short descriptive title sequence(s) (Events) (Events) (cf.)
F5  Playing chords progressions on keyboard with R. = Pi. 78 82 p.298

given chord labels

_F6._ Identifying cadences from recording o .p298

Rc=Pv.; A= Py, 84 - 'p.299

F7 Singiﬁg arpkélggi;atéd'chc‘:rd ééquef;ces and outer
parts

 Table26 Llstof all activities collected from InstltuuonF '

2.7 Activities at Institution G

Unlike the other visited institutions where the majority of students were studying to attain un-
dergraduate degrees in performance, composition, or musicology, Institution G’s curriculum was
based on music education. Students enrolled in the program were studying to become music
teachers, and most arrived with prior music teaching experiences. One staff member at Institu-
tion G suggested that due to the less formalised structure of education and diversity of student
age, skills, and interest, when compared to most other tertiary institutions, many of their students
come from a background of learning music by ear rather than from musical scores (Event 87).
This view was not reflected in the collected activities; unlike the many activities at Institution E
that involved performing chords following aural identification, no similar activities were observed
at Institution G. Overall, despite the focus of the curriculum at Institution G on music pedagogy,
the activities observed and described were largely consistent with those observed at other visited

institutions, particularly the three other institutions within Scandinavia.

Although none of the activities collected from Institution G involved performing chords by
ear, performance actions were prevalent. Five of the seven collected activities involved some form
of performance action, either by singing (G2, G4, & G5), playing instruments (G1), or both
actions simultaneously (G3). The two remaining activities included a transcription activity that
was exclusively set as homework rather than undertaken during class (G6), and another activity
involving verbal responses only (G7). G1, G2, & G3 were presented as a series of related activit-
ies during one class (Event 85), and students were encouraged to undertake them in that order.

During an interview (Event 87), the teachers singled out students’ singing of arpeggiated chords
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(e.g., G2 & G4) as one of the two most emphasised aural harmony activities at Institution G. The

second main activity was transcribing chords from CDs (G6).

Table 2.7  Activities at Institution G

Activity label and Action Observed  Described Details
short descriptive title sequence(s) (Events) (Events) (cf.)
G1  Playing chord progressions on piano or guitar R: = Pi. 85 87 p. 300

(G2 Singing ameggiated chords : 83,86 s e

G3 Singiﬁg melodic lines while plaYing chords on

piano
‘G4 Singing bass lines of chord progression APy, e o Tps
65 a Identifying chdéds by siﬁéing b;is\s:l'ines ‘A = Pvp orV - 56, 8 - p-303
G6 * Harmonic dictation from CD recordings -~ A= N¢ - R 875 T pi304
G7 Identifying typés of sevéﬁth chc’n:ds[ B ' A >V N - 9 vxp. 305

Table 2.7 List of all activities collected from Institution G.

2.8 Activities at Institution H

The teachers at Institution H frequently adapted both classroom and assigned homework activities
depending on the specific music excerpt being studied. This was true for all topics discussed
within aural training, not just aural harmony activities. This approach contrasts with the way aural
harmony activities were presented at most other institutions, where activities generally followed a
prescribed procedure or sequence of steps. Furthermore, the teachers often applied two or more
activities to the study of an excerpt,® again basing such decisions on whether an activity was suited
to presenting a particular excerpt. Some of the activities were thus derived from a compilation
of similar or virtually identical exercises that were observed or described in various classes (i.e.,

learning contexts).

A unifying feature of all eight activities collected from Institution H was the fundamental role
of music excerpts, which were referred to as musikcitat in Swedish. These excerpts were often used

in its original format, such as through performing or analysing the music presented in full scores or

2 For example, in one class (Event 92), students undertook H2 & H3 while studying Bach chorale, while H1 had

been assigned for homework and was based on the same excerpt. In another class (Event 93), students undertook
H3 & H4 during class and were assigned to practise at home and present H5 during their subsequent class, again
using the same excerpt.
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in commercial sound recordings. In this way, the aural training activities (harmony or otherwise)
were somewhat adapted to match the particular excerpt, rather than the other way around. In
some activities (e.g., H4 & HG, it was necessary to make arrangements or simplified scores rather
than use the original score. In these instances, the music was still always based on a specific musical
work. In addition, at the conclusion of these activities, students often listened to a CD recording
of the original excerpt, thereby elucidating the connection between the arranged or simplified

version and the musical work in its original (performed) format.

With the exception of H1, which was a homework task, all activities at Institution H involved
and heavily relied on performance actions. Students in some class were required to bring their main
instruments to classes to play either melodies or chords on them, from notation and by ear. When
students didn’t bring their instruments, they sometimes performed on a keyboard instrument,
either individually (H5 & H6) or as an ensemble performing simultaneously (H4). All activities
involved singing in some from—even H6, which was not mainly a singing activity, occasionally
included it when the teacher asked the student to sing arpeggiated chords rather than play them

on a piano (i.e., by adapting H7 into the activity).

Table 2.8  Activities at Institution H

Activity label and Action Observed  Described Details
short descriptive title sequence(s) (Events) (Events) (cf.)
H1  Dictation exercises from CD recordings A= N.orV 92,93, - p. 305
105
H2: 'Dlscussmg cadences and chords while smglng: 192,94 = o p306
E through excerpts : iy . .
H3 Smglng arpegglated chords from musicor 92; 9395 106 B p. 307
chord labels 97,105
; H4 Performmg chords in four parts whnle T R S P s BRCE T §8j7',"9\5, p309 .
el |dent|fy|ngchords e rV hl : L1060
H5 Slnglng melodies while playlng chords on  R.=Pi+ Pvpm O p.310
piano
H6 ;Performmg excerpts on piano by ear through ‘L A + R,,f,>Plc i;]fi 95 4 {;i ;’ 106,108 p.311
~ guided repetition : ; CARFE RIS A SRS i SR
H7 ildentlfymg chords through performmg A (+ R<,,h) =P. 9,9 - ‘ p. 313
arpeggiated chords
H8 ldentlfylng chords by smgmg gmde -tones whlle CA=Pv, 102,104 o “p.314
hstenlng e ; R el A Ll B i R

Table 2.8 List of all activities collected from Institution H.
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2.9 Activities at Institution I

The number of activities collected from Institution I was considerable if taking into account the
fact that given that the school had only one aural training teacher and that I only managed to
observe six classes.’® The variety of activities was so great that of the thirteen collected activities,
only I1, 13, & 14 were observed in more than one class; the rest were observed only once. Not
surprisingly, many observed classes included a variety of aural harmony activities, with up to five
different aural harmony activities undertaken during an hour-long class (Event 114). The emphasis
on harmony was evident at every observed class. Although this may be partly due to my presence,

it was nevertheless an illuminating and almost exhaustive experience to observe so many different

activities.

Apart from I8 & 19, which were dictation-type exercises, every collected activity involved
some form of performance. Of the eleven activities that incorporated performance, many in-
volved singing (12, 14, 17, 110, & I11) or playing instruments (I1, 12, 14, I5, 16, 112, & 113),
while one required students to do both simultaneously (I3). Several of the activities involving in-
strumental performance required students to bring their main instruments into class. There were
three activities that involved some form of improvisation and creative music making within the
activity (I5, 112, & 113). The teacher also frequently improvised during many of the observed
classes, usually while accompanying students in their improvisations or in order to demonstrate
chord types or cadences in common chord progressions. There were two activities that involved
gestures or body movements (I7 & I11), although body movements in the latter activity were in
response to directions from the teacher, not aural identification—a distinctive exercise that was

not observed or described at other institutions.

10 Twelve of the thirteen activities collected from Institution I were directly observed during classes; only one of the

activities was described by the teacher (I8).
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Table 2.9  Activities at Institution |

Activity label and Action Observed
short descriptive title sequence(s) (Events)
" Identifying and discussing chord progressions Rc=Pi.;A=V 109, 114
in repertoire
127 Discussing different harmomsatlons of o 1 b9" )
s melodies . . .. S
B3 Smgmg arpegglated chords Rc = [Pic or Pi,] 109,110,
+Pv, 114
l4 tJdent:'fymg, smgmg, and playlng arpegglated : > e 110,115 =+
ey chords ; . iy oemiET IR
15 Performlng counter-melodies in chord ‘ A+R. > Pi, N 110
progressions
_16- . Multi-part performance while labelling chord - T =>~ Pi, A=V a2
typesf : o I e e
7 ldentifyiﬁg chord chénges and feépooding  A=G (+VPVP)M ‘ 114
through gestures
18 . Step-by-step dlctatlon |dent|fymg chords by A=-N. . -
S bype i b :
19 Identifying chords and chord progressions from A= N 112
piano
110 - Identifying chords whlle smgmg accompamed Ry = Pv,, R | I
© 'melodies : TR +Ry=>V i
11 Singing arpeggiated chords with body T = Pv, or Pv, 14
movements
112 Playing harmonic accompamments from chord " Re=Pic 116
3 IabEIS : o LITOARE w e S Lo 1 . b
3 Harmomsmg looped chord progressmns ' A= F;i,; or Pic s

Described
(Events)

m

1110

111

111

Details
(cf.)

p.316

Cpar

p.320

p. 323

p. 324

p. 324

;Tablé 29 Li,,syt of all activities oolleoted from Institution I.

2.10 Activities at Institution J

Similar to the three other Scandinavian institutions, performance actions were commonly featured

in aural harmony activities at Institution J; all eleven collected activities involved performance ac-

tions. Students’ performance actions were mainly in response to aural identification (J1, J2, J3,

J8, & J10), while sometimes they were in response to reading a given part (J11) or chords (J4,

J5, & J6). (Interestingly, students sang arpeggiated chords (J4) in three completely different ways

depending on the teacher presenting the activity.) Other times, students performed in response to
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teacher directions (J7, ]9, 8 J10). J7 was an improvisation exercise that required students to mod-
ulate from one key to another. J10 was a particularly challenging activity that required students

to simultaneously play or sing a part while identifying another person’s part, followed by playing

the identified part.

Excerpts formed the basis of many activities. Two activities involved extensive use of com-
mercial sound recordings (J1 & J2). Excerpts were simplified and arranged for the purposes of
student performance in two other activities (J8 & J11). Students sang arpeggiated chords from
both excerpts and composed exercises (J4). ]7, ]9, & J10 involved teacher-directed performance
actions and involved neither excerpts nor composed exercises. In J3, J5, & J6, students some-
times worked with chords or chord progressions that were composed specifically for aural training

purposes. However, in some classes, these three activities also involved working with excerpts or

arrangements of excerpts.

In addition to the activities undertaken during aural training classes, one teacher explained
that certain ensemble and orchestral rehearsals sometimes incorporated aspects of aural training.
These classes presented opportunities to merge aural training into common music-making con-
texts, while also providing opportunities for conducting students to practice their skills with live
student ensembles. Discussions and exercises relating to aural skills, including aural harmony activ-
ities, usually occurred when there was sufficient time available to split the ensemble into several
groups, whereby several teachers individually tutored each group. I observed one conducting class
where there were several staff members present—including one aural training teacher (Event 132).
Unfortunately, on that occasion the teacher did not find opportunities to comment specifically on

issues relating to harmony. Consequently, this activity is not described below due to insufhicient

data.

Table 2.10  Activities at Institution )

Activity label and Action Observed  Described Details
short descriptive title sequence(s) (Events) (Events) (cf.)
n Identifying bass lines and chords from A= Pv,orV 119, 122, - p. 328
recordings 131
)2 Singing arpeggiated chords from recordings - -~ A(+R;)=>Pve . 119,122 .. p329 -
J3  Identifying bass lines and chords from piano A => PV, orPveor V. 119,120, 129 p.329
128
)4 Singing arpeggiated chords from chord labels: = Re=>Pv. 120,122, - oo pi33]
' , : b LT 8t s S

Continues onto next page ...
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Table 2.10  Activities at Institution ) (continued)

Activity label and Action Observed  Described Details
short descriptive title sequence(s) (Events) (Events) (cf)
J5  Singing chord progressions in multiple parts A+R.= Py, 120, 128 121,129, p-332
from chord Iabels : 133

So1200 0 pa334

i ‘ ""glvenchord labels : : Sesty
J7 h lmprowsmgmelodlesm modulatmgpassages T= Pv, 2 - p.334 '

= ldentlfylng and performlng outer parts and
- chords

P35

9 Performlng melodles and vmce-leadmgm 125,126 p- 338

chord progressions

J1Q , Performlng chords in parts wh|Ie |dent1fy|ng
R notesm otherparts = ,

. 125,126, p.339

S _ , 133

J11  Singing four -part exercises while identifying "Ry = P,=A =V a3 130, 133 p. 340
chords or Ne

Table 2.10  List of all activities collected from Institution J.

Summary

In this chapter, I have summarised the 89 activities that I collected through class observations and
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