Table 2: a summary of the teachers’ research

	
	Plan (aims, ideals, reasons for action)
	Action (& data collection)
	Evaluation (& data analysis)
	Reflection & conclusions

	Involving TAs by Liz O'Connell (TA = Teaching Assistant)
	Liz noted that she did not give her TAs input and did not always recognise their contributions to the lessons. She wanted to know how she could most usefully employ TA support in music lessons.
	She interviewed the TAs to see how they felt about being in music lessons and what they could offer students. She found that TAs rarely knew the content of a lesson before it started; they found this “a big problem”. They wanted to be involved in the planning, in order to understand the lessons better.

   Liz involved the TAs in planning a scheme of work, together with a trainee teacher. The intention was to give joint ownership to the TAs, so they felt part of the teaching team.
	Liz observed how a TA worked with three girls who were very weak at music: “The TA became a member of their team, saying, ‘I’m part of this; I’m going to compose a leitmotif for my character – if I can do it, you can do it’. The girls really came to life, worked well as a team and gained a lot of skills … With [the TA] working with them, they got reassurance and knew what they were doing.”
	Liz’s TAs tended to know individual students better than teachers, because they spent more time with them, and saw them in a variety of lessons.
TAs usually found it difficult to support students because they rarely knew the content of the lesson before it started.
When they were involved in the planning they understood better the purposes of the lessons and were able to participate more; this lead to greater student confidence. Liz said, “I’m realizing the importance of the TA.”

	KS3 Composing by Jason Edgell (KS3 = the curriculum for students aged 11-14 years.)

	Jason wanted to improve the quality of composition, primarily at KS3 “because it’s not very good”, because they were rarely satisfied with their own performances, and because they struggled with individual composing at KS4. He wanted to give students a chance to do multiple recordings of a composition, so they could evaluate their recording and improve on it. A second aim was to improve the quality of his feedback about their composing.
	He started by sending groups into practice rooms, to record their music, but this was time-consuming and did not lead to much improvement. He then created a recording station in the classroom, and asked groups to record themselves, to evaluate the recordings, and to make a second or third ‘take’. He also gave headphones to other students, so that they would not be disturbed by the recordings. Data consisted of recordings of the students’ music.
	Jason evaluated groups of students, comparing their first take with subsequent takes. He discussed their first takes with them and found that their subsequent takes did show improvements to the quality of the music.
	When students listened to recordings of their performances, they set targets for improvement and the ‘final’ recordings were better than the first recordings. However, students who took longer to compose were not able to record their compositions several times and did not benefit from this opportunity

	KS3 Feedback by Sarah Moore


	Sarah noticed that her KS3 students tended not to implement feedback given to them in lessons. She read the KS3 Music strategy to evaluate her own approach; she also used a student questionnaire and an analysis of a video recording of one of her lessons to plan improvements, including giving feedback to a wider range of students, allowing more time before teacher intervention, allowing students to explore possibilities rather than being told what to do, linking feedback to objectives and level descriptors, and giving students a better understanding of the value of feedback.
	She made a feedback diary, in which Y8 students were expected to record their feedback. At the end of the lesson they reflected on the targets, and at the beginning of the next lesson they reviewed what needed to be done to meet them.  She also made prompt cards, to suggest how they might feed back to one another. To evaluate the changes she made a video recording of another lesson, and gave the students a follow-up questionnaire.
	In the second filmed lesson, much more time was spent giving feedback, and students took more ownership on providing feedback.  She asked a range of students to give feedback on performances, and every student was able to make a comment.

The findings from the final questionnaire were compared with those from the initial questionnaire.  The results were generally positive; 92% of her Y8 students agreed that feedback helps improve their progress (compared with 71%);82% agreed that they understood their feedback (compared with 62%); 74% of students agreed that feedback during lessons is most useful (compared with 41%); 73% agreed that using feedback cards improved the feedback they gave to others.
	Sarah’s initial video recording showed that she spent less time giving feedback than she thought, and her feedback was largely correcting errors, rather than getting students to think about what they were doing.

A “feedback diary” enabled students to record their targets, and written prompts enabled them to assess each other. In the second video recording her feedback became more focused, and she learned more about her students. However, the process was time consuming and not all students understood the reasons for the changes in the feedback process.

	GCSE Listening by Nikki Budd (GCSE = the main public examination for students aged 16 years)

	Nikki was keen to improve her students’ experience of GCSE music. She said, “Nationally, students gain the least marks in the listening exam … the students’ perception is that listening is hard; and the teaching of listening is usually based on the mock exam approach. I was interested in how I could improve their listening skills … I was particularly interested in concentrating on the questions that require students to identify which era the music comes from. [Students] tend to listen to a narrow selection of music they like … Generally they do not have the historical and musical experience to  understand what Baroque, Classical or Romantic music sounds like. And to ensure that they understood the sounds and patterns from each ear I had to make their experience more relevant, fun, physical and engaging.”
	She started by relating each musical period to colours – Baroque was blue, Classical was green etc.; she gave the students sticky dots and a template and, when music was played they had to stick the correct dot on the template. This didn’t have the desired effect because students concentrated on the task, rather than the music.

Later, she allowed students to use non-musical materials as they listened: Playdough, Lego, scissors and paper, movement, tableaux, graphic score, textiles and fruit. In some lessons she asked them to focus on one element of music (for Playdough this was melody) and in others they used the materials to symbolize their overall response to the music. Data collection included video recordings of the lessons and student interviews. 
	Interviews showed that the students preferred scissors and paper and Playdough because they were the pliable, but found the Lego irritating. They enjoyed producing graphic scores and group tableaux. Some felt that the movement was too embarrassing but some loved it, depending on whether they saw themselves as dancers. The fruit and textiles were least successful because the students didn’t understand their purpose.
	Videos showed that the students concentrated on listening more than usually. Nikki often asked, ‘Is this Baroque, Classical, Romantic or Twentieth Century?’ and many students answered incorrectly, although they listened to specific elements and were able to pick things out. 

Nikki said, “It’s opened up a whole new way of listening to me because my perception was, ‘we’ve got to do listening to prepare for the exam’ whereas now I’m more excited about the listening, and that’s helping the performing and composing as well. She said, “It’s made me re-think my schemes of work and the core skills for teaching KS3-5, making listening the main element”.

	Vocational Relevance by Sally Wilcocks


	Because the school has vocational education as a specialism, and is running a vocational course in KS4, Sally asked, ‘How can I introduce a vocational context in my music teaching?’ 
	The project had three elements: with Y7, instead of saying, ‘do this task’ Sally gave the students a “real life” purpose for their work. With Y8 she involved a university singing student who modelled a good and a bad performance with two of her friends. The students watched these performances, gave feedback, then worked on improving their own performances of Build me up buttercup. With Y10 she brainstormed roles within the music industry with the students, and took them to hear an outside speaker talking about running a music establishment. 
	Y7: an observer reported that all the learners enjoyed and achieved; however, there were very similar levels between Y7 and Y8 who were doing the same work, without the vocational context. Sally said, “I wouldn’t like to make any claims about this”.

 Y8: many more students joined extra-curricular singing groups; Sally reported “It’s actually changing the culture for them”. 

Y10: most students brainstormed only about seven musical industry roles, of a list of about 45. They were surprised at how big the music industry is.
	Including a vocational slant to lessons improved Sally’s students’ enjoyment, but more evidence is needed to show that attainment is improved. Relating Y8 work to real-life performance improved students’ attainment and enjoyment. Working with visitors, who were perceived as working in the industry, aided attendance, attainment and enjoyment. Y10 students had a very narrow perception of the music industry.

	Open all hours? by Philip Dowd


	Philip noted that his students copied desired features in their compositions, but this often resulted in a lack of variety. He asked, a) How can I improve the quality of composing at KS3? b) How can I get students to move away from replicating models and be more creative in their approach? c) How can I encourage students to try more than one solution to a task? 


	Using the KS3 music strategy to inform his practice, Philip worked with Y8 students, who composed music for a scene in their drama lessons where they have to suggest increased tension; The music was recorded to CD and used in their drama lessons.

He taught his students the whole-tone scale and introduced them to creating tension through the use of drone, ostinato, dissonance and cluster chords. He asked them to compose two pieces, a) using specified features and b) not being thus restricted. He asked students to compare their two pieces, and evaluated the project by interviewing 3 students, of different abilities. He also kept a reflective diary.
	Interviews showed that students preferred the freedom of their second task, and preferred the compositions that resulted from it. They liked modelling but didn’t find the whole tone scale a useful tool. Students said that they need time to absorb new information in order to have the freedom to be creative.
	The action research approach was a positive experience for the department, particularly the aspect of consulting students. As a result, the department identified key areas for improvement:

a) Quality of student feedback in listening tasks; b) ensuring that modelling is done in a way that encourages more open learning; c) developing at least one project each year that allows for a 'two version' response.

	Creative Skills by Rheann Long


	Rheann worked with three Y8 students who were able players, good at performing, but found it difficult to be creative. She wanted them to stretch themselves: “not to see every task as black and white, to be more free to experiment”.  
	Rheann’s first intervention was to give the students a compositional task involving gamelan and ICT, but this was unsuccessful because they found it too challenging to use the technology and be creative. Her second intervention was to give them a Haydn melody to perform, and to challenge them “to make it different”, using a scaffolding worksheet for prompts. Her data included the students’ pieces, and an observation by a colleague.
	The students experimented with various ideas from the music, keeping some and rejecting others, resulting in a piece that they liked. They explained to the class what they had done, and performed the piece. Rheann said this was, “a big imaginative step forward for them; a hell of an achievement, because this group … just follow instructions. The students in the class were impressed and the three students in the study really enjoyed the challenge of thinking differently in music”.
	Some able musicians are good at performing and can compose within a given structure, but find creativity difficult. Giving them a performance task (i.e. music to play) and asking them to vary it enabled them to be creative, because it played to their strengths.
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