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Abstract
Music has been embedded in cultures throughout history, becoming integral to
everyday life. During the last century, scientists have discovered an astonishing
link between musical exposure and neurological function. Scientific studies
demonstrate that listening to and performing music engages nearly every area of
the brain, improving cognitive function, memory and general well-being,
suggesting neurological, social and psychological benefits. Despite these
discoveries, research indicates that the role of music within New Zealand’s
education system has stagnated, being underfunded and undervalued by
successive governments. Music is now often perceived as an extracurricular
activity, and meaningful music education has become a luxury activity for those
who can afford it.
This thesis will outline an account of the role of music in ancient and
contemporary cultures, providing historical proof of music’s pre-eminence in the
thinking, philosophy and educational activities of civilisations. The benefits of a
meaningful musical education will be explored through a comprehensive literature
review based on scientific and statistical research. Governmental, educational and
public attitudes towards music will also be explored, in order to question the role
and value of music education in New Zealand and more broadly in Western
society.
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Methodology
This research was composed through a combination of qualitative and quantitative
methods, to gain an in-depth understanding of the role and value of music
education in New Zealand society.
Quantitative data provided a broad outlook, giving exact figures and percentages.
This data was obtained through New Zealanders and the Arts: Attitudes,
Attendance and Participation in 2014, available through Creative New Zealand,
and A Measure of Culture: Cultural Experiences and Cultural Spending in New
Zealand, available through Statistics New Zealand. These reports provide an
understanding of how the arts and specifically music, contributes to everyday life.
Qualitative data provided insight through comments, opinions and explanations.
This data was obtained from an anonymous online questionnaire, through the
platform SurveyMonkey. The survey was sent to music educators throughout the
country, through MENZA (Music Education New Zealand Aotearoa), The
Institute of Registered Music Teachers and Musicnet – an online forum. The
purpose of this research was to explore educators’ perceptions of the value of
music in the education system. Educators were asked a series of open ended
questions, such as adversities faced, whether a meaningful music education was
being taught consistently and whether music education is underestimated,
underfunded or undervalued. This questionnaire significantly impacted my
research, giving an in-depth understanding of the status of music education in
New Zealand, based on the opinions of those who are active in the field.
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Chapter 1: The Role of Music in Ancient Cultures
Music is moral law. It gives soul to the universe, wings to the mind, flight to the
imagination, a charm to sadness, gaiety and life to everything. It is the essence of
order, and leads to all that is good, just, and beautiful, of which it is the invisible,
but nevertheless dazzling, passionate, and eternal form.1
- Plato

1.1 Introduction
Music has been featured prominently throughout history, contributing to the
culture, religion, education and well-being of all societies. 2 It has served a
multifaceted role, functioning as a form of communication, entertainment,
expression and meditation. This chapter will explore the role of music in ancient
and contemporary societies and culture, to determine its significance and function.
Comparisons will be made between ancient and contemporary societies,
highlighting similarities and differences, to demonstrate the vital role that music
has in society.
The music of ancient Greece, China and India have been explored due to their rich
and diverse histories, documented through literature. The role of music in ancient
Greece is particularly important, as Greek traditions have formed the basis of
western music. Traditional Māori culture was also investigated to gain an
understanding of New Zealand’s historic and cultural background and explore
whether these traditions are still being practised. Similarly, as music is featured
significantly in religious settings, the function of music in early Christianity will
also be explored.

1

"Occasional Notes." The Musical Times and Singing Class Circular 30, no. 555
(1889): 271-72. http://www.jstor.org.ezproxy.waikato.ac.nz/stable/3360277
2
Merriam, Alan P. The Anthropology of Music. Evanston, Ill.: Northwestern
University Press, 1964. 223-226.
1

1.2 Ancient Greece
Music in ancient Greece was fundamental to society and everyday life. It was
believed to cultivate citizens and society, while imparting ideals of harmony,
community and intellectual thought.
Philosopher and mathematician Pythagoras, (570 B.C – 500-490 B.C)

3

contributed significantly to the music of ancient Greece, realising the twelve
pitches in an octave through a mathematical relationship between pitch and
lengths of vibrating strings. He discovered that if a vibrating string is divided in
half, it will produce a tone an octave higher than the original note. Similarly, if the
string is divided by one-third, it will produce a tone a fifth higher, and if divided
by a quarter it will produce a tone a fourth higher. These ratios are shown below
in Example 1.4

Ex. 1. Ratio and interval produced

An inconsistency in his algorithm was later discovered, as the succession of
twelve fifths, exceeds seven octaves by an entire interval, often referred to as the
Pythagorean comma. In compensation, the octave was divided equally into twelve
semitones, providing an equally tempered scale and the basis of Western Music.5

3

Britannica Academic, s. v. "Pythagoras," accessed May 16, 2016,
http://academic.eb.com.ezproxy.waikato.ac.nz/EBchecked/topic/485171/Pythagor
as
4
Landels, John G. Music in Ancient Greece and Rome. Hoboken: Taylor and
Francis, 2002. 130.
5
Cochrane, Lalage. "equal temperament." The Oxford Companion to Music.
Oxford Music Online. Oxford University Press, accessed May 29, 2016,
http://www.oxfordmusiconline.com.ezproxy.waikato.ac.nz/subscriber/article/opr/t
114/e2297
2

It was believed that these ratios governed the entire universe, representing the
movement of the planets and their fixed distances from earth. These movements
were thought to create a cosmic sound, inaudible to the human ear, known as the
music of the spheres or musica mundane. 6 Similarly, earthly music known as
musica humana, 7 was believed to reflect musica mundane 8 and the power it
possessed. Music became a powerful force, capable of influencing moral
character.

9

Consequently, new compositions within Greece were carefully

examined and censored.10 Philosopher Plato (429 B.C – 347 B.C)11 explains that:
The overseers must be watchful against [music's] insensible corruption.
They must throughout be watchful against innovations in music and
gymnastics counter to the established order, and to the best of their power,
guard against them….For a change to a new type of music is something to
beware of as a hazard toward all our fortunes. For the modes of music are
never disturbed without unsettling of the most fundamental political and
social conventions.12
These beliefs are reflected through fables of Timotheus of Miletus, who
performed in court on a lyre with additional strings. The court was outraged,
believing that this addition could negatively impact society and ordered that he

6

Rumbold, Ian. "spheres, music of the." The Oxford Companion to Music. Oxford
Music Online. Oxford University Press, accessed May 9, 2016,
http://www.oxfordmusiconline.com.ezproxy.waikato.ac.nz/subscriber/article/opr/t
114/e6387
7
Fubini, Enrico. History of Music Aesthetics. Translated by Michael Hatwell.
United Kingdom: The Macmillian Press Limited, 1991. 72–77.
8
Plato, and A. D. Bloom. The Republic of Plato. Basic Books, 1991. 358.
9
Fubini, Enrico. History of Music Aesthetics. Translated by Michael Hatwell.
United Kingdom: The Macmillian Press Limited, 1991. 8.
10
Wang, Yuhwen. "The Ethical Power of Music: Ancient Greek and Chinese
Thoughts." Journal of Aesthetic Education 38, no. 1 (2004): 89-104.
11
Warren Anderson and Thomas J. Mathiesen. "Plato." Grove Music Online.
Oxford Music Online. Oxford University Press, accessed May 17, 2016,
http://www.oxfordmusiconline.com.ezproxy.waikato.ac.nz/subscriber/article/grov
e/music/21922.
12
Wang, Yuhwen. "The Ethical Power of Music: Ancient Greek and Chinese
Thoughts." Journal of Aesthetic Education 38, no. 1 (2004): 94.
3

remove the additional strings at once.13
Specific modes were also thought to either positively or negatively impact society,
imparting ethical qualities.14 According to Plato, Ionian and Lydian modes were
improper, encouraging qualities of drunkenness, softness, and sloth, which would
negatively impact the state. Contrastingly, modes such as the Dorian and Phrygian
cultivated proper morals of bravery and peace. 15 These modes are shown in
Example 2 below.16

Ex. 2. Greek Modes.

As music was believed to affect one’s thoughts, emotions and physical health, it
became used for therapeutic purposes within society. Traditionally, healing
shrines and temples were situated throughout the empire, containing hymn
specialists who prescribed a variety of music for citizens suffering with mental
illnesses, 17 as well as speech impediments. The Greeks discovered that speech
impediments, such as stuttering often did not affect one’s ability to sing and that
through singing and the rhythm of speech it was possible to alleviate the
13

Sachs, Curt. A Short History of World Music. London: Denis Dobson Ltd,
1969. 25.
14
Sachs, Curt. A Short History of World Music. London: Denis Dobson Ltd,
1969. 30.
15
Wang, Yuhwen. "The Ethical Power of Music: Ancient Greek and Chinese
Thoughts." Journal of Aesthetic Education 38, no. 1 (2004): 89-104.
16
Sachs, Curt. A Short History of World Music. London: Denis Dobson Ltd,
1969. 40.
17
William B. Davis, Kate E. Gfeller, Michael H. Thaut. An Introduction to Music
Therapy, Theory and Practice. Third Edition. ed. Silver Spring, Maryland:
American Music Therapy Association, Inc, 2008. 19–20.
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disorder.18 Due to this impact, Greek philosophers such as Plato believed music
was essential in the role of shaping a citizen’s character and had the ability to
teach one “about the complex and vexed roles of emotions and passions in the
moral dramas or narratives of great and small human affairs.” 19 Consequently,
music became an important aspect of education in Greek societies.
Education was fundamental to Greek civilisations, promoting intellect and culture,
enabling full participation within society.20 It became the goal of each state to
promote “intelligent, civically engaged, ethical, and happy citizens”21 through a
holistic education. 22 The curriculum included aspects of play, debate, music,
physical activities, science and philosophy, to form a harmonious body, mind and
soul.23 Over seven years, students received music instruction to develop vocal and
instrumental skills,24 required for religious ceremonies and compulsory intertribal
competitions.25 Music was seen as an exceptional way to cultivate students of any
age. Plato explains that: “one need not wait until a child can walk or speak to start
cultivating moral excellence with musical means.”26 He continues explaining that:
“education in music is most sovereign, because more than anything else rhythm
18

Sacks, Oliver. Musicophilia. London: Picador, 2008. 235.
David J. Elliot, Marissa Silverman. Music Matters: A New Philosophy of Music
Education. Second Edition ed. United States of America: Oxford University
Press, 2015. 92.
20
Mark, M. A Concise History of American Music Education. R&L Education,
2008. 1.
21
David J. Elliot, Marissa Silverman. Music Matters: A New Philosophy of Music
Education. Second Edition ed. United States of America: Oxford University
Press, 2015, 128.
22
David J. Elliot, Marissa Silverman. Music Matters: A New Philosophy of Music
Education. Second Edition ed. United States of America: Oxford University
Press, 2015. 126.
23
David J. Elliot, Marissa Silverman. Music Matters: A New Philosophy of Music
Education. Second Edition ed. United States of America: Oxford University
Press, 2015. 128-129
24
Franklin, John. 2011. "Music in Ancient Greece". In World History
Encyclopaedia,
Alfred
J.
Andrea.
Santa
Barbara:
ABC-CLIO.
http://ezproxy.waikato.ac.nz/login?url=http://search.credoreference.com/content/e
ntry/abccliow/music_in_ancient_greece/0
25
Mark, M. A Concise History of American Music Education. R&L Education,
2008. 1 -2
26
David J. Elliot, Marissa Silverman. Music Matters: A New Philosophy of Music
Education. Second Edition ed. United States of America: Oxford University
Press, 2015. 91.
19
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and harmonia find their way to the inmost soul and take strongest hold upon it,
bringing with them and imparting grace”.27
Ancient Greek myths and legends also express the significant power of music, as
shown through the depiction of Orpheus, an ancient Greek prophet. According to
legend, Orpheus possessed supernatural powers, able to charm animals and
manipulate inanimate objects through his lyre, kithara and voice.28 The legend of
Syrinx provides another example, as the god Pan attempts to seduce Syrinx. After
a great chase, they came to the river Ladon, opposite Olympia. The water was too
deep for Syrinx to cross, so she prayed to the nymphs to transform her. At this
moment, Pan lunged forward, thinking he had grasped her, only to find that he
was holding a bundle of reeds of various lengths. Letting out a sigh, his breath
passed over the reeds sounding different notes. He tied the reeds together and
made a pan-pipe which from then on was his special instrument.29 These fables
reinforce the importance of music within Greek culture, expressing strong
connections to religion, early cosmogony and human society in general.30

27

Wang, Yuhwen. "The Ethical Power of Music: Ancient Greek and Chinese
Thoughts." Journal of Aesthetic Education 38, no. 1 (2004): 89-104.
28
Landels, John G. Music in Ancient Greece and Rome. Hoboken: Taylor and
Francis, 2002. 149-150.
29
Landels, John G. Music in Ancient Greece and Rome. Hoboken: Taylor and
Francis, 2002. 159–160.
30
Fubini, Enrico. History of Music Aesthetics. Translated by Michael Hatwell.
United Kingdom: The Macmillian Press Limited, 1991. 6.
6

1.3 Ancient China
Music served a significant role in ancient China, contributing to culture,
education, religion and mathematics of each empire, dating back to the Shang
dynasty in 1600 B.C.31 It was believed that every musical note contained great
transcendent energy, capable of manipulating citizens for moral or immoral
purposes. 32 Music therefore, became a way to enrich citizens, physically,
spiritually and emotionally.33 According to Yo Ki, an ancient Chinese manuscript,
it was believed that:
Under the effect of music…the eyes and ears are clear, the blood and the
vital energies are balanced, habits are reformed, customs are improved, the
empire is at complete peace.34
Similar to societies of ancient Greece, Chinese civilisations believed that music
represented elements of celestial order which govern the entire universe. These
elements were believed to create a Primal Sound, omnipresent, yet inaudible to
the human ear. The Primal Sound was divided into twelve audible tones,
representing each of the twelve zodiac regions. 35 These tones or lüs, were
discovered by Emperor Huang Ti, through a series of bamboo tubes, 36 Author
David Tame explains that the “Tones were responsible for the creation and
sustainment of everything in the universe.”37 A visual representation of the lüs is
shown in the table below.38

31

Sachs, Curt. The Rise of Music in the Ancient World, East and West. Courier
Corporation, 2008. 105.
32
Tame, David. The Secret Power of Music. Vermont: Destiny Books, 1984. 3334.
33
Tanner, H. M. China: A History. Hackett Publishing Company, 2009. 74.
34
Ki, Yo. "Memorial of Music ".
35
Tame, David. The Secret Power of Music. Vermont: Destiny Books, 1984. 37.
36
J. A, Van Aalst. Chinese Music. Imperial Maritime Customs. Vol. 6, Shanghai:
Statistical Department of the Inspectorate General of Customs, 1884. 6–8.
37
Tame, David. The Secret Power of Music. Vermont: Destiny Books, 1984. 38.
38
J. A, Van Aalst. Chinese Music. Imperial Maritime Customs. Vol. 6, Shanghai:
Statistical Department of the Inspectorate General of Customs, 1884. 12.
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Table 1. J. A, Van Aalst, Comparative Table of Chinese Lüs and Western Notes.

Names

of Corresponding

Lüs.

Western Notes.

Length

of Length

Lüs

in Lüs

of Required
Length

Chinese

reduced to Tubes

Inches.

120th Parts render
of an Inch.

of
to

corresponding
Western Notes.

Huang-

C

4.3853

526.237

540

Ying-chung

B

4.66

559.2

576

Wu-i

B

4.8848

586.176

607.5

Nan-lü

A

5.3

636

645.3

I-tsê

A

5.551

666.12

683.1

Lin-chung

G

6

720

720

Jui-pin

G

6.28

753.6

768.45

Chung-lü

F

6.5824

789.888

810

Ku-hsi

E

7.1

852

864

Chia-chung

E

7.4373

892.476

910.71

T’ai-tsu

D

8

960

963.99

Ta-lü

D

8.376

1005.12

1024.578

Huang-

C

9

1080

1080

chung,
upper

chung, base
Of the twelve lüs, the foundation note known as Huang Chung, was thought to be
the purest and consequently became the foundation of each dynasty. Produced by
a pipe of mathematically correct ratios, the Huang Chung became a standardized
unit of measurement for volume, weight and length in each kingdom. This was
dependant on how many grains of rice the pipe could hold, how heavy it was and

8

the overall length.39
The foundation note varied between different dynasties, representing vibrations of
the shifting heavens and planets. The quest of each emperor, was to discover the
precise pitch of the foundation tone, as they believed that the previous dynasty
would not have ended if the kingdom were in tune with the cosmos.
Consequently, each time the foundation note changed, so too did the kingdom’s
form of measurement.40
Despite the discovery of the twelve-note scale, up to the time of the Yin dynasty
(1300 B.C), only five intervals were in common use as shown below in Example
3.41

Ex. 3. J. A, Van Aalst, Ancient Chinese Pentatonic Scale.

The five notes in the pentatonic scale represented values of benevolence,
righteousness, propriety, knowledge and faith. 42 Two additional notes were
introduced at the beginning of the Chou dynasty (1100 B.C), creating a seven-note
scale as shown below in Table 2 and Example 4.43

39

Tame, David. The Secret Power of Music. Vermont: Destiny Books, 1984. 5558
40
Tame, David. The Secret Power of Music. Vermont: Destiny Books, 1984. 5758.
41
J. A, Van Aalst. Chinese Music. Imperial Maritime Customs. Vol. 6, Shanghai:
Statistical Department of the Inspectorate General of Customs, 1884. 14.
42
Tame, David. The Secret Power of Music. Vermont: Destiny Books, 1984. 61.
43
J. A, Van Aalst. Chinese Music. Imperial Maritime Customs. Vol. 6, Shanghai:
Statistical Department of the Inspectorate General of Customs, 1884. 15.
9

Table 2. J. A, Van Aalst, Scale used throughout Chou Dynasty.
Name of Notes.

Lüs by which the Notes are produced.

Kung

Huang-chung

Shang

T’ai-ts’u

Chiao

Ki-hsi

Pien-chih

Jui-pin

Chih

Lin-chung

Yü

Nan-lü

Pien-kung

Ying-chung

Kung

Huang-chung

Ex. 4. J. A, Van Aalst, Western equivalent notes of scale used through Chou
Dynasty.

Music held a vital role in Chinese culture and religion, instilled through the legend
of Master Wen of Chen, who could control the elements with the four outer
strings of his zither, 44 like the Greek prophet Orpheus. During liturgies and
religious occasions, solstices and equinoxes, music held a significant role,
releasing cosmic energy that would keep the kingdom aligned with the harmonies
of the universe45 and even prevent natural disasters.46
Musicians of ancient China had an elevated status in society, responsible for
manifesting elements of celestial order. They were required to have proficient
musical skill, in addition to an in-depth knowledge of science. The courts
commonly hired large numbers of musicians, believing that the more minds
44

Sachs, Curt. The Rise of Music in the Ancient World, East and West. Courier
Corporation, 2008. 107.
45
Tame, David. The Secret Power of Music. Vermont: Destiny Books, 1984. 54.
46
Tame, David. The Secret Power of Music. Vermont: Destiny Books, 1984. 24.
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actively involved would produce greater amounts of cosmic energy. The T’ang
dynasty had fourteen court orchestras, comprising between four hundred and five
hundred musicians. One orchestra from this dynasty even consisted of 1346
musicians.47
Like the civilisations of ancient Greece, music was vital to ensuring the stability
of society. Philosopher Confucius (479 B.C – 551 B.C)48 stated:
If one should desire to know whether a kingdom is well governed, if its
morals are good or bad, the quality of its music will furnish the answer.49
This is evident through Emperor Shun, who travelled annually throughout his
kingdom to test the accuracy of each territory’s five-note scale in accordance with
the text Shu King, believing that the kingdom was shaped and moulded by the
music performed within it.50 David Tame explains:
Was a civilization’s music wistful, romantic? Then the people themselves
would be romantic. Was it strong and military? Then the nation’s
neighbours had better beware. Furthermore, a civilization remained stable
and unchanged as long as its music remained unchanged. But to change
the style of the music which people listened to would inevitably lead to a
change in the very way of life itself.51
Education was essential in ancient China, cultivating citizens and promoting
social order. During the Zhou Dynasty (1122 - 256 B.C)52 schools were primarily
47

Tame, David. The Secret Power of Music. Vermont: Destiny Books, 1984. 46.
Froese, Katrin. "The Comic Character of Confucius." Asian Philosophy 24, no.
4 (2014): 1-18.
49
Tame, David. The Secret Power of Music. Vermont: Destiny Books, 1984. 35.
50
David J. Elliot, Marissa Silverman. Music Matters: A New Philosophy of Music
Education. Second Edition ed. United States of America: Oxford University
Press, 2015. 307.
51
Tame, David. The Secret Power of Music. Vermont: Destiny Books, 1984. 16.
52
"Zhou dynasty." In Andromeda Encyclopedic Dictionary of World History,
edited by John Haywood. Windmill Books (Andromeda International), 2001.
http://ezproxy.waikato.ac.nz/login?url=http://search.credoreference.com/content/e
ntry/andedwh/zhou_dynasty/0?institutionId=781
48
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established to educate the sons of aristocrats, until Confucius advocated an
accessible education, open to all citizens regardless of gender or social status.
Students were educated on morality, speech, history and government as well as
the “six arts”, which included “ceremonies or ritual, music, archery, charioteering,
the study of characters or language and arithmetic”.53 The Book of Rites explains:
Rites and music were adopted by the three great former kings in educating
their sons. Music was for the cultivation of the inside; rites for the outside.
With rites and music combined in the young man’s inside and expressed in
the outside, he becomes joyous, pious, and gentle.54
Emperors throughout Chinese society advocated music education. Ancient texts
Yue Ji (Record of Music) and Yue Shu (Book of Music) explain:
It is music which provides pleasure to the sages and (it is music) which
improves the minds of the people. The ancient rulers used music in
education as it influenced the people profoundly and changed their
customs and manners...the superior man...uses music in a far-reaching
manner to complete the education of his people. When music
predominates and people develop their righteous character, one can behold
the virtue of the ruler.55
In essence, “music produces a kind of pleasure which human nature cannot do
without”.56
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1.4 Ancient India
Music of India is thought to be one of the oldest and most sophisticated
throughout the world, dating back to 200 B.C.57 Held in high esteem, music is
featured prominently in Indian culture, philosophy, the cosmos and religion, being
present during all religious occasions, ceremonies and private functions.58 Similar
to societies of ancient Greece and China, music is believed to contain a cosmic
force, capable of empowering religious rituals, influencing character and
moulding society.59
According to Hinduism, the syllable OM, is a natural force, representing elements
of celestial order. These elements govern the universe through powerful vibrations
which cause atoms to coalesce. Therefore, when OM is uttered, it is believed that
an alignment occurs between one’s consciousness and the celestial tones.60 The
concept of cosmic energy originated from the Vedas, a series of ancient scriptures
containing traditional hymns and rituals.61 Originating between 1000 B.C – 2000
B.C, the series contains four books known as Rig-Veda, Sāma-Veda, Yajur-Veda
and Atharva-Veda. 62 The Vedas are vital to Hindi meditation and worship,
performed throughout temples and monasteries,63 to stabilise the universe.64 These
ceremonies were conducted by priests in utmost secrecy, as it is believed that the
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knowledge of each ritual could be disastrous in the wrong hands.65 Interestingly,
traditional Vedic rituals continue to be performed to this day.66
The rāga, is a traditional musical art form established in 400 B.C,67 reflecting
different colours, days of the week, elements, seasons, zodiac signs, voices of
animals and even different temperaments.68 Each rāga is assigned to a particular
time of day, using specific modes, characteristics, tempo, ornamentation and
melodic contour.69 It is crucial that these are performed at the appropriate time,70
as according to legend, a musician of Emperor Akbar’s court in the 16th century
performed a night rāga during midday, resulting in the kingdom turning to
darkness.71 Like the civilisations of ancient Greece and China, strict rules were
placed around the composition of rāga,72 reinforcing beliefs of the overwhelming
power of music.73
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There are five sections of the rāga as shown in Table 3 below.74

Table 3. Structure of Rāga.
Ālāpa

Prelude

Asthai

Theme

Antara

Second Subject

Sañcâri

Development

Âbog

Coda

The rāga commences with a slow prelude known as ālāpa, establishing the
associated ethos and drone. 75 The drone provides a harmonic basis for the
performance and is played continuously throughout the piece.76 It is constructed
of three notes (svars), the tonic (sa), dominant (pa) and octave as shown in
Example 5.

Ex. 5. Notated Drone.

The ālāpa features improvisation, stressing the main ideas of the rāga,77 while
exploring the ascending and descending nature of the utilised scale. An example is
the Raag Khamaj shown in Example 6.78
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Ex. 6. Raag Khamaj.

As rāgas are essential to daily life in India, children are educated on the art form
at a young age. They are often taught simplified rāgas, which exclude the
improvisatory elements of the ālāpa.79
The Hindu scale consist of seven notes (svars) as shown in Example 7.80

Ex. 7. Ancient Hindu Scale.

It is interesting to note that this scale shares a resemblance to the western diatonic
scale of C major, however it is not tempered and is characterised by microtones
known as srutis.81 It was thought that this scale derived from nature, as:
The peacock utters the note sa;
the câtaka-bird ri;
the goat the note ga;
the krauñca bird ma;
the woodpecker with its clear voice pa;
the frog, excited by love, the note dha;
the elephant, hit on the head with the driver’s hook,
utters the last note (ni) through its nose.82
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Each of these svars are associated with a mood, as shown in the table below.83

Table 4. Mood associated with svars.
Svars

Mood

Sa, Ma

Tranquillity

Re

Maliciousness

Oa

Joy

Ni

Sorrow

Ga, Dha

Pensiveness

As music was believed to be a powerful force, musicians in India were required to
undergo intensive training, binding themselves to a guru for ten years or more.
Students were expected to be of good moral and spiritual character, vowing to
maintain a modest lifestyle. Within the Hindu text Rāmāyama, it states, that
musicians must accept no money or any form of payment for their music, as it was
believed “the knowledge and wisdom he imparts are thought to be priceless and
far beyond any conceivable financial remuneration.”84 During this time, musicians
were expected to memorise more than sixty rāgas and rhythmic cycles known as
tālas.85
Music in ancient India was also linked with the supernatural. Legend depicts a girl
who averted a famine in Bengal, through the explicit performance of a rāga,
causing rain to fall on the crops below. Similarly, the legend of Emperor Akbar
and the Dipaka rāga, also reinforces the idea of supernatural powers associated
with music. According to the legend, Emperor Akbar was suspicious of the
supernatural powers associated with the Dipaka rāga, as it was believed to
82
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destroy by fire all who dared to perform it. Therefore, he ordered the famous
musician, Naik Gopaul to perform. Being aware of the connotations of the rāga,
Gopaul asked to be excused, however was granted six months leave instead to
farewell his family and friends. Gopaul returned six months later during the
winter. Despite icy temperatures, he waded into the Jumna river until he was
almost entirely submerged, hoping the cold waters might soothe and protect him.
He began singing no more than a few notes when the river grew hot and began to
boil. At this point Gopaul begged the emperor to be excused, yet Akbar refused.
Goupal reluctantly continued to sing and consequently burst into flames.86
Music of ancient India continues to hold great significance within all Indian
societies, 87 contributing to the culture, religion, education and entertainment.
Shankar summarizes explaining that: “The highest aim of our music is to reveal
the essence of the universe it reflects”.88
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1.5 Traditional Māori Music
The Māori are known as tangata whenua – people of the land.89 It was believed
that Māori immigrated to New Zealand from Eastern Polynesia, around 1300
A.D,90 sharing a culture similar to other Polynesian islands such as Tahiti, Hawaii,
Tonga and Samoa.91
According to Māori mythology, there are a multitude of gods stemming from the
Sky Father, Ranginui e tū iho nei and the Earth Mother Papatūāuenuku, often
abbreviated to Rangi and Papa. The lineage of Rangi and Papa gave life to gods
such as: Tānemahuta, the god of the forests and birds as well as father of man;
Tūmatauenga, the god of war; Tāwhirimātea, the god of winds; Tangaroa, the
god of the sea and Rūaumoko, Papa’s unborn child, who created an earthquake
through his restlessness. Each of these gods provided the basis for different types
of traditional instruments and music.92 It was believed that Rangi the Sky Father
was responsible for melody and rhythm came from Papa the Earth Mother’s
beating heart. Their descendants provided materials for instruments as
Tānemahuta, the god of the forest, gave trees and Tangaroa the god of the seas
gave shells.93 It was believed that these gods sang the world into existence: “Kei a
te Pō te timatatanga o te waiatanga mai a te Atua. Ko te Ao, ko te Ao mārama, ko
te Ao tū roa.”94 This has been interpreted as “It was in the night, that the Gods
sang the world into existence. From the world of light, into the world of music.”95
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Music held a special purpose within Māori societies, being utilised in everyday
life. It was believed that:
Every occasion had its song or chant which in some way served a useful
purpose: it could avert evil, relieve the mind of sorrow when a battle was
lost or a loved one killed, or obtain the love of a women on whom the
heart was set. In other words, old Maori music had a magical power which
was used to bring about favourable circumstances or secure some
objective.96
Māori spells and incantations, known as karakia which were either sung or recited
in a rhythmical monotone,97 were used to assist daily activities, providing rhythm
and removing monotony from daily tasks. 98 It was believed that these prayers
contained great power, capable of curing injuries and protecting against danger.
Interestingly, the efficacy of the karakia depended on correct rhythm and
intonation of the performer. If performed incorrectly, the karakia was rendered
powerless and could result in punishment from the gods,99 similar to an incorrect
performance of a rāga in ancient India.
Hundreds of karakia were employed throughout different tribes and a selection is
shown in the table below.100
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Table 5. McLean, Mervyn, Description and purpose of Karakia.
Karakia

Description

aatahu

love charms

hoa

to spilt stones, wither leaves, kill a bird

hoa taupae

to give speed to the feet and to retard an opponent

hono

to unite fractures

kaha

to gain success in fowling

kawa

to remove the tapu from new houses.

kii tao

to give power to spears (weapons); also ‘reo tao’

kii rakua

to give power to weapons

ngau paepae

to avert sorcery against a war party

pou

to fix, such as the memory during instruction

raaoa

to expel the foreign body in choking

rotu

to put people or the sea to sleep

taa koopito

to cure abdominal troubles

tohi

to sprinkle a child in the dedication or tua ceremony

tohi taua

to sprinkle a war party proceeding to war

tuuaa

to dedicate children after cutting the navel cord

tuuaa paa:

to ward off ill luck

whai

to cure injuries burns, choking

whakanoa

to make common (noa) by removing tapu

The Māori believed that the world around them was linked to their spirituality.
They felt reluctant to utilise any natural resources without the spiritual authority
of the tribe’s priest, known as tohunga101 and their music was based on the natural
world, deriving elements of rhythm and melody from bird songs and the rhythmic
chirping of cicadas.102
Traditional Māori instruments were constructed from bone, wood, stone or leaves,
101
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as provided by the gods. 103 The main instrument used was the human voice,
followed by traditional flutes such as the kōauau, pūtōrino, pōrutu and nguru. The
kōauau was usually constructed from human bones such as the humerus and
femur or occasionally wood.104 This flute consisted of a conical bore, open at both
ends, which usually featured three tone holes.105 The kōauau can produce a range
of five semitones, however the pitch was dependant on air speed and embouchure
position. Example 8 demonstrates the range of a kōauau measuring 146mm in
length, 22mm bore and a bottom of 16mm.106

Ex. 8. Andersen, Johannes C., Range produced by kōauau.

The kōauau was commonly featured during funerals, and was thought to express
sorrow. It is unknown why the Māori used this particular instrument, however
Taonga Pūoro expert Richard Nunns suggests the timbre of this flute resembles
the crying of human voices.107
The pūtōrino is a unique wind instrument, combining timbres of the flute, trumpet
and human voice. Constructed of wood, it was believed the pūtōrino held great
power, and was often depicted in carvings of great ancestors. The instrument
originated from the mythological story of the goddess of Arts of Pleasure –
Hineraukatauri, 108 who made shelter from a woven cocoon of a case moth.
Accordingly, she would rise to the top of the cocoon, emitting a siren song, like
103
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the sound of a flute when she wished to mate. However, once this occurred she
would trap the male in the cocoon where his body would provide food for her
spawn.109 It is interesting to note that every song within traditional Māori music,
focused on the text. Therefore, the music of the kōauau and pūtōrino always had
words which could be heard through the instrument. 110 Several legends depict
secret messages breathed through these instruments.111 These flutes were highly
regarded in Māori society, New Zealand historian, John Mansfield Thompson
explains:
Māori people loved the flute and held those who played them in high
regard. Wondrous romantic tales were woven around them. It is claimed
that players could literally make them talk and that words breathed into
them could be carried by the simple notes of the song. Universally, love
may be blind, but in the Māori world it apparently had a heightened
auditory effect.112
The Māori people also utilised leaves to create instruments such as the tuarōtia,
made to imitate bird calls necessary during hunting or to consult the birds as
spiritual guardians.113
Māori societies believed that music possessed unique healing properties. It was
believed that if a kōauau was constructed from the bone of an ancestor it could
ease pain and transmit strength and endurance from their ancestry. The
pūmotomoto, was often associated with fertility, pregnancy and birth. A common
practise was to play the instrument regularly on the stomach of a mother
throughout her pregnancy, and after the birth on the baby, until the child’s
109
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fontanelle had completely ossified.114 Different tribes often had different practises
associated with each instrument. For example, the tribes of Te Whānau-a-Apunni
would often play the kōauau over a broken bone, believing that regular playing
would assist healing. In Tūhoe, instruments such as porotiti (kōrorohū) were used
as healing tools, being played over the head and upper body of a sleeping child
suffering from either chest or sinus congestion. Within the Rutatāhuna
community, the porotiti was used by elders suffering from arthritis, as it was
believed that the instrument could provide relief to suffering joints.115 Music was
also used during medical procedures. The healing expert of the tribe known as the
tohunga rongoā, would select a stone similar in size and shape of the internal
organ to be treated. Placing the stone on the affliction, he would begin to tap the
stone with a rod until it was in the correct position. Once positioned a karakia
began, drawing the infection into the stone.116
The Māori believed that music was vital to the welfare of society, rather than
purely a source of personal pleasure.117 As the Māori had no written language,118
music became a vehicle to retell legendary stories and transmit knowledge of the
past from each generation. In the Oxford History of New Zealand Music, John
Mansfield Thompson expresses:
In waiata (traditional songs) both the incidents of the past and their highborn composers live again. Songs are not just formulae of notes and
words, however beautiful, but a reforming of the community of the
present, and in performance, a recollection of the community of the past.
These songs put us in touch with ourselves, our identity, and our roots, for
as we sing them the scenes of history and visions of ancestors pass dimly
114
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before our eyes and for a brief moment time coalesces and we and they are
one. Songs are an indispensable part of community life and culture. They
have the power to reach down into us to wrench our inner selves from their
moorings and cause the world to glisten and we are reborn, reshaped and
revitalized.119
Instruments were also used in Māori tribes for entertainment purposes and
instruments such as the porotiti (a spinning disc) functioned purely for this
purpose. Richard Nunns explains that:
At night, a player in one village would begin a melody on the kōauau. This
fragment would carry to an adjacent village, where a player would
continue the melodic sequence, and so on, until the playing had circled its
way around the villages and returned to the original village.120
Most traditional songs were accompanied by body percussion, providing rhythm
through feet stamping and arm slapping known as a haka.121 A haka is a dance
with shouted accompaniment, often performed for amusement, welcoming guests
or even during war. It was often thought to be the equivalent of western dance
rituals, and had strong associations with courting behaviour.122 It is interesting to
note that variations of the haka are still performed to this day, such as the famous
ka mate haka. Haka has become part of New Zealand’s identity, being performed
during Māori meetings and during international sporting events. The ka mate haka
is shown below in Example 9.123
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Ex. 9. McLean, Mervyn, Ka Mate.

Various instruments were used to accompany the haka such as poi. Constructed
from flax woven into a ball, poi were used to create a rhythmical effect, through
the action of striking one’s arm or shoulder, to produce a distinctive beat. 124
Interestingly, the Māori had no traditional drum, unlike their Polynesian cousins
in other parts of the Pacific.125 The haka was also used as a war dance, intended to
intimidate the enemy. The most well-known being the peruperu and
tūtūngārhu.126 Performed with weapons at any point during a battle, the peruperu
signalled either defiance or victory. Contrastingly, the warriors performed a
tūtūngārahu for supernatural purposes, as it was believed the dance could predict
the outcome of a battle. The elderly men of the tribe would observe the dancers’
feet and if even one man was out of time, it was believed to be a bad omen and the
battle would be called off.127 Songs were also used during wartime, usually to
challenge opponents or celebrate victories, while karakia provided support from
the gods.128
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In Māori culture, incidental learning was favoured over formal instruction.
Situated in a communal society, children would learn knowledge of history,
mythology and songs through observing their elders.
To keep their own memories green, the old people in the evenings or early
mornings sang through their repertoire of songs while reclining in the
tribal meeting-house and the older children learned them so as to join in
with the community singing. Speeches were always brightened with
appropriate songs or historical dirges, and the speaker often called upon
his people to give volume to the song. When the chorus stood up, it was a
matter of pride to the younger people to be able to join in. Thus, there
were both opportunity and incentive for the adolescents to improve their
knowledge of classical language and acquire an extensive repertoire of
figures of speech, proverbs and sayings, and chants and songs which
would be appropriate for various occasions.129
Despite this, esoteric knowledge such as the karakia was taught traditionally,
through formal instruction in houses of learning known as whare wānanga. 130
However, only young men of high rank were admitted. According to Māori
mythology, it was believed that the original house of learning, known as
rangiaatea was situated in heaven, from which the god Tānemahuta received
three baskets and two sacred stones of knowledge. The baskets were believed to
be kete uruuru matua of peace, goodness and love, kete uruuru rangi of players,
incantations and rituals, and kete uruuru tau of war, agriculture, wood, stone and
earthwork. These baskets formed the basis of the curriculum within whare
wānanga.131
The first encounter between Māori and Europeans occurred in December 1642,
when Dutch explorer Abel Tasman anchored off the northwest coast of the South
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Island of New Zealand. The first communication was established through musical
means, as the Māori and Dutch improvised music on their respective trumpet
instruments. Despite music being thought of as a universal language, a musical
misunderstanding occurred. Māori trumpets were used to challenge the
Europeans, as an invitation to fight, however the European explorers played with
friendly intentions as an invitation to meet.132 The next day, Abel Tasman sent six
men of his crew ashore, of which four were beaten to death by the Māori, giving
the name to ‘Murderers’ Bay’. Abel Tasman sailed away disgusted, unaware he
probably received and accepted a challenge to fight.133
Over a hundred and thirty years passed before the next encounter of the
Europeans and Māori.134 In 1769, Cook circumnavigated New Zealand, being met
by war canoes, filled with Māori warriors, shouting threats, performing war
dances and even attacking his ship.135 He recounted in his journal:
Whenever we were Viseted by any number of them that had never Heard
or seen any thing of us before they generaly came off in the largest Canoes
they had, some of which will carry 60, 80 or 100 people, they always
brought their best close along with them which they put on as soon as they
came near the ship. In each Canoe were generally an old man, in some two
or three, these use’d always to direct the others, were better Clothed and
generally carried a halberd or battle ax in their hands or some such like
thing that distinguished them from the others. As soon as they came within
about a stone’s throw from the ship they would there lay and call out
‘Haromai hareuta a patoo age’, that is come here, come ashore with us and
we will kill you with our patoo patoo’s, and at the same time would shake
132
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them at us, at times they would dance the war dance, and other times they
would trade with and talk to us and answer such questions as were put to
them with all the Calmness emaginable and then again begin the wardance, shaking their paddles patoo patoo’s &c and make strange
contorsions at the same time, and as soon as they had worked themselves
up to a proper pitch they would begin to attack us with stones and darts
and oblige us whether we would or no to fire upon them. Musquetary they
never regarded unless they felt the effect but great guns they did because
these could throw stones farther than they could comprehend.136
Captain Cook’s multiple voyages to New Zealand, provided many opportunities
to observe Māori life and traditional music. He admired their sense of rhythm,
recounting:
In their song they keep time with such exactness, that I have often heard
above one hundred paddles struck against the sides of their boats at once,
so as to produce but a single sound at the divisions of their music.137
Due to the unique sounds produced by traditional Māori instruments, Europeans
often thought they were peculiar.
They have sonorous instruments, but they can scarcely be called
instruments of music; one is the shell, called the Triton’s trumpet, with
which they make a noise not unlike that which our boys sometimes make
with a cow’s horn: the other is a small wooden pipe, resembling a child’s
ninepin, only much smaller, and in this there is no more music than in a
pea-whistle. They seem sensible indeed that these instruments are not
musical; for we never heard an attempt to sing to them, or to produce with
them any measured tones that bore the least resemblance to a tune.138
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The traditional music of the Maori went into decline after the European
colonisation. Early Christian missionaries suppressed the use of Māori
instruments, as they held intricate ties to Māori spirituality.139 Another possible
cause of the decline may be due to the fragile nature of the instruments.140 During
the eighteenth century, European instruments such barrel organs, musical boxes
and Jew’s harps became common sometimes even used as payment for land in the
Wellington region, this was followed by the introduction of violins, flutes and
pianos.141
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1.6 Early Christianity
Early Christian congregations developed in synagogues, inheriting cultural traits
from the Jewish faith. Christian beliefs were based on Hebrew scriptures known
as the Old Testament and share many similarities with the Jewish faith, such as
chanting ancient texts and imitating the Passover Feast through the celebration of
the Eucharist. 142 Music in the church became a way to praise God, impart
knowledge and ensure good moral character, similar to practices of other ancient
cultures. Today, music is essential to the mass and is featured prominently in
churches around the world.
In Rome, Christians were initially forced to carry out religious practises in secret,
for fear of persecution. However, in 312 A.D, Emperor Constantine converted to
Christianity and Christians were afforded equal rights in the empire.143 Christian
churches emerged from underground services and as more citizens converted,
larger venues were required, commencing the construction of monasteries and
basilicas.144
Due to the increasing number of Christians, philosophers and theologians of the
time attempted to revise the mass and the role of music in the church. Criticism
arose, as some believed music to be a product of the devil, bringing corruption,
whereas others believed that it represented harmony and provided spiritual
uplifting.145 A group known as The Fathers of the Church, were equipped with the
task of interpreting the Bible and guiding the church. The group consisted of
writers and scholars who followed Pythagorean tradition, believing that music
could establish harmony and influence the character of its listeners.146 The Bishop
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of Constantinople, St John Chrysostom shared simular beliefs, stating: “God
‘blended melody with prophecy in order that, delighted by the modulation of the
chant, all might with great eagerness give forth sacred hymns to Him.” 147 .
Similarly, St Jerome thought “we ought to sing and to make melody and to praise
the Lord more with the heart than with the voice”.148 This follows the Pythagorean
tradition, that silent song links one to the harmony of universe. Other writers such
as St Basil believed that music in the church should be presented didactically, in
the hope that truths would be more acceptable to the congregation through
musical indulgence.149
In 367 A.D, the Council of Laodicea banned the use of musical instruments and
congregations in the church,150 rejecting the idea of music for enjoyment as they
did not want converts to be associated or reminded of their pagan past.151 Despite
this, Christians were permitted to use a lyre to accompany hymns and psalms in
their homes and during informal occasions. The restricted use of instruments
caused complications as many passages in the Old Testament reference the use of
instruments, such as the harp and organ to praise God, as shown in Example 10.152

Ex. 10. Psalm 150.
Praise ye the Lord. Praise God in his sanctuary: praise him in the
firmament of his power. Praise him for his mighty acts: praise him
according to his excellent greatness. Praise him with the sound of the
trumpet: Praise him with the psaltery and the harp. Praise him with the
Fubini, Enrico. History of Music Aesthetics. Translated by Michael Hatwell.
United Kingdom: The Macmillian Press Limited, 1991. 62.
148
Fubini, Enrico. History of Music Aesthetics. Translated by Michael Hatwell.
United Kingdom: The Macmillian Press Limited, 1991. 63.
149
Fubini, Enrico. History of Music Aesthetics. Translated by Michael Hatwell.
United Kingdom: The Macmillian Press Limited, 1991. 62.
150
Sachs, Curt. A Short History of World Music. London: Denis Dobson Ltd,
1969. 52.
151
Donald Jay Grout, Claude V. Palisca. A History of Western Music. Fifth
Edition ed. New York W. W. Norton & Company, Inc., 1996. 18.
152
Carroll, Robert P., and Stephen. Prickett. The Bible : Authorized King James
Version. Oxford World's Classics (Oxford University Press). Oxford ; New York:
Oxford University Press, 1998. 722.
147

32

timbrel and dance: praise him with instrumented instruments and organs.
Praise him upon the loud cymbals: praise him upon the high sounding
cymbals. Let everything that hath breath praise the Lord. Praise ye the
Lord.
As a result, the council promoted a metaphorical interpretation of the scripture,
stating that the harp represented our mouth and the organ, our body.153 The role of
music during the Middle Ages remained unclear as there were two main beliefs.
Firstly, that the role of music was to praise God and secondly, that music could
also be used for sensory pleasure, as promoted by Aristotle.154
Roman philosopher and mathematician Boethius (480 – 524) 155 wrote a fivevolume treatise on music and metre known as De institutione musica.156 In the
heading of the introduction to Book I, Boethius expresses pure Pythagorean
beliefs: “Music is related to us by Nature, and can ennoble or corrupt the
character.”157
…music is so much a part of our nature that we cannot do without it, even
if we wish to, the power of the mind should nevertheless be directed to the
purpose of comprehending by knowledge what is inherent in Nature. Just
as, in the study of vision, the learned are not content to behold colours and
forms without investigating their properties, so they are not content to be
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delighted by melodies without knowing by what proportions of sounds
these are interrelated.158
Philosopher and music theorist Cassiodorus, shared similar ideas to Boethius. In
his institutions to music he wrote: “If we live virtuously, we are constantly proved
to be under [music’s] discipline, but when we commit injustice we are without
music.” 159 He believed music and religion were closely tied, as music held
supernatural powers able to restore health.
St Augustine, known for his medieval treatise De Musica, believed music to be an
operation of the soul which could lead to enlightenment.160 He explains:
The tears flowed from me when I heard your hymns and canticles, for the
sweet singing of your Church moved me deeply. The music surged in my
ears, truth seeped into my heart, and my feelings of devotion overflowed,
so that the tears streamed down. But they were tears of gladness.161
Despite a love of music, St Augustine was conflicted, harbouring guilt for musical
indulgences. In his Confessions, he states, “It is fitting for a well-balanced
person…to enjoy this pleasure at certain times, but it is unbecoming and shameful
if he allows himself to be carried away by it, even occasionally.”162
For these reasons, The Council of Tours (818) spoke against music due to fear of
corruption. As:
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Everything that can lead the ears and the eyes astray and can corrupt the
vigour of the mind is to be kept away from God’s priests, for it is by
tickling the ear and beguiling the eye that the multitude of sins generally
enters into the soul.163
Ultimately St Augustine believed that the beauty of music has the right of our
attention if we are not dependent on it.164
The pleasure that beauty can awaken is thus not to be ruled out as long as
it is kept within the purview of the intellect, and as long as it is considered
merely as a stage or step in the ascent towards, eternal, disembodied
beauty.165
Early Christian music was significantly influenced by ancient Greece and its
culture, following similar traditions and beliefs. The church inherited Greek
modes,166 and the idea of the supernatural power of music. An example can be
seen through the powers of Orpheus which are now attributed to biblical singer
David. 167 The Old Testament of the Bible depicts David and the therapeutic
qualities of his harp, which uplift an evil spirit consuming Saul.168 The power of
music is also depicted through the biblical account of Joshua and the walls of
Jericho. Joshua was instructed by God to secure the city of Jericho, however a
great wall encompassed the city. Therefore, seven priests marched around the city
blowing trumpets made from rams’ horns, for seven days until the walls
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crumbled.169 It is evident that like ancient cultures of Greece, China, India and
New Zealand, music holds a significant role within Christianity which is still
evident today.
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1.7 Function of Music
Music is a universal phenomenon, being an integral part of societies throughout
history.170 It has been a contributing factor to culture, education and religion.
Evolutionist Charles Darwin, was the first to speculate a biological need for
music. He believed that music was essential to sexual selection and courting,
functioning like peacock feathers to attract a suitable mate. He even suggested
that music preceded speech.171 Similarly, ethnomusicologist Alan Merriam (19231980),172 suggests ten prominent functions of music, as shown below in Example
11.173
Ex. 11. Merriam, Alan, Functions of music in society.
1. Emotional expression
2. Aesthetic enjoyment
3. Entertainment
4. Communication
5. Symbolic representation
6. Physical response
7. Enforcing conformity to social norms
8. Validating social institutions and religious rituals
9. Contribution to the continuity and stability of culture
10. Contribution to the integration of society.
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Merriam suggests that music functions in all societies as a symbolic
representation of ideas and behaviours. An example of this can be observed in the
ancient Chinese pentatonic scale, with each note representing a different
quality.174 Symbolic representation also occurs in India, where rāgas are used to
represent different seasons, zodiac signs, elements and even different
temperaments.
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Similarly, this also occurs in contemporary societies, as

sequences of notes are often used to evoke specific emotions. For example, the
Western harmonic minor scale as shown below in Example 12, 176 is often
associated with sadness.

Ex. 12. Harmonic minor scale in C.

Merriam continues suggesting that music is able to elicit physical responses, and
is capable of exciting, calming and can even causing involuntary movements. This
can be witnessed in ancient cultures marching to the beat of war drums, or even in
traditional Māori societies, where tribes would chant songs to paddle in time with
one another. 177 Civilisations of ancient Greece also utilised music for physical
responses to assist those who suffered from speech disorders. 178 Interestingly,
music is still used to provoke physical responses through the practise of music
therapy.179
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Music is also used to validate social institutions and religious rituals, as well as
informing proper behaviour. Institutions are often validated through songs which
depict history or legend while regulating behaviour and thought. This occurred
during the establishment of early Christianity, when St Basil promoted a didactic
approach towards music during mass, to educate congregations.180 Similarly, in
modern day, hymns, school songs and even national anthems, continue to provide
a historical background while instilling specific morals and behaviours.181
Based on these reasons, Merriam suggests that music contributes significantly to
the continuity and stability of cultures. He explains that:
If music allows emotional expression, gives aesthetic pleasure, entertains,
communicates, elicits physical response, enforces conformity to social
norms, and validates social institutions and religious rituals, it is clear that
it contributes to the continuity and stability of culture…(music) shares its
function with others of the arts. As a vehicle of history, myth, and legend
it points up the continuity of culture; through its transmission of education,
control of erring members of the society and stress upon what is right, it
contributes to the stability of culture. And its own existence provides a
normal and solid activity which assure the members of society that the
world continues in its proper path.182
Furthermore, Merriam states that music contributes to the integration of society.
He explains that:
Music… bring(s) both the satisfaction of participating in something
familiar and the assurance of belonging to a group sharing in similar
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values, similar ways of life, a group maintaining similar art forms. Music
thus brings a renewal of tribal solidarity.183
Today, music is truly ubiquitous. It is used for heightening emotions and
enhancing occasions. Music is featured during religious rituals, chants, hymns and
songs across most cultures. It is used for entertainment, through theatre, concerts,
radio and personal music devices. Music gives individuals ways to express
themselves through songs of protest, war and peace. It is even used to enhance
visual media such as films, television, video games and news broadcasts. Most
social gatherings contain some aspects of music, such as sporting matches,
weddings, funerals, festivals, rituals, night clubs, bars, parties, cafés and
restaurants. As a society, we are constantly being stimulated by music. 184
Consequently, “Life without music in this age is almost as inconceivable as life
without electricity.”185
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1.8 Censorship of Music
Governments and institutions around the globe continue to instil the ancient belief
that music is capable of influencing citizens. This has resulted in music
throughout history being regulated and manipulated to promote certain ideals.
The use of tri-tones provides an example of prohibited music due to moral
influence. The interval comprises of three whole tones, generating an augmented
4th or a diminished 5th as shown below in Example 13.186

Ex. 13. Example of tri-tone.

The interval was condemned in Christianity throughout medieval times to the end
of the Renaissance era, being nicknamed diabolus in musica otherwise known as
the devil’s chord.187 It was believed that the interval was unstable and promoted
evil.188 Due to these associations, the tri-tone continues to be used to express evil
or instability, utilised by various composers such as Wagner, Debussy and
Stravinsky.189
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Another example can be seen during the Second World War, where German
officials manipulated the public consumption of music, to maintain Germany’s
reputation and instil positive perceptions of the government.190 German composer
Richard Wagner, (1813–1883)191 became a German icon.192 Through his music he
expressed a sense of nationalism, portraying the nation’s deepest loves, hates,
hopes and fears; basing numerous operas on elements derived from Nordic
mythology.193 He was admired throughout the country as even the king of Prussia,
Kaiser Wilhelm II (1859–1941) 194 had his car horn tuned to one of Wagner’s
motifs.195
Alongside his musical output, Wagner was also known for his outspoken political
views, stating that: “Jews were only capable of producing money-making music
and not works or art.” 196 It is believed that Adolf Hitler’s (1889–1945) 197
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extermination of the Jewish race was at least in part inspired by Richard Wagner’s
anti-Semitic views. Scholar Margaret Brearley, explains that:
Wagner's ‘Prose Works’ specifically develop the idea that Judeo-Christian
morality and Jewish commerce must be eliminated so that humanity can
regain oneness with Nature and true pagan love. Wagner cast himself as
the saviour of the German people through art.198
Consequently, Wagner is often associated with Adolf Hitler and the Third
Reich. 199 Hitler admired Wagner’s work and his sense of nationalism, and
maintained close ties with the Wagner family. 200 During political rallies, the
overture to Wagner’s Rienzi was played, and soon became a signature tune for the
political movement. 201 Hitler even stated: “I recognize in Wagner my only
predecessor…I regard him as a supreme prophetic figure”. 202 Therefore, it was
believed that Hitler animated Wagnerian beliefs through his political power.203
Due to this association, the popularity of Wagner’s music declined, 204 and
performances of his music have long been protested throughout Israel.205

198

Brearley, Margaret. "Hitler and Wagner: The Leader, the Master and the
Jews." Patterns of Prejudice 22, no. 2 (1988): 3-22.
199
Barry Millington, et al. "Wagner." Grove Music Online. Oxford Music Online.
Oxford
University
Press,
accessed
October
13,
2016,
http://www.oxfordmusiconline.com.ezproxy.waikato.ac.nz/subscriber/article/grov
e/music/29769pg1
200
Pamela M. Potter. "Nazism." Grove Music Online. Oxford Music Online.
Oxford
University
Press,
accessed
October
17,
2016,
http://www.oxfordmusiconline.com.ezproxy.waikato.ac.nz/subscriber/article/grov
e/music/42491
201
Vaget, Hans Rudolf. "Wagnerian Self-Fashioning: The Case of Adolf Hitler."
New
German
Critique,
no.
101
(2007):
95-114.
http://www.jstor.org.ezproxy.waikato.ac.nz/stable/27669199
202
Jacobs, Robert L. "Wagner's Influence on Hitler." Music & Letters 22, no. 1
(1941): 81-83.
203
Brearley, Margaret. "Hitler and Wagner: The Leader, the Master and the
Jews." Patterns of Prejudice 22, no. 2 (1988): 3-22.
204
Barry Millington, et al. "Wagner." Grove Music Online. Oxford Music Online.
Oxford
University
Press,
accessed
October
13,
2016,
http://www.oxfordmusiconline.com.ezproxy.waikato.ac.nz/subscriber/article/grov
e/music/29769pg1
205
Israeli orchestra to play music of Wagner, Hitler's favorite. 2010. Electronic
World Communications, Inc.
43

During this time in Germany, it was believed that jazz was a dangerous form of
music with the genre being linked to moral corruption and decadent lifestyles. It
was criticised due to the use of timbre and improvisation, contradicting Prussian
ideas of discipline. When the Nazi party (National Socialist German Workers’
Party) came into government, jazz curriculums were abolished and jazz musicians
were advised to flee the country or live in secrecy. In 1935, jazz was officially
banned from German radio. 206 Following this, the government sponsored an
exhibition in Munich of ‘Degenerate Art’, followed by ‘Entartete Musik’ in 1938,
otherwise known as degenerate music.207 The exhibition was intended to alert the
public of dangerous genres of music such as jazz, forms of atonal music and
music of Jewish origins.208 The exhibition catalogued a list of Jewish musicians
and composers banned due to their racial background and style such as,
Schöenberg, Hindemith, Stravinsky and Weissmann. The event discredited jazz
journals and texts while installing listening booths allowing the public to hear
music that was publicly ostracized.209 Consequently, the exhibition forced many
composers to leave the country.210
After the Second World War, it was commonly believed that romantic ideals, such
as nationalism and sensualism, manipulated listeners and therefore contributed to
the political and historical downfalls of each civilisation. 211 Composer Arnold
Schöenberg, (1874-1951)212 understood the perils of the diatonic system, as it was
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virtually impossible to regulate the effects each piece would have on a listener.213
Consequently, modernism was conceived, as sensual pleasure was no longer the
prominent feature of music. In 1908, Schöenberg experimented with pitches of
equal importance, redefining the purpose of the tonic and created what became
known as the twelve-tone system. These ideals were inherited by composers such
as Boulez, Stockhausen, Stravinsky, Webern and Varèse.214 Therefore:
…by resisting an aesthetic that exploited music’s power to affirm active
collaboration with evil and to encourage passive submission to injustice,
exploitation and oppression could 20th-century music realize the inherent
liberating power of art.215
The music of Russian composer Dmitri Shostakovich, (1906-1975) 216 provides
another example of musical regulations imposed by a government. Shostakovich’s
operatic career was cut significantly short after his opera Lady Macbeth was
condemned and banned throughout Russia.217 The opera was based on the Russian
tragedy Leskov novella, following the life of Katerina Lvona, a wife of a wealthy
merchant.218 The opera was performed for two years throughout Europe and was
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well received in cities such as New York and St Petersburg, formerly known as
Leningrad.219 In 1936, the opera was performed in Moscow, where the leader of
the Soviet Union, Joseph Stalin exited halfway through the evening. Shortly after
an article was published in the Moscow newspaper Pravda, titled “Chaos Instead
of Music”,220 condemning the opera. It was thought that the opera failed to convey
Soviet beliefs, through the inclusion of jazz instruments and an explicit love scene
which was thought to be sexual assault. The article severely damaged
Shostakovich’s career and resulted in him never producing another opera for fear
of punishment. The opera was banned for three decades due to its perceived
degenerate nature.221
Punk rock group, the Sex Pistols, provide another example of prohibited music.222
Formed in 1975, the band inspired the British punk movement, promoting ideals
of freedom and equality, while rejecting capitalism and conformity. Their music
has been described by the media as, “raw, outrageous and crude”223 and “cult rock
filth”.224 In 1977, “God Save the Queen” was released, coinciding with Queen
Elizabeth II’s Silver Jubilee. The single became a symbol of the social and
political turmoil of the United Kingdom, commenting on the country’s inequality
and anarchy.225 This outraged the public, resulting in the band being unable to
book venues and were constantly met by public protests. Despite this, the band’s
popularity increased and the single steadily rose to number two on the charts. Due
to the magnitude of protests, radio stations refused to play the song and their
219
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music was prohibited throughout areas of Britain. Members received death
threats, as many believed that “the whole world would be vastly improved by their
total and utter non-existence”.226 To the press, punk rock was viewed as “a bigger
threat to British life than Russian communism and hyperinflation”.227
Gothic rock artist Marilyn Manson (1969) provides another example. Originating
from Ohio, Marilyn Manson formerly known as Brian Warner, formed a band
with Scott Mitchell in 1989. The band became a sensation of the 90’s, selling over
a million copies of their album, Antichrist Superstar in 1996.228 Marilyn Manson
accumulated a cult-like following of teenagers, characterised by their use of black
clothing and makeup. 229 Due to the group’s dark image and lyrical content,
Christian activists blamed the band for negatively influencing teenagers,
promoting ideas of suicide, drug use and homicide.230 They were even believed to
be “perhaps the sickest group ever promoted by a mainstream record
company”.231 On the 20th April 1999, two students of Littleton’s Columbine High
School, Eric Harris and Dylan Klebold massacred a dozen classmates and one
teacher before turning a gun on themselves.232 Controversy rose as it was believed
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that the two students were influenced by Marilyn Manson’s music.233 This hit the
band hard as venues refused to book shows, and they were met by protests from
religious activists. 234 Marilyn Manson addressed these issues in Rolling Stone,
explaining that the events at Columbine were a product of American society rather
than the music industry.235 Ultimately, it is unclear whether the offenders were
actual fans of the band,236 however this event reinforces the idea that members of
society still fully believe in the influence of music.
Russian band, Pussy Riot provides another example of the consequences of
performing controversial music. Formed in 2011, Pussy Riot is a protest punk
rock group. Their songs discuss ideas of feminism, LGBT rights and opposition to
the Russian government. Member Nadezhda Tolokonnikova, explained that their
goal “is to change humanity, to transform consciousness…to free society from
prejudices and stereotypes, to be the voice of the voiceless.” 237 This aim is
achieved through public protests and performances, in order to shock the public.
In February 2012, the group performed spontaneously within Moscow’s Cathedral
of Christ the Saviour, in protest of the relationship between the Orthodox Church
and the state. This performance shocked congregations and resulted in two of the
performers being arrested and sentenced to two years in prison.238 The pair were
charged with trespassing, disrupting social order, acts of hooliganism and
disrespect for society which was motivated by religious hate. 239 Due to the
controversy surrounding the band, consequent members were forced to live in
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secrecy, while other members were beaten by officials in the streets.240 These acts
contradict the human right of freedom of expression and provide another example
of musical restrictions implemented by the government.
From these examples, it is evident that contemporary societies still hold the belief
that music is a powerful force, capable of influencing citizens and civilizations.
For if music held no significant influence, it would not be scrutinised and
prohibited in societies around the globe. As these diverse societies hold music in
high esteem, it led me to question the benefits of music, and whether like ancient
cultures music should be prominently featured within the education system.
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Chapter 2: Benefits of Music based on Scientific Research
Music training in childhood “fundamentally alters the nervous system such that
neural changes persist in adulthood after auditory training has ceased.”241
-

Erika Skoe and Nina Kraus

2.1 Cognitive Benefits
It is well established that cultures continue to recognise the significance of music
and its ability to contribute to health and general well-being. Despite this, effects
of music on brain development and cognitive function have remained unknown
until the last few decades.
Neuroanatomist Andrew Arthur Abbie, (1905-1976)242 was the first to speculate
on the connection between music and the brain in 1934. He believed that
“pathways from the brain stem and cerebellum to the frontal lobes are capable of
weaving all sensory experience and accurately coordinated muscular movements
into a ‘homogeneous fabric’”.243 Due to technological restrictions of the time, his
theories remained unproven until the 1990’s, when machinery such as functional
magnetic resonance imaging (fMRI) and positron emission tomography (PET)
scanners were developed. These devices have enabled neuroscientists to observe
how the brain functions and where information is processed in real time.244
Neuroscientists have discovered that nearly every area of the brain is engaged
during the processing of music, 245 unlike similar activities such as spoken
241
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language or reading. 246 This occurs through functional segregation, as each
dimension of sound, such as pitch, rhythm, timbre and dynamics is analysed in
specific areas of the brain. Once processed, aural information is transmitted
through the corpus callosum, bridging the two hemispheres of the brain, to the
frontal lobe. The frontal lobe consolidates this information, accessing the
hippocampus and regions of the temporal lobe, to help decipher each musical
pattern. 247 This complex process occurs instantaneously whenever musical
stimulus is presented.248
Subsequently, neuroscientists began to investigate how the brain functions when
one is playing a musical instrument. Researcher Anita Collins, describes playing
music as equivalent to a full body work out, engaging the areas outlined above in
addition to the motor cortices, responsible for fine motor control. As the motor
cortices are controlled in both hemispheres of the brain, fine movement
strengthens function and communication between hemispheres.249 Neuroscientist
Donna Brink Fox suggests that active engagement in music can even contribute to
brain development.250
In 1995, neuroscientist Gottfried Schlaug and his colleagues at Harvard
University, investigated the neurological benefits of playing musical instruments.
Through a comprehensive study, he explored the neurological differences between
professional musicians and non-musicians. To accurately gather information,
candidates were selected based on their age, gender and hand dominance.
Throughout the study, they discovered that musicians had an enlarged front
portion of the corpus callosum and cerebellum, in addition to increased neural
activity.251 Theoretically, this enables musicians to transmit information between
246
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each hemisphere more efficiently and through more diverse routes. This can help
solve mathematical problems more efficiently and allows musicians to have a
higher level of executive function, being able to plan and strategize more
effectively. 252 This research demonstrates that musicians tend to have higher
levels of brain plasticity, verbal memory and an increased level of grey matter - a
collection of cells, axons and dendrites, responsible for processing information.253
Schlaug et al. also discovered a correlation between anatomical changes and age
where musical training began along with intensity of practise. 254 Due to these
neurological enhancements, anatomists could recognise the brain of a professional
musician instantaneously.255
During this time, Thomas Elbert and his associates conducted a similar study,
exploring the cognitive effects of fine motor control required when playing
musical instruments. The study examined nine string players, (six violinists, two
cellists and one guitarist) chosen due to the use of fine movements and dexterity
required to play stringed instruments. Through magnetic source imaging, they
discovered that the cortices which control the left hand were substantially
enlarged, allowing musicians complex finger dexterity. Like Schlaug’s previous
study, a link between the age of instrumental exposure and magnitude of change
was discovered.256
In 1998, Researcher Agnes S. Chan et al. at The Chinese University of Hong
Kong, discovered that music instruction can also assist with verbal memory. The
study compared musicians who had at least six years of training, to those with no
musical experience. During the study, participants were read a list of sixteen
words three times, having to recall as many words as possible each time the list
252
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was read. This experiment was repeated three times and resulted in musical
participants gaining significantly higher results. 257 In 2003, Jakobson and
colleagues conducted a similar study comparing fifteen trained pianists and
twenty-one candidates with little or no musical background. Similarly, musicians
showed greater verbal and visual memory skills,258 in addition to a correlation
between years of musical exposure and higher results.259 This study suggests that
musical training may enhance auditory processing skills, allowing musicians’
brains to “use the strategies they learn in musical rehearsal to form neural
pathways that make both memory storage and retrieval more effective.”260
In 2008, a study was conducted at the University of Michigan to develop an
understanding of memory capacity and verbal working memory in musicians.
Candidates of varying musical backgrounds were tested against those who had
little or no training. The participants were given a series of exercises to test their
verbal memory capacity and verbal working memory. The study concluded that
there was little difference between the two groups regarding verbal memory
capacity. However, a significant difference in verbal working memory was
present, aligning with findings of previous studies.261
From these studies, it is evident that exposure to music and musical training can
be neurologically beneficial, assisting with memory, fine motor control, auditory
processing, brain plasticity and executive function. These discoveries led Harvard
Professor Alvaro Pascual-Leone, to question how rapidly the brain responds to
musical training. In 1996, a study was conducted on subjects performing five257
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finger exercises on the piano to a metronome, focusing on fluency and timing.
These subjects were observed for five consecutive days and each practise session
was followed by a test.262 The research revealed that the motor cortex responsible
for muscular activity shows changes within minutes of practising music.263 These
findings inspired Pascual-Leone to extend his research, having his subjects merely
think about practising a simple piece of music, holding their hands still while they
visualised how they would move their fingers. When the results of the two
experiments were compared, the studies shared the same results. 264 This study
indicates that any amount of musical instruction can be neurologically beneficial.
When discussing the neurological benefits of music, the ‘Mozart Effect’ often
comes to mind. The ‘Mozart Effect’ arose when French otolaryngologist Alfred
Tomatis (1920-2001) speculated in his 1991 book Pourquoi Mozart? (Why
Mozart?), that listening to compositions by Mozart (1756-1791) could improve
learning and assist with speech and auditory disorders. In 1993, neurobiologists
Rauscher, Shaw and Ky investigated whether musical exposure could enhance
cognitive and spatial abilities and therefore increase test scores. 265 The study was
conducted on 36 tertiary students, who were given a series of tests after being
exposed to ten minutes of Mozart’s sonata for two pianos in D major K488, a
relaxation tape and silence. The results indicated that students who were exposed
to Mozart scored significantly higher than those who listening to a relaxation tape
or silence. However, it was found that these effects were often short lived, lasting
only about fifteen minutes.266 After the study was published, it became headlined
in the media across the United States, that listening to Mozart could increase
general intelligence rather than improve learning for a short amount of time.
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Controversy surrounded the study as scientists were unable to replicate similar
results. Similar studies suggest that subjects had higher scores when listening to
musical stimuli and the relaxation tape. 267 It became evident that heightened
results were not specific to Mozart, as similar results can be obtained through
exposure to “any upbeat moderately familiar rhythmical activity or music.” 268
Therefore, the ‘Mozart Effect’ is now generally considered invalid.
Musical experiences can also protect the brain from aging and hearing loss.
During the aging process, auditory function declines, resulting in inaccurate
processing of audio, making it difficult to distinguish consonants and fast speech.
Auditory neuroscientists Nina Kraus and Travis White-Schwoch explain that:
…older adults with hearing loss find speech comprehension in noise
especially challenging. These communication challenges are not trivial:
from talking on the telephone to ordering in a noisy restaurant, poor
speech understanding in degraded listening environments can contribute to
stress, social isolation, and depression.269
Studies have indicated that musicians generally have enhanced auditory
processing and cognition, as neural circuits overlap when being engaged for
speech and music. This results in faster neural responses to consonants, the ability
to distinguish and understand a variety of sounds in differing environments, and
heighted auditory memory and attention skills. 270 Neurobiologist Alexandra
Parbery-Clark and her colleagues at Northwestern University observed the
auditory function of musicians aged from forty-five to sixty-five to determine the
effect of music on aging and auditory processing. Through measuring the auditory
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brainstem response to complex sounds, Parbery-Clark observed that older
musicians had similar neural timing as young adults with no musical
experience. 271 Therefore, she discovered that “…older adult musicians do not
exhibit many of the age-related declines in auditory function commensurate with
typical aging.”272 Parbery-Clark continued exploring how music instruction can
affect auditory function and began working with adult musicians with hearing
loss. These musicians exhibited the same neurological enhancements as the
musicians observed above, however even with their hearing loss they performed
higher in speech perception and auditory working memory. Parbery-Clark
explains that “Age-related declines in auditory processing are not inevitable. They
may be offset by the quality and consistency of everyday auditory experience.”273
and that “Early auditory experiences, such as through music, are investments in
healthy aging that pay lifelong dividends for auditory processing.”274
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2.2 Psychological Benefits
Music has the unique ability to either calm or excite our physiology,275 regulating
mood and evoking emotion. 276 It is utilised by neurosurgeons to enhance
concentration during operations, by athletes to increase stamina and performance
and by everyday workers to improve attention and motivation.277 Music is even
used in medical settings, to help stabilise breathing of premature babies and
cardiac patients. 278 The overwhelming influence of sound occurs biologically,
through sympathetic arousal as part of the fight or flight mechanism. Music
considered alarming, (often dissonant and of fast tempo) can increase pulse,
heartrate, perspiration and cause stomach muscles to constrict, as the body
prepares to act. 279 Contrastingly, relaxing music (generally soft and of slow
tempo) mimics natural soothing sounds, such as maternal vocalisations,
decreasing sympathetic arousal and in doing so, calming one’s physiology.280
It can be argued that these biological responses to specific sounds are learned,
through cultural imprinting. Cognitive scientist Steven Pinker suggests that
emotional connotations of music can only occur when the listener is familiar with
intended cultural idioms.281 However, researcher Thomas Fritz disagrees. In 2009,
he led an expedition to a remote village in North Cameroon, to investigate
whether emotions conveyed in music are culturally bound. The Mafa people who
had not been exposed to western art forms, were played excerpts of western
music, intended to convey happiness, sadness or fear. The listeners then selected
an image which best represented each excerpt, which was compared with results
obtained by German listeners. The results indicated that both sets of listeners
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could successfully recognise the intended emotion of each excerpt, suggesting that
music is not bound by cultural idioms.282
Emotional responses to music can also cause physical reactions, such as goosebumps or chills. In 2001, neuroscientists Anne J. Blood and Robert J. Zatorre
studied how neural mechanisms processed emotional responses to music. The
study monitored several candidates who were exposed to ninety seconds of
control music, noise, silence and a personally selected piece of music which
continuously gave each candidate pleasurable responses. The control music was
another participant’s specifically chosen piece. Neuroscientists monitored each
candidate’s neural responses through heartrate, skin temperature and PET scans.
Results indicated that participants’ heart rates, nerve responses and respiration
depth increased significantly during climatic points of the music which induced
chills. Chills were not reported during the control music, noise, or silence,
suggesting that emotional intensity must be met before chills are experienced.
Imaging indicated a series of similarities between music that induced chills and
similar pleasant emotions experienced under the influence of cocaine. Researchers
discovered that when participants listened to their selected piece, there were
increased levels of dopamine, as neural systems relating to the neural motivationreward system were activated. This system is a biological necessity, rewarding
behaviours essential for survival such as food or sex. The study explains that
“This is quite remarkable, because music is neither strictly necessary for
biological survival or reproduction, nor is it a pharmacological substance.” 283
Perhaps cognitive scientist Pinker was right in naming music “auditory
cheesecake”. 284 A 2011 study obtained similar results, as candidates showed
increased levels of dopamine after being exposed to music they found
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pleasurable.
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These studies suggest that exposure to music can be

psychologically beneficial, improving overall mood.
The psychological effects of music were also examined in a 2001 study where
eighty-seven participants were exposed to Pachelbel’s Canon in D major, three
times, to investigate whether musical experience could reduce stress. During the
study, participants’ stress levels were monitored through blood pressure, heart rate
and saliva, followed by a questionnaire. Like previous studies, findings indicated
that music can reduce anxiety and could be used as a safe and effective method to
prevent increases in anxiety, heart rate and blood pressure.286
These findings led researchers Tonneijck, Kinébanian and Josephsson, to examine
the psychological impact of specific types of music making, such as choral
singing. Researchers found that the “choir functioned as a ‘platform’ where
participants felt safe, connected to others, (and) experienced a sense of
wholeness”.287 Their study indicated that choristers found that singing provided
unity, increased energy and relaxation.288 Similarly, researcher Hyun Ju Chong
discovered that communal singing also promoted interpersonal relationships and
self-expression, allowing participants to communicate emotions non-verbally.289
Comparable studies found that choir participation can also positively influence
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emotional states and immune competence, 290 reduce stress, 291 and promote
general well-being292 and mental health.293
A study conducted in 2000, examined changes in immune function during choral
activity, monitoring choristers’ levels of; Immunoglobulin A (S-IgA), a blood
protein which protects against respiratory infections, and cortisol, a hormone
which regulates immune response. The study selected participants from the
Pacific Chorale, a professional choir who were preparing Beethoven’s Missa
Solemnis. Candidates were tested via saliva samples before and after two
rehearsals and one performance. Six samples in total were collected per candidate.
Results indicated that concentrations of S-IgA were 1.5 times greater after
rehearsals and that more than 90% of singers showed increased levels after
performances. Average cortisol levels decreased during rehearsals, however
increased in performance settings. These findings suggest a higher immunity rate
among those who participate in choirs and that choral singing promotes general
well-being. 80.5% of candidates expressed that “singing has made me a happier
person” and 68.3% said “singing had contributed to my personal well-being.”294
Studies have further examined the chemical and biological effects of music,
suggesting that oxytocin is responsible for the social and health benefits of music
and adrenocorticotropic hormone (ACTH) mediates the engagement and
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effects.295 Oxytocin is a neuropeptide, released into the blood stream as a hormone
to mediate social behaviour and regulate stress and anxiety.296 In contrast, ACTH
stimulates the release of glucocorticoids and inhibits the release of antibodies
which suppress the efficacy of the immune system. 297 It is believed that
continuous activation of ACTH can contribute to stress related illnesses. 298 A
2015 study examined four jazz musicians before and after performing in a vocal
quartet. This study explored the differences between standard performance and
improvisatory performances through blood samples. The results indicated
significant decreases in ACTH and increased concentrations of oxytocin during
improvisations, as musicians bonded socially through listening, cooperating, coordinating, and communicating with each other.299
In addition to choral activity, the effects of group drumming circles have also
been investigated. Group drumming has gained popularity, requiring little musical
knowledge. Music therapist Vanessa Camilleri explains that:
Structured drumming exercises provide a safe and predictable framework
within which children learn to come together, becoming positive and
active group members. Such social skills as listening, concentration,
sharing, cooperating, respecting, risk-taking, and many more, are
developed through the fun and motivating medium of drumming. As trust
develops in the group through successful experiences of playing together,
the way is paved for individual children to be creative, to try new things to
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discover their own imaginative capacities, and to work on important
personal issues. Drumming allows children to focus on themselves and
others, as it requires both listening and sound production simultaneously.
A highly emotional and physical activity, drumming mobilizes mind,
body, and heart, creating shared moments of pure connection, joy and
surprise.300
Daisy Fancourt and her colleagues explored the benefits of weekly ninety-minute
group drumming sessions, over a ten-week period. The study involved forty-five
participants suffering from depression or anxiety, of which thirty were allocated to
the drumming group while the remaining fifteen established a control group. The
music group was taught by a professional drummer, who provided djembe drums
for the participants and taught basic rhythms through a series of call and response
exercises, in addition to giving improvisatory opportunities. Candidates were
monitored through questionnaires and saliva samples to assess cortisol and
cytokine levels. The results indicated that participants involved in the drum circle
showed increased anti-inflammatory cytokine, and a significant reduction in
anxiety and depression, while the control group remained the same. The effects of
music instruction were maintained three months after tuition had ceased. These
results suggest that drumming circles can be beneficial, improving social
resilience and mental well-being even after tuition.301
The effects of group based music making for tertiary students has also been
explored by education professors Dimitra Kokosaki and Susan Hallam. During the
study, sixty-two non-music students were selected from two English universities,
and asked to comment on the impact group music making had on their lives. An
overwhelming majority of the students found that participating in an ensemble
positively impacted their lives, developing social, musical and personal benefits.

300

Camilleri, Vanessa. "Community Building through Drumming." The Arts in
Psychotherapy 29, no. 5 (2002): 262.
301
Fancourt, Daisy, Rosie Perkins, Sara Ascenso, Livia A. Carvalho, Andrew
Steptoe, and Aaron Williamon. "Effects of Group Drumming Interventions on
Anxiety, Depression, Social Resilience and Inflammatory Immune Response
among Mental Health Service Users." PLoS ONE 11, no. 3 (2016): 1-16.

62

The results suggested the group music promoted social bonding and improved
self-esteem, resulting in participants feeling rewarded and satisfied. This study
suggests that participation in ensembles can be beneficial for musicians and nonmusicians alike. 302 Similarly, in 2010, two German psychologists investigated
whether music education and joint music making, could affect social skills and
bonding. A study was conducted on ninety-six pre-schoolers aged four, from
mixed socioeconomic backgrounds from various German day-cares. The
psychologists discovered that after group music making activities, children of
both genders displayed high levels of social bonding, expressing a more
empathetic and cooperative nature.303
These studies referenced, represent a small portion of the research conducted on
the psychological and physiological effects of music participation and group
music making. All have similar results, indicating that music can be extremely
beneficial for all ages, improving general health, mood, reducing stress,
promoting social bonding and enhancing immune health. These results have
implications on medical and therapeutic settings, as music is becoming a viable
alternative to pharmaceuticals.304
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2.3 Benefits for the Developing Brain
Due to the neurological benefits of learning music, many researchers began to
question what effect music instruction would have in educational contexts.
Neuroscientist Oliver Sacks, (1933-2015)305 explains that “For the vast majority
of students, music can be every bit as important educationally as reading or
writing.”306
Research suggests music instruction can enhance spatial abilities, leading to
enhanced cognitive development. 307 There are two different types of spatial
abilities, spatial recognition and spatial temporal reasoning. Spatial recognition
involves identifying and sorting items dependant on variables such as colour,
shape, size and so on. Spatial temporal reasoning, involves retaining mental
imagery without visual aid and the ability to transform or combine images. This
process is used during activities which require high brain function, such as
problem solving, mathematics and playing chess.308 These abilities are used by
musicians during musical performance to understand notation. 309 Researcher
Rauscher explains that:
…playing a melody involves reconstructing a spatial-temporal pattern in
which the elements are not puzzle pieces but notes of high and low pitches
of long and short duration.310
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Professor Temple Grandin, suggests that music education from preschool is
crucial, as enhanced spatial-temporal reasoning abilities could significantly
impact mathematics and science education, making complicated concepts easier to
understand. 311 These abilities are integral for a range of professions, such as
engineers, archaeologists and surgeons.312
In 1999, Gael I. Orsmond and Leon K. Miller at the University of Illinois,
explored whether early music instruction could benefit cognitive development.
The study involved fifty-eight pre-schoolers aged three to six, of the same gender
and similar ethnicity. Over four months, twenty-nine students were exposed to
regular music lessons of Suzuki methods, while the remaining children had no
form of musical instruction, establishing a control group. Students involved in the
Suzuki program learnt either piano, violin or cello, all which involve finger
dexterity and fine motor control. Initially and during the study, students were
tested on verbal and spatial tasks, to develop an understanding of how music
affects cognitive development. Results indicated that children who were exposed
to music instruction had improved spatial skills and demonstrated an enhanced coordination between visual perception and fine motor planning, while the control
group showed no improvement. The study also found that music education can
strengthen and coordinate auditory, visual and motor cortexes, therefore
accelerating cognitive development. Similar to previous findings, researchers
concluded that music instruction at a young age can vastly impact cognitive
development and result in enhanced spatial skills.313
Researcher Terry D. Bilhartz and his colleagues also investigated whether music
instruction promotes cognitive development, conducting a study involving
seventy-one pre-schoolers, aged between four and five from East Texas. The
children were divided into two groups, one which would receive musical tuition,
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while the other group established a control group. The study indicated a
significant relationship between early music instruction and cognitive growth,
specifically in non-musical abilities. Results revealed that children who had been
exposed to music instruction, scored significantly higher in tasks involving
abstract and spatial temporal reasoning. Interestingly, children who had minimal
exposure to music tuition during the study, also scored significantly higher,
suggesting that even a small amount of music education can be vastly
beneficial.314
In 2006, Takako Fujioka and her colleagues conducted a similar study, exploring
the development of the left hemisphere of the brain in children who had been
exposed to one year of violin training, compared to those with no musical
background. Twelve children aged between four to six participated in the study,
half who would receive instrumental training in violin or piano. These children
were monitored closely, being measured four times throughout the study using
magnetoencephalography (MEG). Parents of the children were also involved in
this process, monitoring amount of time spent practising in addition to their
involvement in extracurricular activities such as gymnastics and sports, in an
attempt to isolate benefits associated with music instruction. The results indicated
that exposure to instrumental lessons stimulated the development of specific areas
of the brain, while strengthening working memory capacity.315 It is important to
note that several variables were uncontrolled, therefore the researchers believe
that stimulation between groups may have influenced overall findings.316
These studies prompted Professor Lois Hetland to question the relationship
between music education and cognitive development, discovering several
theories. The first theory, known as the Trion theory, suggests that neural centres
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used during musical and spatial tasks, are in close proximity, and are therefore
linked. The second theory known as the neural connections theory, developed
through studies which suggest that a small exposure to music instruction can
enhance spatial skills. Researchers felt these results suggested a prewired neural
connection between processing centres for music and spatial temporal skills. The
third theory suggests that complex processing is involved during musical
performance, as one is required to understand melody, rhythm, pitch and notation,
in addition to having fine spatial relations, motor control and interpersonal and
intrapersonal skills. 317 Hetland concludes that musical reasoning and spatial
intelligence use similar cortical patterns, meaning musical exposure can be
particularly beneficial for developing brains.318
A similar study was conducted in 2010 at Monash University in Melbourne, to
explore the benefits of a classroom based instrumental music program compared
to regular music classes as part of the school curriculum. One hundred and fiftytwo students were selected across nine regional primary schools with the mean
age of 8.79 years. Five schools received an intensive string instrumental program
in addition to their regular music program of one hour per week. The instrumental
program was based on philosophies of string educators Paul Rolland and Sheila
Nelson, incorporating improvisation and educational games to encourage broad
learning outcomes. The control program was often led by non-specialist teachers,
exposing children to basic singing and rhythmic activities for one hour per week.
Results indicated that students who were involved in the instrumental program
demonstrated improved attention, verbal learning, verbal immediate recall, visual
perception and visual recall. This group scored significantly higher than the
control group in all areas except for verbal delayed recall. The control group also
showed greater improvements in immediate recall in the second year, however
declined in visual perception. Contrastingly, the scores of the instrumental group
were maintained. This research suggests that the string based program
significantly enhanced students’ learning, visual perception, and immediate recall
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of verbal information, therefore improving auditory skills. This study continues to
suggest that the quality, quantity and content of one’s music education has a
considerable effect on cognitive ability and that specialised teachers may be
required to carry this out.319
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2.3.1 Literacy
A correlation has been found between music skills and phonological awareness,
which can be linked to early reading skills.320 A literature review by researcher
Ron Butzlaff, suggests a distinct relationship between musical instruction and
standardised measures of reading.321
In 1996, Martin F. Gardiner and his colleagues, studied the effects of music
instruction on literacy skills. The study involved ninety-six children, aged
between five and seven years old. Participants were divided into two groups, one
which would receive Kodály and visual arts instruction, while the other received
music and visual arts training through the standard curriculum. After seven
months of instruction, the students were given the “First-Grade Metropolitan
Achievement Test” and the results were compared with previous scores from
kindergarten. The results indicated that majority of the children involved in the
specialised art program had lower test scores than the children in the control
group however after seven months of tuition, children had not only caught up to
their peers but also were ahead in mathematics. The study was repeated the
following year, giving similar results. The researchers believed that involvement
in the specialised arts program challenged and motivated students, enhancing
development of mental skills. 322 This study also suggests that quality and
curriculum of music education influence overall results and development.
In 2002, researchers at Canadian university, McMaster, explored the connection
between music and cognitive development; specifically, whether music education
could impact early reading skills in pre-schoolers. During the study, one hundred
children aged between four and five were examined. These candidates were given
a series of exercises that focused on elements of music such as pitch, rhythm,
melody and harmonic progression. The results indicated that music training aids
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phonological awareness, as children could differentiate different sounds with ease.
They discovered that once a child can differentiate difficult sounds, they are more
able to associate phonemes with their visual representation. For example, the
sound “ah” with the letter A. The study suggests that music training is beneficial
to young children, as language and music are processed in similar ways.
Researchers explain that:
Both speech and music involve combining small numbers of elements
(phonemes, notes) according to rules (referred to as grammars in music
theory) that allow the generation of unlimited numbers of phrases or
utterances that are meaningful323
Therefore, music education establishes a link which can accelerate the
development of auditory analysis skills, needed for processing language as one
blends and segments sounds.324
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2.3.2 Language
Researcher Dana L. Strait and her colleagues explored whether this neural
enhancement of musicians could benefit language related skills. A study was
conducted on seventy-six participants of normal hearing, aged between three and
thirty. These participants were divided into three groups according to age and then
divided by musical ability in each. Throughout this study all musicians received
weekly instruction and practised at home for at least four days of the week. To
reduce variables participants shared similar socioeconomic status and each age
group shared similar intelligence. Candidates of each age group were given a
series of tests to monitor their intelligence quotient, working memory, as well as
cognitive, auditory and visual abilities. Results indicated that musicians from all
age groups performed higher in temporally distinct responses, for example
distinguishing the difference between Ba and Ga. They also performed higher on
tasks that required working memory and had faster reaction times. These results
imply that musicians have enhanced neural coding and heightened auditory
processing from as young as the age of three. Research therefore suggests that:
Musical experience prior to 3.5 years of age may be especially influential
on speech processing given evidence for the closing of a sensitive period
for the development of speech perception at that stage.325
Furthermore, that:
…music training may offer an efficient means of improving auditory
processing in young children. We propose that music training provides a
rewarding, acoustically enriched auditory environment during this
sensitive developmental period, with the capacity to confer lasting impacts
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on the functional and structural organization of the human auditory system
that set the stage for later language skills.326
Several years later, a similar study was conducted, examining how musical
training influences linguistic abilities in eight-year-old children. The study
involved thirty-two Portuguese children with no musical experience, over a period
of nine months. To reduce variables, candidates selected were of normal hearing,
same hand dominance and of similar socioeconomic backgrounds. These children
were divided into two groups, one which would receive musical tuition while the
control group were involved in painting lessons, to maintain the same level of
engagement and stimulation between the two groups. Prior to specialist training
and during the study, the children were examined through neuropsychological
assessments to monitor skills such as pitch discrimination, reading abilities and
general intelligence. The findings indicated that both groups showed
improvements, scoring higher than the initial examinations however it is unknown
whether this is due to exposure to tuition or general development. The results did
indicate however that children who had been exposed to musical training,
demonstrated improved reading skills, pitch discrimination and higher general
intelligence quotient than the control group. This study concludes that musical
training can improve auditory analysis, phonological development and sound
sequencing and blending, skills required for the development of reading.327
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2.3.3 Auditory
These studies suggest that music education can benefit not only reading skills but
also auditory skills involved in speech. In 2005, music education Professor Joyce
Eastlund Gromko, conducted a study to assess the benefits of musical tuition
during early years of development. As part of the study, Gromko selected two
preschools, one to establish a control group, as children received no musical
tuition, while the other pre-schoolers received thirty-minute instruction once a
week for four months. The two groups of children were tested three times a year
for phonemic awareness, using dynamic indicators of basic early literacy skills
tests. Throughout the study, it was ensured that the two groups received the same
amount of reading instruction. Music tuition was taught by advanced university
music students who based their work on Jerome Bruner’s theory of cognitive
development, discussed in The Process of Education (1960, 1977) and Toward a
Theory of Instruction (1966). During these thirty-minute segments, children learnt
basic folk songs, body percussion and had the opportunity to play basic
instruments such as shakers, triangles and woodblocks. Results indicated that
children who had been exposed to music education, showed a significant
improvement in phonemic fluency, developing aural skills faster and more
efficiently,328 reinforcing the idea that:
Even just a small exposure to music lessons as a child creates neural
circuits for music processing that are enhanced and more efficient than for
those who lack training. Music lessons teach us to listen better, and they
accelerate our ability to discern structure and form in music…329
Similarly, in 2015, researchers Adam Tierney, Jennifer Krizman and Nina Kraus
conducted a longitudinal study on adolescent auditory enrichment, to investigate
whether music training alters auditory development. The study monitored two
groups of high school students, one which received music training and the other
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which received cadet instruction, both available through the school’s curriculum.
At the mean age of 14.7, students were tested on language skills and again three
years later. The study showed both groups improved phonological awareness,
however a more substantial improvement was observed in the music group. The
children involved in music instruction also maintained high response consistency,
suggesting music tuition can maintain heighten synaptic density in the auditory
system. Researchers stressed the importance of exposure to music education
during childhood, as during adolescence plasticity declines, suggesting musical
training leads to greater gains in auditory and motor function when began during
young childhood.330 Researcher Susan Hallam, suggests that musical engagement
can induce cortical reorganisation, responsible for how the brain processes
information. Furthermore, that if this occurs during early development, alteration
in the brain may permanently change the way which information is processed.331
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2.3.4 Predisposition
Scientists and researchers have additionally questioned whether music tuition
promotes intelligence or whether brighter students are more likely to study music,
as generally musicians are from a higher socioeconomic status. 332 Researcher
Glen Schellenberg, investigated the relationship between intelligence and musical
instruction on four groups of school children. Two of these groups received music
tuition, one instructed on keyboard, the other on voice through Kodály methods.
The two remaining groups established control groups, one was exposed to drama
tuition while the remaining group received no instruction. The results indicated
that all groups involved increased in intelligence quotient due to natural
maturation, however, the groups exposed to music instruction had significantly
larger increases.333
From such studies, it is difficult to distinguish whether these results are purely due
to musical training or other variables, such as personality and predisposition.334 In
2005, a study was conducted by a group of neurologists, to monitor the effects of
music education on developing brains, and examine whether elements such as
predisposition affected the overall result. The study involved seventy children,
aged five to seven, of which thirty-nine students were exposed weekly to half an
hour private sessions on keyboard or a stringed instrument, while the remaining
thirty-one children established a control group. While the control group did not
participate in private instrumental tuition, they were exposed to weekly half an
hour music classes at school included in the curriculum. These classes consisted
of singing and experimenting with percussive instruments such as drums and
bells. To conduct a fair experiment, variables such as socioeconomic status, hand
dominance and parental education were considered. Throughout the study
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candidates were monitored through MRI scans and given exercises to test auditory
skills, verbal memory and fine motor control. The results indicated that despite
weekly music sessions the control group remained the same in cognitive function,
while the group exposed to private instrumental tuition showed correlations
between music perception skills, verbal reasoning and phonemic awareness,
necessities to a developing brain.335 This study additionally proved through MRI
and fMRI that there were no differences between children starting musical tuition
and the control group concluding that it is unlikely the children who pursued
music had any predispositions prior to training.336
A 2009 study also questioned whether anatomical structures found in adult
musicians are a product of nature or nurture. The study investigated the
relationship between structural brain changes in children and musical training
over a fifteen-month period. Thirty-one children were selected to participate in the
study, fifteen of these students received private keyboard tuition, while the
remaining sixteen children established a control group, receiving regular music
tuition as part of the education curriculum. To reduce variables, children selected
were of the same hand dominance, similar age, gender and socioeconomic status.
During the study, children were monitored through MRI scans and behavioural
tests, indicating that children exposed to private music tuition showed greater
behavioural and cognitive developments, showing high levels of neuroplasticity.
These results suggest that anatomical changes are a product of music training
rather than biological predisposition 337 and that quality of instruction is a
significant factor.
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2.4 Benefits for Children from Low Socioeconomic Backgrounds

Socioeconomic status is defined by household income, parental education and
occupation, deriving from the idea that parents and caregivers of high
socioeconomic backgrounds can provide adequate resources to support their
child’s growth. Contrastingly, families from lower socioeconomic backgrounds,
may struggle to access adequate resources for their child, often resulting in poor
nutrition, healthcare and fewer enriching auditory interactions.338 Factors such as
parental education can impact students’ academic ability, as highly educated
parents are often more able to provide stimulating resources to motivate and
promote academic skills.339 The number of children in a family can additionally
affect educational outcomes, as parents are equipped with a finite amount of
resources such as money, energy and time. One study suggests that in bigger
families these resources are divided, giving subsequent children fewer educational
opportunities. 340 These factors can significantly affect a child’s academic
performance, often resulting in higher levels of academic failure and school
dropout.341
Biologist Nina Kraus discusses that:
Children from disadvantaged backgrounds often face impoverished
auditory environments, such as greater exposure to ambient noise and
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fewer opportunities to participate in complex language interactions during
development.342
These factors contribute to impaired reading and cognitive skills, delaying
auditory development, essential to linguistic ability.343 Research suggests a strong
correlation between socioeconomic status and verbal language skills, 344 often
resulting in weaker levels of vocabulary when children begin school.345 This has
multiple implications in an educational context, as children from impoverish
backgrounds often have deficiencies in neural processing 346 and are therefore
disadvantaged before the onset of education.
Nina Kraus and her colleagues questioned whether an enriching auditory
environment that occurs through music instruction, could counteract auditory
deprivation and “enhance the neural processing of speech”347 in at-risk children.
Throughout the study, neurologists worked alongside the Harmony Project, a
community music program which provides free music tuition to over one
thousand at-risk children in Los Angeles. The children involved in this program
are from low socioeconomic backgrounds and the majority are eligible for free or
342
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reduced lunches, due to their household income being below 185% of federal
poverty. Forty-four at-risk children were selected to participate in this study from
the program’s waiting list. These children were divided into two groups; one
which would receive music tuition immediately and the other which would
receive tuition after a year. Candidates followed the curriculum set out by the
Harmony Project, involving two one hour sessions of musicianship, focusing on
pitch, rhythm, notation and basic recorder skills, once a week. Generally, after a
six-month period children progressed to instrumental and ensemble training for
four hours a week, on either a string, woodwind or brass instrument. Over the
two-year period, neural responses were monitored, using Intelligent Hearing
System’s SmartEP platform,348 to monitor short and long term effects on cortical
and non-auditory regions. The results showed that both groups demonstrated
neural enhancements, however a direct relationship was established between
hours of practise and improvement of neural differentiation. This implies that the
more music education a child is exposed to, the greater level of neural
improvement. This study indicates that music education has the potential to
encourage neuroplasticity in at-risk children who otherwise may be subjected to
academic and social difficulties.349
A further study was conducted with twenty-six students from the Harmony
Project, aged between six and nine years old. The study found that students who
were exposed to music education over a two-year period, were more engaged and
developed stronger encoding of speech, resulting in increased reading scores. A
relationship was also discovered between attendance and neural enhancements, as
children who had higher attendance in instrumental classes had stronger neural
encoding and higher reading fluency, while those who did not participate were
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more likely to decrease in reading fluency. 350 These studies suggest the
importance of music education and how it can significantly impact children’s
cognitive abilities and academic performance.
Exposure to music education can additionally affect social outcomes, as growing
evidence suggests that communal music making can foster social inclusion. Social
inclusion is:
…a process which ensures that those at risk of poverty and social
exclusion gain the opportunities and resources necessary to participate
fully in economic, social, and cultural life and to enjoy a stand of living
and wellbeing that is considered normal in the society in which they
live.351
Factors such as poverty, discrimination, lack of learning opportunities and lack of
basic competency can often lead to social exclusion. In 2007, England
implemented a national signing program, Sing Up.352 The program aims to give
every child the opportunity to participate in regular singing experiences,
promoting personal, social and educational development. Researcher Graham F.
Welch and his colleagues investigated the program in 2014, assessing 13,096
children’s singing ability and attitude toward singing. Results indicated a
relationship between singing ability, positive self-esteem and social inclusion.
Researchers commented that these results were likely due to the group based
pedagogy.353
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Researchers Frances H. Rausher and Sean C. Hinton, also examined the effects of
music education on children from economically deprived backgrounds. The study
was initially conducted in 1997, on seventy-eight preschool students across three
institutions over forty-eight weeks. These students were assigned either musical
tuition (group singing or piano), computer instruction or no instruction. The
students were tested both before and after instruction, on spatial-temporal
reasoning and spatial recognition tasks. Initially, children produced similar results,
however when tested after exposure to tuition, results indicated that the children
involved in piano instruction, scored higher on spatial-temporal reasoning tests
compared to the other children. Interestingly, all children showed similar results
on spatial recognition tests, however those involved in singing and computer
instruction did not improve significantly during any tests.
To further examine these results, another study was conducted analysing how
various types of music instruction affected cognitive function, as each instrument
requires a different set of skills. For example, singing requires high levels of
auditory function to match pitches aurally, while keyboard instruments provide
visual representation of distance between pitches, therefore utilising spatial
reasoning, while rhythmic instruments require fine motor control. One hundred atrisk children of contrasting ethnicities were given instruction on piano, singing or
drums, over a period of forty-eight-weeks. Candidates were tested during the
study both before and after receiving musical tuition. The results indicate that
students involved in learning a rhythmic instrument scored significantly higher
during temporal and arithmetic tasks. Interestingly, all groups performed
significantly higher than those who had no instrumental instruction during the
initial study.
A third study was conducted to analyse the longevity of cognitive development
after music instruction was terminated, compared to children of the same age with
no musical history. To determine these effects, students from the previous studies
were tested, measuring levels of reading and auditory comprehension, numerical
fluency and oral expression. The students from the initial study who had been
exposed to music instruction, continued to score higher than their peers in
spelling, reading, reading comprehension, mathematics, reasoning and listening
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tasks. Similarly, the students who received music instruction in the second study,
performed higher than their non-musical peers in tasks which involved hand
movements, number recall and arithmetic. These studies firstly conclude that
rhythmic instruction has the highest impact on numerical reasoning than other
instrumental tuition. Secondly, that learning music can assist at-risk children to
academically perform alongside their middle-income peers. Thirdly, that the
effects of music tuition are still present two years after tuition has finished,
implying that even a small amount of music tuition can be cognitively
beneficial.354
Similarly, researcher Philip Yang discovered that parental education was an
important factor, as music education had a greater impact in children whose
parent or caregiver had a low level of education.355 Like previous studies, these
finding imply music education can be extremely beneficial for children from low
socioeconomic backgrounds, providing stimulation and development to score
alongside peers.
Neurologist Jessica Slater believes that music education can be essential to
children from low socioeconomic backgrounds explaining that:
…one of the unique characteristics of music is its ability to engage an
individual on many levels, socially, emotionally, intellectually and
creatively, promoting other aspects of development such as selfconfidence and discipline and fostering social cohesion. These are positive
effects in themselves, particularly in at-risk communities, and they may
also provide the key to why music is such a powerful teacher. Music
engages the emotional circuitry of the brain, which promotes neural
plasticity. Importantly, music is a form of enrichment that can be sustained
over a lifetime: children who participate in musical activities are more
likely to participate as adults; even if they do not continue playing music,
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the positive biological impact of early music training may be preserved
into adulthood, many years after training has ceased.356
These studies suggest that music education can be essential to at-risk children,
helping to counteract effects of poverty, educating students and enabling
academic achievement. Unfortunately, music education is often inaccessible to
children

from

low

socioeconomic

backgrounds,

357

being

prohibitively

expensive.358 A study based in the United States showed that students from low
socioeconomic backgrounds are less likely to participate in extracurricular
musical activities such as learning an instrument or participating in a choir,
orchestra or band.359
According to United Nations Agenda 2030, eradicating child poverty is the
greatest global challenge and aims to significantly reduce the number of children
affected.360 In New Zealand, child poverty actively affects 28% children aged zero
to seventeen. This equates to 295,000 children who struggle to access basic needs
such as nutritious food, adequate healthcare and heating.361 These conditions often
lead to chronic illnesses, abuse and developmental deprivation, negatively
impacting educational outcomes. National advocacy manager for UNICEF NZ
Deborah Morris-Travers, explains the consequences of child poverty as these
children are New Zealand’s future problem solvers, entrepreneurs, citizens and
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parents. 362 These findings lead one to question whether a meaningful music
education in New Zealand could counteract effects of low socioeconomic status as
shown through various studies and the Harmony Project.
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2.5 Implications for Music Education
Studies have observed that children exposed to a meaningful music education,
have enhanced cognitive function, auditory development, spatial abilities and
neural responses.363 Despite numerous studies, governments often still question
the educational value of music and the benefits of group music making.364
Pianist Chungwon Kim, suggests that music instruction can provide a holistic
education, as through music, students can learn history, science, ethics,
anthropology,365 geography, foreign languages, physical education and vocational
training.366 There is also a significant correlation between music and mathematics,
arithmetic, geometry and trigonometry, as foundations of music are based on
ratios and fractions. As discussed earlier, notes, intervals, scales, tuning and
harmony are related to mathematical proportions and numerical ratios.
Mathematic concepts are additionally used during the performance of music,
through rhythm, pitch, time signatures and note duration. Composers such as J.S
Bach, Mozart and Messiaen even use geometrical ideas and concepts such as the
Fibonacci sequence and the golden ratio. Therefore, advocates suggest that music
facilitates cognitive learning, in addition to logical, spatial and abstract reasoning
which can be transferred to other subjects.367
Holistic implications of a meaningful music education were observed in New
South Wales, Australia, where a choir was established consisting of ninety
primary children aged seven to twelve. The choir was led by three generalist
teachers with little musical background as:
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…not one of the teachers had studied music at teachers’ college in any
depth, and that their ‘formal’ training and knowledge of musical concepts
was through in-service courses and basic classroom experience within
their professional teaching time. Generally, respondents thought their
initial training and further professional development courses themselves
lacked sufficient depth for them to teach music in any depth and all
affirmed that though they knew small aspects, they required more
guidance in developing and realising these expectations.368
Interestingly, educators initially thought that the arts were of low educational
status in their school or community. However, throughout the duration of the year,
attitudes shifted, as teachers found themselves to be more confident and explained
that the students showed heightened levels of confidence, “memory retention and
recognition of various understandings in both musical and visual literacy”. 369
Teachers expressed that the weekly choir session often would become a literacy
and history lesson as they would pursue to discover what each song was about.370
A 2004 study found that after six months’ exposure to music education, students
grew in self-confidence, self-awareness and self-discipline. Through a series of
questionnaires and interviews, the findings suggest that music instruction builds
trust, promotes social bonding and musical skills. Results suggest that group
music making fosters positive attitude, good study habits and social skills, 371
while promoting higher levels of self-esteem
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and social bonding.
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Additionally, music education can develop intelligent and emotional quotient,
promote extra musical skills such as communication, inclusive behaviour,
supportive nature, higher personal achievement and class attendance.374 Similarly,
a study in 1999 monitored 25,000 students’ achievement over ten years to
examine the relationship between music education and academic performance.
The study showed that all secondary school students involved in music had
significantly higher test scores, specifically in mathematics and were less likely to
drop out, despite differing socioeconomic backgrounds.375
One Finnish study investigated whether there was a correlation between exposure
to music education and quality of school life. In Finland, the general curriculum
ensures one weekly music lesson for years one to seven, however children can
also partake in extended music classes resulting in up to four hours of musical
exposure per week. To examine the results of the general music program
compared to the extended program, ten Finnish schools were examined, involving
four classes per school. The study indicated that students involved in the extended
music classes were generally happier and experienced a higher quality of school
life, through additional challenges and opportunities for achievement.376
Research from the University of Kansas additionally examined the relationship
between music programs and standardised test results. The study analysed test
results from 4,739 students in year four, five, nine and ten, from schools with
differing music programs. A relation was discovered between the quality of music
program and academic performance, as schools with excellent instrumental and
choral programs held higher results in English and mathematics. Several variables
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were present in this study such as socioeconomic status and differing quality of
school education for English and mathematics; nevertheless, a strong relationship
was established throughout the results.377 A 2002 study provided similar results,
discovering a relationship between music participation and achievement in
mathematics and English. The study also found music participation to be more
beneficial than other extracurricular activities measured, such as sports and
drama.378
Researcher Robert Legg questioned whether music could be used to assist other
subjects, conducting a study on intermediate students learning French at school.
Students were randomly divided into two groups, one which would learn French
vocabulary traditionally and the other through song. Legg hypothesised that a
marriage between melody and words and the use of repetition, could make French
vocabulary more retainable. The study found that students who were taught
vocabulary through music, learned specific words and phrases faster and could
translate English phrases into French with more ease.379 A similar study observed
a connection between musical skills and learning a second language, suggesting
that musicians can learn languages more easily and efficiently.380
From these studies, it is evident that music education can dramatically affect one’s
education, increasing cognitive function and academic performance. Music
education can additionally aid other subjects in the curriculum and develop a
variety of lifelong skills such as communication, social bonding, self-esteem and
self-discipline. The results of this literature review suggest an intricate
relationship between quality of education and academic performance, as private
tuition is often more beneficial than the music tuition available through the
377
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standard curriculum. Perhaps this is due to a lack of music specialists, (as regular
educators often have little musical background) or that instrumental tuition
requires more skills, such as finger dexterity and knowledge of the instrument and
notation. Regardless, these findings suggest that a curricular review of music
education is needed, so that children of all backgrounds are given musically
enriching experiences.
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Chapter 3: New Zealand Education
Music is a highway for exploring the emotional and aesthetic dimensions of
experience. Education without music short-changes our children and their
futures.381
- National Commission on Music Education

3.1 History of Education
New Zealand has a rich, diverse history dating back to 1300 A.D, when Māori
tribes first arrived in the country on handcrafted canoes,382 known as waka.383 In
1642, Dutch explorer Abel Tasman became the first known European to discover
the country,384 bestowing the name ‘Zeeland’, after his province in Holland.385
After the events in Murderer’s Bay, New Zealand remained a mere line on a map
until 1769, when Captain James Cook circumnavigated the country over three
voyages. 386 From 1800 onward, Europeans began to emigrate to the country,
establishing new settlements and lifestyles. Unfortunately, this led to conflict
between the two races, as European culture began to dominate native Māori
culture.387 In the hope of fostering an egalitarian society, the Treaty of Waitangi
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was signed in 1840, entitling native Māori the rights and privileges of British
citizens.388
During this time, education in New Zealand was provided by charities, religious
institutions and private tutors, dependent on one’s financial means and
geographical location. 389 For many, education was inaccessible and financially
demanding, students had poor attendance and schooling generally only lasted
three years.390 Consequently, educational bodies often struggled due to financial
constraints, limited curriculum and shortage of teachers, resulting in students
often unable to understand basic concepts of reading, writing and arithmetic.391
Despite this, a primary education was seen as adequate for the work force.392
Many believed that accessible education could benefit society, as “Education
would cure the evil spirit in man and…would pave the way for the new society
when crime and pauperism would be no more.”393 These philosophies led to the
1877 Education Act, enabling free, secular and compulsory primary education
until the age of fourteen. 394 Politician Charles Bowen explained that the
“Experience of all countries show, that is absolutely the duty of the State to
provide…primary education, which is key knowledge for every child.”395 This act
resulted in the abolishment of weekly fees as the taxpayer became responsible for
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the education of children throughout the country.396 This also led to the governor
appointing a Minister of Education, school inspectors and administrators to run
the Department of Education. 397 Objections were heard from some parents
deeming compulsory education unnecessary, as generations before survived on
minimal education.398
As education became formalised, a national curriculum was established based on
the British system. Instruction of the following subjects took place: reading,
writing, arithmetic, English grammar and composition, geography, history,
elementary science and drawing, object lessons, vocal music, sewing and
needlework (for girls) and principles of domestic economy. 399 This marks the
beginning of music education in New Zealand. The music curriculum for 1878
and 1885 is shown below in Example 14.400

Ex. 14. Music Curriculum in 1878 and 1885.
Standard One: A sufficient number of easy and suitable songs in correct time
and tune, and at a proper pitch. (Aged 5-7)
Standard Two: Songs as before; the places of the notes on the stave, or the
symbol used for each note in the notation adopted; to sing the major diatonic scale
and the successive notes of the common chord in all keys. (Aged 7-10)
Standard Three: Easy exercises on the common chord, and the interval of a
second in common time and in 2/4 time, not involving the use of dotted notes; use
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of the signs p, f, cres, dim, rall, and their equivalents; songs as before, or in
common with the upper part of the school. (Aged 10-13)
Standard Four: Easy exercises on the chords of the dominant and sub-dominant,
and in the intervals prescribed for Standard III; exercises in triple time; use of
dotted notes; melodies, rounds, and part songs in common with the higher
standards. (Aged 13-15)
Standards Five and Six: More difficult exercises in time and tune; strict
attention to expression marks. (Aged 15 and older)
Initially, the curriculum was divided into pass or class subjects. Subjects such as
reading, spelling, writing, dictation, arithmetic, grammar, composition, geography
and English history were known as pass subjects, requiring an annual examination
by an inspector. Contrastingly, class subjects such as music, sewing, drawing,
object lessons and elementary science did not require examination. This led to the
prioritisation of pass subjects, as examination results often defined a teacher’s
position and possibility of promotion. In 1885, the curriculum was further divided
into three groups; pass, class, and additional. Subjects such as singing, reading,
recitation and needlework were categorised as additional. Additional subjects
were not a requirement in small schools, often being omitted or given insufficient
attention.401 Despite education’s elevated status, many felt that music instruction
was neglected or limited. One principal shared:
...singing is not always a popular lesson with young teachers - is, indeed,
often looked upon as an irksome as well as unimportant kind of subject
that may be crowded into an out-of-the- way half-hour in the time-table.402
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In 1887, a parliamentary committee investigated New Zealand’s education
system, finding music to be essential to the curriculum as a moral force, which
gave pleasure and enhanced reading and speech. Interestingly, inspector John
Smith advocated specialist teachers to implement music, drawing and elementary
science in the curriculum.403
At this time, trainee teachers were required to be at least fifteen years old and
were expected to be proficient in a range of subjects. Admittance to teacher
training required examinations in literature, laws of health, domestic economy,
needlework, music, drawing, reading, recitation, arithmetic, algebra, composition
and grammar, geography, history and school management.404 These examinations
became compulsory in the 1877 Education Act, ensuring a quality standard of
teaching. Musically, basic theory was expected, with the knowledge of either
traditional notation or solfège, to be able to teach students how to read music.405
The Christchurch Board of Education implemented the annual examination shown
below in Example 15.406

Ex. 15. Music Examination for Teachers in 1883.
1. State fully your method of giving a first lesson in music to children.
2. Explain the use of the staff or stave. Draw the “full vocal stave” and mark
thereon the clefs ordinarily used and the names of all the lines and spaces.
3. Describe and illustrate as many terms and characters used in music as you
can, including “expression” marks.
4. Show by a table the relative duration values of notes and rests.
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5. Distinguish between “time” and “rhythm,” and give a table of “Rhythm
Signatures,” simple and compound.
6. Write the major diatonic scales of F, A, B

, C, D, and E , both in the

treble and bass staves, inserting sharps or flats where they occur.
It is interesting to note that knowledge of these key signatures is not required until
Grade 2 of The Associated Board of the Royal Schools of Music (ABRSM)
theory exam and knowledge of simple and compound time signatures is not
required until Grade 3.407 Similarly, in Trinity College examinations, knowledge
and identification of compound time signatures is not required until Grade 3.408
Therefore, it is understandable why teachers had difficulty instructing subjects
such as science, drawing and music if they had no prior knowledge of the
subject.409
By 1891, 167,000 children aged between five and fifteen received a public
education. State funding resulted in reduced illiteracy rates,
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attendance and students staying in education for longer periods.411 These results
prompted Prime Minister Sir Robert Stout (1844-1930),412 to advocate accessible
secondary education and an expanded curriculum to cater for the industrial and
commercial sectors of society.413 Previously, very few occupations required skills
more advanced than literacy and basic arithmetic, however, over the next decade
secondary education was required to obtain semi-professional jobs and admission
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into university. Education therefore became key to social mobility.414
Due to technological advances, the purpose of education in the 1900’s, shifted to
produce citizens who could economically benefit the country and instil patriotism
towards Britain. 415 These changes affected music instruction, as students were
initially restricted to singing songs which reinforced ties to England such as
“There is a Happy Land Far, Far Away; Ring the Bell, Watchman; and, Shall We
Gather at the River”. 416 Unfortunately, a quality music education was still not
being delivered and education inspectors consistently berated teachers for the lack
of time devoted to music. One Auckland inspector claimed that often singing in
schools was no more than half an hour a week, resulting in lack of progress and
ability. 417 These concerned were reinforced by English music educator Dr.
Somervell, who feared that many teachers misunderstood the benefits of a quality
music education and therefore believed music to be a mere frill of the education
system, holding no practical value.418
As the century unfolded, the syllabus for music education became more detailed.
In 1913, the Regulations for Inspection and Syllabus of Instruction provided
information on notation, sight-singing, pronunciation, voice breaks and
modulation, in addition to breathing, vocal and aural exercises.419 Despite an indepth syllabus, teachers were given creative control, being able to devise their
own lessons. Unfortunately, since the average teacher lacked sufficient musical
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knowledge, the practice and value of music education remained stagnant,420 as
shown through commission reports.421
During the 1920’s, it was evident that additional support and guidance was
required for implementing a quality music education. In 1921, the first Education
Gazette was published, providing material and support for educators teaching
music. Governmental subsidies were available in 1925 for schools purchasing
pianos and gramophones, resulting in music appreciation becoming integral to the
curriculum. 422 These changes led inspectors to understand that the decline of
singing in schools was not necessarily due to lack of resources but lack of
efficient teachers. They discovered that the quality of music education varied
significantly between schools, due to teachers’ lack of skills, knowledge and
training.423 To resolve these issues, English conductor and composer E. Douglas
Tayler, was appointed as the supervisor of school music in 1926, and experienced
music lecturers were instated in teachers’ training colleges.424
Tayler assessed the state of music education, observing around two hundred
schools throughout the country. Example 16 below, indicates weaknesses he
observed.425
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Ex. 16. E.D. Tayler, Weaknesses in School Music.
1. The absence of systematic teaching of sight reading.
2. The lack of connected instruction between the classes.
3. The limitation of the outlook upon music to the teaching of songs.
4. The haphazard use of music.
5. The lack of sound methods of voice-training.
6. The inability of so many teachers to play piano accompaniments
reasonably well, and the lack of good pianos – especially pianos of good
quality.
To further assist teachers, Tayler provided support through monthly music articles
in the Education Gazette, resource assistances, broadcasting and advanced teacher
training. 426 Higher education also developed during this time, as Bachelor and
Masters degrees were now available in commerce, engineering, surgery,
agriculture, architecture, forestry, medical and veterinary science, law, science,
literature, philosophy, dental surgery, medicine and music.427
Due to Tayler’s efforts, the status and quality of music education began to
improve and subsequently the number of children taking music at secondary
school significantly increased.428 A director of music in England confirmed that
music in secondary schools was either helped or hindered by education given in
primary schools. 429 Unfortunately, these improvements were short lived. From
1930 onwards, the depression began to take a toll, as the government reduced
expenditure, withdrawing subsidies of pianos, gramophones and records, closing
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teacher training colleges and reducing staff.430 In 1931, Tayler resigned to pursue
a career as an organist and composer, however researcher Susan P. Braatvedt
suggests his resignation was more likely due to financial constraints of the
government. These views were confirmed when the Director of Education
commented that is was not possible to appoint a successor.431
In 1935, the Labour Party was elected into government under the leadership of
Michael Savage. The focus of the New Zealand government shifted from
economic gain to social development, aiming to enlarge education and facilitate
younger generations.432 Consequently, teacher training colleges were reopened,433
the age of admission into school was lowered, 434 and primary proficiency
examinations were abolished, allowing students free entry into secondary
schools. 435 The government established a national symphony orchestra 436 and
music became a compulsory subject in secondary school. 437 The Labour Party
explained that:
when a nation through parsimony and false economy neglects the
education of its children it not only deprives them natural rights, but it
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creates a financial and social debt which can never be redeemed.438
Unfortunately, the standard of music education continued to vary between
schools, dependant on skills and knowledge of the classroom teacher. In 1946,
there were 2,030 primary and intermediate schools and only 100 teachers who had
completed third year specialist training in music. In 1948, the third-year program
was terminated. 439 From 1950 to 1952, only a small number of students
participated in music at School Certificate level. A comparison between the
number of students taking music and other subjects is shown in the table below.440

Table 6. School Certificate Examination Entries in Subjects associated with the
Core Syllabus 1950-1952.
1950

1951

1952

English

9,430

9,692

10,570

Geography

5,694

5,869

6,397

History

5,063

5,135

5,446

Drawing and Design

972

1,034

1,093

Music

200

209

224

Braatvedt believes these results indicate the “woeful state of music education” in
New Zealand.441
Music education during this period shared many similarities with early education,
as quality was dependant on economic status and geographical location as affluent
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schools had substantially greater musical opportunities. .442 In 1958, only one in
six intermediate schools had some form of orchestra and in 1961 nearly one
quarter of all intermediate schools lacked teachers with professional music
qualifications. 443 The lack of consistent quality and opportunities in music,
undermines the principles of state education such as cultural uniformity, social
integration and most importantly, equality.444 It is interesting to consider whether
differences in musical aptitude and attainment would be so easily accepted for
subjects such as arithmetic or reading.
During the 1960’s, the music curriculum was criticised, due to the rise of popular
bands such as The Beatles and The Rolling Stones. Many educators questioned
exposure to pop music, believing it could be detrimental to New Zealand culture
and result in shallow musical education. Other teachers, however utilised pop
music in the classroom during other activities, as it ensured students were quiet
and on task. Despite resistance, the curriculum was reassessed and by 1970,
contemporary music became acceptable.445
In 1970, M. J. Tait published research examining the state of music education in
schools, colleges, universities and private institutions. 446 During this study, he
discovered differing curricular content between schools, each focusing on either
enjoyment, singing, appreciation or notation. Contrastingly, he discovered that the
content of private tuition remained consistent, offering a holistic education,
developing performance, improvisation and aural skills, and imparting basic
musical knowledge, such as music history, theory and appreciation. Tait believed
that the inconsistency of content between schools was due to a vague syllabus,
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leaving teachers unaware of the minimal expectations of a quality music
education.447
Tait’s research indicated that generalist teachers often lack confidence and
competence to teach music, lacking music qualifications and receiving little
support from district advisors or administration.448 District advisors were instated
to provide in-service training courses for teachers, and assist and promote music
education within each school. However, nearly two thirds of state primary and
secondary schools had yet to be visited. Consequently, there was a high dropout
rate of music teachers, as they often abandoned teaching music in favour of other
subjects. This was mostly due to the status of music education in school and lack
of facilities and equipment. Schools stated that employing part-time music
teachers who had in-depth knowledge, would be beneficial. However, this role
was often voluntary in schools which 449 reflected the community’s attitude
towards music.

Tait concluded that the main adversities of a meaningful

education was: the varying quality between schools, a lack of continuity in the
syllabus, incompetent teachers, insufficient time allocation, inadequate teaching
facilities, uncoordinated growth and large groups of students.450
The inconsistency of teacher knowledge was partly due to teacher training
colleges offering differing courses in length and content. The table below shows a
comparison between music courses in Hamilton and Dunedin teacher colleges in
1974.451
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Table 7. Comparison between music courses in 1974.
Hamilton Teachers’ College

Dunedin Teachers’ College
Compulsory first year course (28 hours)
Elementary music knowledge, classroom skills
such as playing recorder, auto-harp, chime bars,
tuned and untuned percussion, and singing.
Teaching method is incidental at this stage.
Elective second year course (48 hours, 3
hours’ demonstration and 33 hours teaching

Beginners course in second year. (2 hours per

practice and observation.

week, two terms and six weeks)
Skills are developed further. More emphasis on
Nature of music, i.e. a study of elements

method and principles. A lot of practice

through a variety of skills. Writing and aural

teaching in two schools, supervised by three

training

lecturers, and associates in charge of music in

using

keyboard

and

classroom

instruments.

the schools. Emphasis on giving students an
understanding of how music learning and
enjoyment can be developed hand in hand.
Compulsory

differentiation

course

(8-10

hours in second and third terms of third
year)
Third year elective programme. (44 hours
over terms 1-3 for 96 students)

Students are expected to take music lessons on
their six-week posting (after the 8-10 hours) and

An application of general professional studies

are provided with complete lesson plans,

(the practices and principles of teaching) to the

complete with taped accompaniments.

teaching of music in the primary schools. Scope
of music education – aims planning, evaluation,

A modified special curriculum course. (first

chart and instrument making, music growth in

term of third year)

children, voice training, listening, movement,
creative music, music reading – teaching to
children, repertoire of children’s songs.

Elective course. Along lines of second year
course but only half as long.
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From Tait’s research, it is evident that several aspects of the education system
needed to be reassessed. An Educational Development Conference in 1974, also
outlined the short comings of the education system, as shown below in Example
17.452

Ex. 17. Shortcomings in Education System, 1974.
•

The failure to provide, for every individual, an equal chance to profit to
the limit of his ability from his educational opportunities.

•

The failure to appreciate and overcome many of the problems which are
causing people to become alienated from the existing education system.

•

The emphasis at present placed on narrow academic achievement.

•

The limited success of many of the present educational insinuations and
teachers in providing an effective learning environment.

•

The inability of formal educational institutions to respond by themselves
to the problems of society and provide solutions to many of the
unreasonable expectations of the community.

•

The lack of continuity and sufficient co-ordination in the present education
system.

•

The limited success of community participation and involvement in
education.

•

The lack of promotion by the education system of awareness of, and
opportunities for, lifelong education.

In attempt to address these issues, the National Advisory Committee on the
Training of Teachers “advocated longer training and higher entry standards for
teacher education.”453
In 1976, a scheme was initiated by the Department of Education and the
Composers Association of New Zealand (CANZ), to instate composers in schools,
helping teachers gain confidence instructing creative music. The composers were
452
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responsible for helping students compose and arrange pieces and compose works
for school groups such as choirs, orchestras and chamber ensembles, sometimes
even full musical theatre productions. Unfortunately, this scheme was abandoned
by the Department of Education due to financial constraints. 454 New Zealand
Composer Dorothy Buchanan, explained that:
This brings into focus the delicacy of the place of the arts in education,
especially when a society is faced with economic decision. It is too easy
for bureaucracy to under value the power of art in education, and in life.455
In 1985, the scheme was reinstated by the Labour Government, funded by the
Department of Education and the Queen Elizabeth II Arts Council. 456 The
composer scheme was initially introduced along a Musician-Teacher policy, to
promote continuity between classes in primary and intermediate schools.
Musician-Teachers were responsible for assisting classroom teachers in planning
and giving demonstration lessons, becoming a semi-specialist. Consequently,
students’ attitudes and skills improved significantly, in addition to teachers’
attitudes. 457 While both schemes significantly impacted the status of music
education, they were limited to only a few schools.458 Interestingly, the idea of
instating music specialists to provide guidance, was initially advocated in 1909 by
generalist teachers.459
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In 1984, neo-liberal reforms were introduced by the Labour Party’s Minister of
Finance, Roger Douglas.460 These reforms were based on the philosophy that the
market is best suited to catering society’s needs, rather than the state. It was
believed that: “Through competition, that guiding neoliberal virtue, the market
will sort out the efficient from the inefficient, the weak from the strong, and the
winners from the losers.” 461 The state therefore focused on privatisation,
corporation and commercialisation, transitioning public services to private
ownership to raise efficiency,

462

despite resistance from the public.
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Unfortunately, neo-liberal reforms resulted in social inequality, as funding for
private schools increased and subsequent governments became overly focused on
developing the economy, at the expense of social development.464 These policies
significantly impacted education, leading to the demise of the Department of
Education and to an education system fixated on imparting skills which would
lead to future employment opportunities, rather than focusing on the betterment of
individuals and society.465 Such philosophies resulted in the arts being sidelined
for science and technology,466 under the guise that certain subjects could further
benefit the economy. Many criticised why educational reforms were implemented
by politicians, with bias toward economic gains. Education lecturer Stuart
460
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Manins, suggested that important changes in any area, should be made from
professional debates within the community of people involved.467
Professor of Education Michael Peters, explains the detrimental effects of neoliberal reforms as:
The social and economic effects of the neo-liberal era, with its
marketization and privatisation policies, have deregulated the economy
and moved us closer to a fully consumer-driven society. At the same time,
these policies have opened New Zealand up to the vagaries of the global
market, to foreign direct investment and ownership of strategic public
assets, and to international competition for goods and services, even in
areas like health and education that were previously part of a protected
public

domain.

Education,

consequently,

has

been

deregulated,

incrementally privatised and opened up to competition from nontraditional providers.468
Similarly, former Professor Peter Abbs suggests that an economic fixation
threatens the principles of education. He explains:
In the study of English, students now compose advertisements; in media
studies they describe the themes of the TV soaps; in art design they invent
further glossy packages for shampoo and beefburgers. And, before very
long, it is likely that the multinationals will be running the educational
‘business’ to secure an even greater fix between talent and the market
economy.469
Author Gordon Rattray Taylor (1911-1981) previously voiced concern over
education systems becoming fixated on imparting economic skills explaining:
467
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What seems to me much more serious a problem is our present failure to
teach our young people how to cope with life. We teach them nothing
about themselves, or their identities - and little enough about how to
maintain their bodies in a healthy state, let alone their psyches.470
He continues explaining that:
education is oriented towards earning a living - it teaches the cognitive
components of an adult skill, such as practising as an engineer, an
economist or a doctor. Such skills are, of course, necessary. But in a
human sense are somewhat trivial.471
During the 1990’s, music education continued to face the same adversities as
generations before, such as lack of funding, training and competent teachers in
addition to an increasing curriculum.472 Labour MP Margaret Austin, concluded
that: “We are failing to provide New Zealand children with rightful musical
opportunities because many teachers fail to recognise music education as part of
their professional role.” 473 Deirdre Russell-Bowie suggested numerous reasons
why classroom teachers struggled to teach art subjects, as shown in Example 18
below.474
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Ex. 18. Why teachers struggle to teach art subjects.
1. Teachers’ own poor arts experiences in school.
2. Low priority given to the arts during teacher training.
3. Lack of administration support.
4. Declining centralised curriculum support.
5. Declining use of primary specialists.
6. Devolution of decision-marking to schools.
7. Teachers’ lack own confidence with the arts.
She also discussed that many teachers work in a crowded curriculum, having over
fifteen subjects to teach, often marginalising the creative arts.475 Educator Roger
Buckton, suggested that visiting music specialists offered the best solution for
primary and intermediate school music programs,476while Music Professor John
Drummond suggested that entry to teacher training should be restricted to those
with proficient skills in music, as the discipline was too complicated to learn in a
few years. He further suggested that time allocated to music in teacher training
should be significantly increased, so that every teacher can implement a
meaningful music education in the classroom.477
In 1995, a new arts curriculum was developed. It was published in 2000 and
implemented three years later. The Labour Government supported the revised
curriculum stating that “a well developed arts and cultural sector was integral to
the vision we have for New Zealand.”478 The education sector was continuously
changing, as in 1997, the Auckland College of Education condensed the four-year
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Bachelor of Teaching into a three-year course, despite the general agreement that
four-year degrees should be standard, aligning with international requirements.
These changes caused concern, as it was thought that three years was an
insufficient amount of time to gain a broad knowledge base or specialist
interest. 479 This started a trend as other institutions began condensing their
programs, to maintain students and funding.
In 2002, School Certificate was replaced by the National Certificate in
Educational Achievement, otherwise known as NCEA. Practical music subjects
such as performance and composition were excluded from the list of ‘approved
subjects’ for university entrance, however after substantial complaints it was
reintroduced in 2007 as Making Music.480

479

Alcorn, Noeline. "Teacher Education in New Zealand 1974–2014." Journal of
Education for Teaching 40, no. 5 (2014): 447-60.
480
Thwaites, Trevor. "Music Education in a New Key: The Dissonance of
Competence, Connectedness, Culture and Curriculum." Research in New Zealand
Performing Arts: Nga Mahi a Rehia no Aotearoa 1 (2009): 8.
110

3.2 Purpose of Education
To the ancient civilisations of Greece, China and India, education was crucial.
These civilisations believed education could promote human flourishing, enabling
citizens to think critically, act morally and fully participate in all aspects of
society.481 Music education was integral, cultivating citizens and developing both
character and intellect.482 Philosophers such as Socrates believed that for society
to fully flourish, accessible education was key. This chapter will investigate the
purpose of education in New Zealand society and whether music instruction aids
this purpose.
Education in New Zealand was initially promoted to reduce rates of crime and
pauperism through moral instruction. 483 During the nineteenth century, the
country struggled with crime and pauperism, unable to accommodate the volume
of convicts. 484 Seeking a solution, politician Sir John Pakington researched
international criminal statistics and discovered that highly educated countries such
as Austria, had significantly less crime.485 The importance of education became
evident through the 1877 Education Act, which ensured state funded schooling for
all citizens. 486 The legislation aimed to create literate, 487 peaceful,488 moral and
efficient citizens489 that could contribute towards society, while containing those
481
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who would disregard social or political conventions.490 These beliefs are shared
by educator John Dewey (1859-1952),491 who stated that:
The general aim of education is to train the child to become a capable,
useful, and contented member of society. The development of a fine
character and of the desire to be of service to humanity are results that lie
in uppermost in the minds of the leaders of educational thought. Every
school subject is valued in proportion to its contribution to these desirable
ends.492
During the first decades of the twentieth century, educational philosophies shifted
to promote the inclusion of economic pursuits. These policies aimed to produce
citizens who were equipped for roles in the work force and who could
economically contribute to society.493 In 1962, the chairman of The Commission
on Education In New Zealand Sir George Currie, stated that intellectual
development was no longer the sole purpose of education, as education had
shifted to incorporate political and economic benefits. 494 Despite changing
philosophies, education continued to incorporate intellectualism and a desire for
knowledge. This is reflected in Example 19 below.495
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Ex. 19. Aims for Secondary Schools in 1938.
1. It should cater for the special needs of adolescence; that is to say: it should
be related to the natural activities of the body and mind during that period,
and both illuminate and guide the pupils experience.
2. It should develop and harmonise the powers of the body, will, intellect,
emotion and conscience.
3. It should not consist to any considerable extent of courses which are only
of value if the subjects are carried further.
4. It should stimulate or create the desire to continue some form of study
whether or not pupils leave school at 16.

It is interesting to note that the second aim shares similarities with the ancient
cultures of Greece, China and India. These cultures all believed that music had the
ability to harmonise one’s body, mind and spirit, in alignment with the universe.
In 1974, education aimed to:
extend the individual’s ability to learn, relate, choose, create,
communicate, challenge, and respond to challenge so that he may live with
purpose in the community of today and tomorrow and achieve satisfaction
in the process and foster a sense of identity for each.496
Both primary and secondary school syllabi began to stress the significance of
aesthetic and emotional growth,497 aiming to enable students to adapt to changing
circumstances and environments.498 The fundamental principles of education are
shown in Example 20 below.499
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Ex. 20. Fundamental Principles of Education.
1. The search for meaning, purpose and identity in life is necessary for the health
of both the individual and the community.
2. Every individual has a right to develop his abilities and a need to be accepted as
a person.
3. The community needs the participation and involvement of its members, who
have individually and collectively a responsibility to contribute to their
mutual development.
4. Every individual faces the task of reconciling conflicts between personal and
community claims.
5. Every person has the right to enjoy being in a community and so develop his
capacity for living.
6. Learning to live and work in community is a lifelong process in which every
person is to some extent both teacher and learner.
7. The development of skills and knowledge, and the development of social,
ethical, and aesthetic attitudes and values are complementary processes.
8. The diversity of cultures in New Zealand’s heritage enriches the whole of our
multi-racial society, which in turn should meet the needs of all ethnic
groups and foster a sense of identity for each.
During the 1980’s, public opinion shifted to promote an education which taught
knowledge, skills and attitudes needed to cope with everyday life in addition to
basic reading, writing and arithmetic. Citizens felt that students needed to be able
to successfully communicate and work with people in the community and world
to achieve shared goals. 500 These skills were promoted in the New Zealand
curriculum through imparting knowledge of culture, (so students are confident in
their own culture and sensitive of others), mathematics, (to enable students to
solve arithmetical problems and recognise patterns and relationships), social
relations, (to provide insight into conflict resolution and how groups work and
relate to each other in political and economic ways) language, (to communicate
500
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effectively) and health and safety (to give an understanding of physical, mental
and emotional growth). The curriculum aimed to empower students to be creative,
insightful and confident. 501 Education therefore became a way of extending
students both mentally and physically, providing motivation and aspiration, while
fostering cognitive abilities and creativity.502 From reviewing scientific research,
it is evident that quality music education aids these aspirations, developing
cognitive abilities and creativity, while contributing both culturally and socially to
all students.
Educational objectives in 1987 were reflected in reports on the curriculum.
Researchers found that:
Successful schools will help learners develop the power to be secure in
their personal, cultural, and national identity, to accept the responsibilities
of interdependence and independence, to form and maintain caring and cooperative relationships, to continue learning through adulthood, and to
lead satisfying and effective lives.503
Similarly,
…children and young people must acquire the basic skills, knowledge, and
attitudes and values that enable them to go on learning, to function
effectively in everyday life, both now and in the future, and to respect
themselves and live and work with others. The language skills of listening,
speaking, reading, and writing are important basics, as are the skills for
solving arithmetical and measuring problems. Also basic are self-esteem,
the ability to meet learning challenges, the skills and knowledge needed to
look after themselves and others, and the social skills of getting on with
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and working with others.504
In 1992, the National Curriculum strived to “give students access to the
knowledge, skills and understanding needed to participate effectively and
productively in New Zealand society and in the economy.”505 It is interesting to
note that this principle shares similarities with the educational philosophies of
ancient Greece, with the exception of economic aspirations.
In 2007, the Ministry of Education released a new curriculum expressing the
following key objectives; confidence, (to create positive, motivated, reliable,
resourceful, resilient and entrepreneurial citizens), connectivity (to enable students
to relate to others, the environment and community), involvement (to ensure
citizens contribute to the social, cultural, economic and environmental well-being
of New Zealand) and lifelong learners (to create literate, numerate, critical and
creative thinkers, who are active seekers of knowledge in order to make informed
decisions). 506 Therefore, the curriculum aims to create creative, energetic,
confident, connected and actively involved lifelong learners who will seize
opportunities offered by new knowledge and technologies to secure a sustainable
social, cultural, economic and environmental future for New Zealand. 507 It is
believed that these values will “shape the responsible, successful and contributing
citizen of the future.”508
Similarly, the 2014 National Curriculum aims for all students to be confident,
connected and actively involved lifelong learners. The curriculum states eight
learning areas; English, the arts, health and physical education, languages,
mathematics and statistics, science, social sciences and technology. Through these
504

Committee to Review the Curriculum for Schools. The Curriculum Review:
Report of the Committee to Review the Curriculum for Schools. Edited by Peter
Brice. Wellington, New Zealand: Department of Education, 1987. 2.
505
Education, Ministry of. "Education in New Zealand." Wellington, New
Zealand, 1992. 14.
506
"The New Zealand Curriculum." edited by Ministry of Education. Wellington:
Learning Media Limited, 2007. 8.
507
"The New Zealand Curriculum." edited by Ministry of Education. Wellington:
Learning Media Limited, 2007. 8.
508
Benade, Leon. "Shaping the Responsible, Successful and Contributing Citizen
of the Future: ‘Values' in the New Zealand Curriculum and Its Challenge to the
Development of Ethical Teacher Professionality." Policy Futures in Education 9,
no. 2 (2011): 152.
116

subjects, it is hoped that students will develop intellect, empathy, selfmanagement skills, knowledge of language, symbols and texts, while participating
and contributing to the community and New Zealand society.509
Therefore, the vision of the Ministry of Education is that every New Zealander is:
•

Strong in their national and cultural identity

•

Aspires for themselves and their children to achieve more

•

Has the choice and opportunity to be the best they can be

•

Is an active participant and citizen in creating a strong civil society

•

Is productive, valued and competitive in the world.510
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3.3 Music in the Curriculum
From ancient Greece to contemporary New Zealand society – the arts have been a
significant feature in education. In New Zealand, arts education aims to give each
student an in-depth understanding of the four art disciplines - Dance, Drama,
Music and Visual Arts,511 and how they contribute to New Zealand culture. 512
The Arts in the New Zealand Curriculum states that:
The arts are powerful forms of personal, social, and cultural expression.
They are unique “ways of knowing” that enable individuals and groups to
create ideas and images that reflect, communicate, and change their views
of the world. The arts stimulate imagination, thinking, and understanding.
They challenge our perceptions, uplift and entertain us, and enrich our
emotional and spiritual lives. As expressions of culture, the arts pass on
and renew our heritage and traditions and help to shape our sense of
identity. . .The arts develop the artistic and aesthetic dimensions of human
experience. They contribute to our intellectual ability and to our social,
cultural, and spiritual understandings. They are an essential element of
daily living and of lifelong learning.513
Furthermore, the arts enable students to:
•

affirm their cultural identities and understand their origins and histories;

•

clarify and reflect on their attitudes, beliefs, and values in relation to the
arts of their own and others’ cultures;

•

understand and value the contribution they can make through the arts to
their school, whanau, community, or iwi;

•

value the contribution of the arts to their lives, their communities, and the
society in which they live;
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•

reflect on the beliefs, values, and attitudes of others and how they may
differ from their own;

•

develop understanding about how people express their beliefs, ideas, and
feelings about the world;

•

understand how societies value art works in a variety of contexts.514

The arts also contribute to students’ intellectual and emotional growth, promoting
creative, analytical, cooperative, entrepreneurial and problem-solving skills.515 A
meaningful education in the arts can impact how students think and communicate,
expanding ways to express “ideas, feelings, beliefs, and values and understand
those of others.” 516 These skills are vital for effective communication and
understanding in contemporary society, and are pertinent skills to any
profession.

517

Economically,

the

arts

provide

numerous

employment

opportunities, to “painters, dancers, musicians, actors, writers, weavers, designers,
composers, choreographers, architects, film-makers, educators, historians,
curators, producers, therapists, and technicians.”518
The curriculum promotes Music - Sound Arts education as a “fundamental form
of expression”, aiming to help students contribute culturally to the community.519
Students are taught the rich musical heritage of New Zealand, developing an
understanding of music, historical and cultural practises, and aural and theoretical
skills.520 Students are taught to “sing, play instruments, create and improvise, read
symbols and notations, record sound and music works and analyse and appreciate
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music.”521 These practises will lay a “foundation for lifelong enjoyment of and
participation in music.”522
The Achievement Objectives for Music – Sound Arts are shown in the table
below.523
Table 8. Ministry of Education, Achievement Objectives by Learning Area.
Level One (Years 1 -3)

Level Two (Years 3 – 5)

• Explore and share ideas about music from a • Explore and share ideas about music from a
range of sound environments and recognise that

range of sound environments and recognise

music serves a variety of purposes and

that music serves a variety of purposes and

functions

functions

in

their

lives

and

in

their

communities.

in

their

lives

and

in

their

communities.

• Explore how sound is made, as they listen and • Explore and identify how sound is made and
respond to the elements of music: beat, rhythm, changed, as they listen and respond to the
pitch, tempo, dynamics, and tone colour.

elements of music and structural devices.

• Explore and express sounds and musical •
ideas,

drawing

on

personal

experience,

listening, and imagination.

Improvise, explore, and express musical

ideas,

drawing

on

personal

experience,

listening, and imagination.

• Explore ways to represent sound and musical • Explore ways to represent sound and musical
ideas.

ideas.

• Share music making with others.

• Share music making with others, using basic

• Respond to live and recorded music.

performance skills and techniques.
• Respond to live and recorded music.
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Level Three (Years 5-7)

Level Four (Years 7-10)

• Identify and describe the characteristics of • Identify and describe the characteristics of
music associated with a range of sound

music associated with a range of sound

environments, in relation to historical, social,

environments, in relation to historical, social,

and cultural contexts.

and cultural contexts.

•

Explore ideas about how music serves a •

Explore ideas about how music serves a

variety of purposes and functions in their lives

variety of purposes and functions

and in their communities.

lives and in their communities.

in their

• Explore and identify how sound is made and • Apply knowledge of the elements of music,
changed, as they listen and respond to music

structural devices, and technologies through

and apply knowledge of the elements of music,

integrating aural, practical, and theoretical

structural devices, and technologies.

skills.

• Express and shape musical ideas, using

• Express, develop, and refine musical ideas,

musical elements, instruments, and

using the elements of music, instruments, and

technologies in response to sources of

technologies

motivation.

motivation.

in

response

to

sources

of

• Represent sound and musical ideas in a • Represent sound and musical ideas in a
variety of ways.

variety of ways.

• Prepare and present brief performances of • Prepare, rehearse, and present performance
music, using performance skills and

of music, using performance skills and

techniques.

techniques.

• Respond to and reflect on live and recorded • Reflect on the expressive qualities of their
music

own and others’ music, both live and
recorded.

Level Five (Years 8-12)

Level Six (Years 10-12)

• Compare and contrast the characteristics of •

Analyse music from a range of sound

music associated with a range of sound

environments, styles, and genres, in relation to

environments, in relation to historical, social,

historical, social, and cultural contexts.
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•

and cultural contexts.
• Investigate how music serves a variety of
purposes and functions in their lives and in

• Apply knowledge of the elements of music,
structural devices, stylistic conventions, and
through

integrating

aural,

practical, and theoretical skills.
•

Use

musical

elements,

instruments,

technologies, and conventions to express,
develop, and refine structured compositions
and improvisations.
•

music in their own music making and in their
lives.
• Apply knowledge of expressive features,

their communities.

technologies

Consider and reflect on the influence of

Represent compositions and improvisation

frameworks, using appropriate conventions.
• Prepare, rehearse, and present performances
of music, using a range of performance skills
and techniques.

stylistic conventions, and technologies through
an integration of aural perception and practical
and theoretical skills and describe how they are
used in a range of music.
•

Create, structure, refine, and represent

compositions using the elements of music,
instruments, technologies, and conventions to
express imaginative thinking and personal
understandings.
•

Reflect on composition processes and

presentation conventions.
•

Prepare, rehearse, interpret, and present

performances

of

music

individually

and

collaboratively, using a range of performance

• Reflect on the expressive qualities of their skills and techniques.
own and others’ music, both live and recorded.

• Reflect on the expressive qualities of music
and evaluate their own and others’ music, both
live and recorded.

Level Seven (Years 11-13)

Level Eight (Year 13)

• Research and analyse music from a range of •

Research, analyse, and evaluate the

sound environments, styles, and genres, in production and presentation of music works
relation to historical, social, and cultural
contexts, considering the impact on music
making and production.

from historical, social, and cultural contexts.
• Apply their understandings of the expressive
qualities of music from a range of contexts to

• Apply their understandings of the expressive analyse its impact on their own music
qualities of music from a range of contexts to a
consideration of their influence on their own

practices.
•

Analyse, apply, and evaluate significant

122

expressive features and stylistic conventions

music practices.
• Apply knowledge of expressive features,
stylistic conventions, and technologies through
an integration of aural perception and practical

and technologies in a range of music, using
aural perception and practical and theoretical
skills.

and theoretical skills and analyse how they are

•

used in a range of music.

compositions and musical arrangements, using

•

Create, structure, refine, and represent

compositions and musical arrangements, using
technical and musical skills and technologies to

Create, structure, refine, and represent

secure technical and musical skills and
technologies to express imaginative thinking
and personal understandings.

express imaginative thinking and personal

•

understandings.

processes and presentation conventions.

•

• Plan, rehearse, present, record, evaluate, and

Reflect on and evaluate composition

processes and presentation conventions.
•

refine performances of music, individually and

Prepare, rehearse, present, record, and

evaluate sustained performances of music,
individually

and

collaboratively,

Reflect on and evaluate composition

that

demonstrate interpretive understandings.
• Analyse and evaluate the expressive qualities
of music and production processes to inform

collaboratively,

demonstrating

interpretive

understandings.
•

Critically

analyse

and

evaluate

the

expressive qualities of music and production
processes in order to refine interpretations of
music.

interpretations of music.

It is interesting that the Achievement Objectives for Music – Sound Arts give
vague learning objectives which are generally established before primary school,
such as “explore how sound is made”, “share music with others” and “respond to
live and recorded music”. Contrastingly, objectives for subjects such as
mathematics, science and English, outline specific and in-depth requirements.
Level 1 learning objectives are shown below in Example 21.
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Ex. 21. Ministry of Education, Level One Achievement Objectives.
Mathematics and Statistics:
Number and Algebra:
-

Use a range of counting, grouping, and equal-sharing strategies with whole
numbers and fractions.

-

Know the forward and backward counting sequences of whole numbers to 100.

-

Know groupings with five, within ten, and with ten.

-

Communicate and explain counting, grouping, and equal-sharing strategies, using
words, numbers, and pictures.

-

Generate that the next counting number gives the result of adding one object to a
set and that counting the number of objects in a set tells how many.

-

Create and continue sequential patterns.

Geometry and Measurement:
-

Order and compare objects of events by length, area, volume and capacity,
weight (mass), turn (angle), temperature, and time by direct compassion and/or
counting whole numbers of units.

-

Sort objects by their appearance.

-

Give and follow instructions for movement that involve distances, directions, and
half or quarter turns.

-

Describe their position relative to a person or object.

-

Communicate and record the results of translations, reflections, and rotations on
plane shapes.

Statistics:
Conduct investigations using the statistical enquiry cycle:
-

Posing and answering questions;

-

Gather, sorting and counting, an displaying category data;

-

Discussing the results.
Interpret statements made by others from statistical investigations and probability
activities.
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Investigate situations that involve elements of chance, acknowledging and anticipating
possible outcomes.

Science
Nature of Science:
-

Learn about science as knowledge system: the features of scientific knowledge
and the processes by which it is developed; and learn about the ways in way the
work of scientists interacts with society.

-

Carry out science investigations using a variety of approaches: classifying and
identifying, pattern seeking, exploring, investigating models, fair testing, making
things, or developing systems.

-

Develop knowledge of the vocabulary, numeric and symbol systems, and
conventions of science and use this knowledge to communicate about their own
and others’ ideas,

-

Bring a scientific perspective to decisions and actions as appropriate.

Living World:
-

Understand the processes of life and appreciate the diversity of living things.

-

Understand how living things interact with each other and with the non-living
environment.

-

Understand the processes that drive change in groups of living things over long
periods of time and be able to discuss the implications of these changes.

Planet Earth and Beyond:
-

Investigate and understand the spheres of the Earth system: geosphere (land),
hydrosphere (water), atmosphere (air). And biosphere (life).

-

Investigate and understand that the geosphere, hydrosphere, atmosphere and
biosphere are connected via a complex web of processes.

-

Investigate and understand relationships between the Earth, Moon, Sun, solar
system, and other systems in the universe.

Physical World:

125

-

Explore and investigate physical phenomena in everyday situations.

-

Gain an understand of the interactions that take place between different parts of
the physical world and the ways in which these interactions can be represented.

-

Apply their understanding of physics to various applications.

Material World:
-

Investigate the properties of materials.

-

Interpret their observations in terms of the particles (atoms, molecules, ions, and
sub-atomic particles), structures, and interactions presents.

-

Understand and use fundamental concepts of chemistry.

-

Make connections between the concepts of chemistry and their applications and
show an understand of the role chemistry plays in the world around them.

English
Listening, Reading, and Viewing
Acquire and begin to use sources of information, processes, and strategies to identify,
form, and express ideas.
Indicators:
-

Selects and reads texts for enjoyment and personal fulfilment;

-

Has an awareness of the connections between oral, written, and visual language;

-

Uses sources of information (meaning, structure, visual and grapho-phonic
information) and prior knowledge to make sense of a range of tests;

-

Associates sounds with letter clusters as well as with individual letters;

-

Uses processing and some comprehension strategies with some confidence;

-

Is developing the ability to think critically about texts;

-

Begins to monitor, self-evaluate, and describe progress.

By using these processes and strategies when listening, reading, or viewing, students
will:
-

Recognise that texts are shaped for different purposes and audiences. (identities
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the purpose of simple texts; evaluates the usefulness of simple texts.)
-

Recognise and identity ideas within and across texts. (understands that personal
experience can influence the meaning gained from texts; makes meaning of texts
by identifying ideas in some texts.)

-

Recognise and begin to understand how language features are used for effect
within and across texts. (begins to recognise that oral, written, and visual
language features can be used for effect; recognises a large bank of highfrequency and some topic-specific words; shows some knowledge of text
conventions, such as: capital letters, full stops, and word order; volume and
clarity; and simple symbols.

-

Recognise and begin to understand text structures. (understands that the order and
organisation of words, sentences, and images contribute to text meaning;
recognises some text forms and some differences between them.

Speaking, Writing, and Presenting
-

Acquire and begin to use sources of information, processes, and strategies to
identify, form and express ideas. (has an awareness of the connections between
oral, written, and visual language when creating text; creates texts by using
meaning, structure, visual and grapho-phonic sources of information, prior
knowledge, and some processing strategies with some confidence; seeks
feedback and makes changes to texts; is becoming reflective about the production
of own texts; begins to monitor, self-evaluate, and describe progress.)

-

Recognise how to shape texts for a purpose and an audience. (constructs texts
that demonstrate some awareness of purpose and audience through appropriate
choice of content, language, and text form; expects the texts they create to be
understood, responded to, and appreciated by others; is developing and
conveying personal voice where appropriate.)

-

Form and express ideas on a range of topics. (forms and expresses simple ideas
and information, usually drawing from personal experience and knowledge;
begins to support ideas with some detail.)

-

Use language features, showing some recognition of their effects. (uses some
oral, written, and visual language features to create meaning and effect; uses a
range of high-frequency words correctly and begins to use some common
spelling patterns; begins to use some strategies to self-correct and monitor
spelling; writes most letters and number forms legibly when creating texts;
begins to gain control of text conventions, such as: capital letters, and full stops;
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some basic grammatical conventions; volume, clarity, and tone; and simple
symbols.)
-

Organise texts, using simple structures. (uses knowledge of word and sentence
order to communicate meaning in simple texts; begins to sequence ideas and
information; uses simple sentences with some variation in beginnings; may
attempt compound and complex sentences.)

Music – Sound Arts
• Explore and share ideas about music from a range of sound environments and recognise
that music serves a variety of purposes and functions in their lives and in their
communities.
• Explore how sound is made, as they listen and respond to the elements of music: beat,
rhythm, pitch, tempo, dynamics, and tone colour.
• Explore and express sounds and musical ideas, drawing on personal experience,
listening, and imagination.
• Explore ways to represent sound and musical ideas.
• Share music making with others.
• Respond to live and recorded music.

It is evident that Music – Sound Arts contribute significantly to educational
learning

outcomes.

Music

instruction

promotes

the

development

of

communication, analytical and creative skills, while developing an understanding
of musical conventions and cultural and historical practises. These skills enable
citizens to participate in cultural activities and therefore contribute socially,
culturally and economically to New Zealand society. In essence:
Music is one of the most valuable subjects in the school curriculum, and
the influence of music in the lives of both children and adults is more
potent than that of almost any other educational activity. Music affects
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human beings favourably, both in their intellectual and emotional lives.
Because of its power to "tone up" both mind and body, its beneficial effect
in causing increased quickness of perception, its potency to socialize, its
possibilities in preparing one for a worthy use of leisure time, and above
all, because of its influence in causing an immeasurable increase in human
happiness - for all of these reasons, music has come to be more and more
commonly regarded as an indispensable subject in all types of schools.524
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3.4 Status of Music Education
Despite the numerous benefits of a meaningful music education, many fear that
quality education is inconsistent across New Zealand. Principal Lecturer in Music
Education at the University of Auckland, Trevor Thwaites explains:
The arts are powerful agents for the development of knowledge and
understanding, for the nurturing of sensitivity and imagination, and as a
rubric for socio-cultural representations of meaning and ceremony.
However, in globalised educational settings the language of culture is
increasingly taking second place to the language of commerce.525
Music Education New Zealand Aotearoa (MENZA) is an organisation which
advocates meaningful music education, representing educators throughout the
country. Chairperson Tim Carson worries that music education has deteriorated
due to the decline of specialist music advisors, limited funding, and inconsistent
teacher training courses. He explains that over three years of training, only six to
eight hours are specifically dedicated to classroom music. 526 Similarly, in 2008,
only seven and a half hours were dedicated to music within a Bachelor of
Education at The University of Auckland.527 Carson believes that this has resulted
in numerous teachers lacking the competence and confidence to lead a class song
and believe that students singing along to Taylor Swift constitutes a meaningful
music education.528
Carson explains that:
There are amazing things happening in a lot of schools around the country,
but actually, it is a lottery now if your kid or grandkid is going to get even
a basic singing or classroom instrumental program. Music education at
525
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primary schools has become a privilege for a few, rather than a right for
all.529
Teachers have indicated a decline of resources and support from the Ministry of
Education, including the abolished annual resource, known as the “Kiwi Kid Song
Collection” which aided classroom singing.530 According to a 2003 study initiated
by the Ministry of Education, the “Kiwi Kid Song Collection” was the most
frequently used resource, as it was utilised by 66.8% of the teachers who
participated.531
Tim Carson explains that the education system focuses on assessment based
numeracy and literacy, leaving limited time for art subjects. The curriculum
outlines that there should a sequentially based music program, where every child
in New Zealand has the opportunity to learn about the elements of music in order
to foster creativity and compose. However, often this is unachievable, due to
students’ lack of basic musical knowledge.532
Lisa Rodger, Head of Early Learning and Student Achievement at the Ministry of
Education disagrees, stating that learning objectives are clearly outlined in the
curriculum and therefore are being met across the country. She explains that
schools are funded to deliver each part of the curriculum and arts funding has
consequently increased. Resources such as the “Kiwi Kid Song Collection” were
funded by Education Colleges and had little to do with the Ministry of
Education.533
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Tim Carson’s views are reflected in a report entitled “National Monitoring Study
of Student Achievement”, conducted by the National Educational Monitoring
Project. The project involved 4400 students in Year 4 and Year 8, educators and
principals to assess achievement and understanding in music education. Students
were assessed on six tasks; singing, playing, responding, reading and recording.
The study indicated that only half of students at Year 4 were at the expected level
of achievement for music.534 Principal Whetu Cormick explained that “schools
were spending less time on the arts because they were concentrating on reading,
writing and maths due to National Standards, and trainee teachers were getting
less preparation in arts teaching than in the past.”535
The report indicated that 92% of music taught at Year 4 was conducted by a
generalist teacher, who received little or no added support. By Year 8, 60% of
music tuition was taught by specialist teachers. Interestingly,
At Year 8, 25 percent of teachers had a specialist music education focus in
their initial teacher education programme, compared with only 3 percent
of Year 4 teachers. At Year 8, 16 percent of teachers had undergraduate or
postgraduate music qualifications compared with 2 percent of Year 4
teachers. Fifteen percent of Year 8 teachers had a music teaching
qualification compared with 2 percent of Year 4 teachers. The proportions
of Year 8 teachers who reported having worked in the music industry, or
as a private music teacher, were more than twice those of Year 4
teachers.536
The confidence of specialist teachers and generalist teachers teaching music to
Year 8 students was measured and compared in Figure 1 below.537
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Figure 1. Ministry of Education, Comparison of levels of confidence between
music specialists and classroom teachers.

These statistics show a vast difference in confidence between specialist and
generalist teachers, which will ultimately affect the standard of learning and
achievement. These findings also suggest that a quality music education is only
accessible to some students.
Principals were additionally asked to respond to statements about their music
program and whether the classroom teachers had “appropriate pedagogical and
content knowledge”.538 These responses are shown in Figure 2 below.539
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Figure 2. Ministry of Education, Principals’ responses of whether their school
had teachers with appropriate knowledge to teach music.

The participating principals were then asked to respond to statements regarding
the curriculum and support of the schools’ music programme as shown below in
Figure 3.540
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Figure 3. Ministry of Education, Principals’ responses about music programme
implemented by classroom teachers.

Educators were lastly asked to respond to statements regarding professional
development and support of the school’s music programme. These responses are
shown below in Figure 4.541
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Figure 4. Ministry of Education, Educators’ responses regarding professional
development and support.

These findings indicate lack of support and professional development for those
implementing a music programme. When principals were asked of the support
given it was evident that:
About 50 percent of all principals indicated that music has not been a
focus for development in the last five years. This proportion was greater at
Year 4 than Year 8. Seven percent of Year 4 and 17 percent of Year 8
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principals said that music had been a major focus for development within
the last five years.542
Interestingly, these findings conflict with the “purpose, vision and behaviours”543
of the Ministry of Education as not all New Zealand children have “the choice and
opportunity to be the best they can be”544 in the arts.
In 2003, Principal Lecturer of Music Education, Trevor Thwaites investigated
attitudes and perceptions of primary students towards the arts. The study involved
primary schools across Auckland from different ethnicities and socioeconomic
backgrounds, in addition to some students in the final year of a Bachelor of
Education. According to The Arts in the New Zealand Curriculum document
published by the Ministry of Education, all primary and intermediate schools are
expected to offer all four arts disciplines. However, according to Thwaites, little
music, dance and drama instruction was being offered, and were often subjects
generalist teachers feared the most. 545 The majority of schools stated that they
offered music tuition through group singing, however this sometimes only lasted
ten minutes per week and generally the only instruction offered was “sing
louder”. 546 Thwaites found that generally schools were inconsistent with music
tuition and lacked a variety of activities leading children to feel frustrated and
bored.547
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One student teacher recounted:
I observed fifty minutes of block singing today. The whole block [four
classes] join with another block in the school hall for singing. They walk
in and sit down and wait for the music teacher to take control. However,
all the teacher did was put a tape on. He didn’t greet them and in fact did
not say one word to them [the students]. When the tape started, the teacher
yelled out ‘SING!” and that was it. Nothing more was said.
The music teacher then stood in front of the children with his hands in his
pockets looking utterly bored. He just watched the children without saying
or doing anything. The classroom teachers [of the children] were walking
around handing out ‘smiley cards’ and encouraging the children to sing as
they sang along too.
Eventually the teacher walked over to the tape player and turned the music
off. He then shouted at the children telling them that they weren’t making
enough effort and that they were talking too much. I was watching the
children during this process, along with the other block teachers, and we
didn’t see any of them talking.
When the music was put back on again, the children sang and even did
some actions, but the teacher discouraged them [from physical
engagement] and stood there with a frown on his face and his hands on his
hips. He was very intimidating and he looked bored.
I believe with music that children need to have an amount of freedom, but
in this lesson, this was definitely non-existent. The teacher didn’t even
sing along to motivate the children or anything. I have never seen children
of any age look so bored and unmotivated for music, and I have never seen
a teacher be so discouraging.548
These experiences will unfortunately shape how students perceive music
548
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education and the value of the arts to society. Despite these experiences, majority
of children indicated enjoyment from music, stating that music was their second
preferred subject, after Physical Education.549

Similarly, The National Educational Monitoring Project conducted a study in
1998 to discover students’ attitudes, perceptions and participation in music
education both inside and outside of school. This study was conducted through a
survey of nearly 500 students at Year 4 and Year 8. It is significant as it is the first
study of its kind. 550 To assess students’ attitudes towards music education,
participants were asked to rank school subjects in preference. The following
results are shown in Example 22 below.551
Ex. 22. Buckton, Roger. Students’ preferred subject.
Year 4 Students

Year 8 Students

1. Art (26%)

1. P.E

2. P.E (17%)

2. Art

3. Maths (11%)

3. Maths

4. Music (11%)

4. Technology

5. Science (9%)

5. Music

6. Reading (8%)

6. Science

7. Writing (7%)

7. Reading

8. Technology (6%)

8. Social Studies

9. Māori (3%)

9. Writing

10. Social Studies (1%)

10. Māori

11. Health (1%)
These findings indicate that children generally enjoy music instruction being
ranked in the top five preferred subjects in years four and eight. The survey then
549
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asked participants to comment on the frequency of musical activities during
school, which are shown in the table below.552
Table 9. Buckton, Roger, Frequency of school music activities.
Year 4
Activity

Lots/quite

Year 8

Sometimes/never

often

Lots/quite

Sometimes/never

often

Singing

56%

44%

52%

48%

Playing

25%

75%

36%

64%

Listening

55%

45%

65%

35%

Dancing/moving

33%

67%

22%

78%

Buckton concludes that:
These figures indicate a sorry state of classroom music in which it appears
that a majority of children, at least according to their own perception,
experience very little classroom music. For example, at Year 4, playing
instruments was the preferred activity - 63% indicated that they enjoyed it
very much; but sadly, only 25 % indicated that they did it lots or quite
often.553
In 2002, a study was initiated by the Ministry of Education to “investigate how
teachers work with the curriculum”.554 The findings indicated that around 80% of
educators at a primary level taught music, despite only a quarter holding a
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bachelor’s degree or higher in an arts subject.555 Consequently, when asked to
indicate confidence in teaching music, only 30.9% of participants had high
confidence levels, 41.2% indicated medium and 27.9% had a low level as shown
in Figure 5 below.

Figure 5. Ministry of Education, Educators’ Levels of Confidence Teaching
Music.

Educators Levels of Confidence Teaching Music

High

Medium

Low

One intermediate educator explained that “I don’t feel I know enough about music
myself to feel really confident teaching it.”556 Other educators discussed lack of
support and resources, believing that music ought to be taught by a specialist
teacher.557 Unfortunately, many “student teachers, teachers and school principals
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are unlikely to have had much exposure to visual art or music education beyond
their own primary school experience.”558
When asked how the literacies outlined in the arts curriculum document has
impacted their teaching one teacher commented that they “Haven’t really looked
at this part of the document before.”559 Another explained, “I don’t get a lot of
time to sit and read non-essential guff.”560
Lack of support was additionally apparent through experiences with the Education
Review Office, often abbreviated to ERO. The Education Review Office is
responsible for reviewing schools every three years and report what is being
achieved in order to improve the quality of education and effectiveness of
institutions.561
Educators shared that:
At the end of the discussion with the ERO reviewer, he said that he hadn’t
read the curriculum yet, and must do so! He was a non-specialist in the
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area who had little or no idea what he was doing, then made many
incorrect judgments without evidence, didn’t even ask.562
Another educator shared that an evaluation of the arts “didn’t appear to even
figure on their inspection horizon when they visited our school. No mention was
made of it.”563 Despite the apparent lack of support, 79.5% of educators involved
felt that the arts had a positive impact on achievement in other curriculum
areas.564
When educators were asked of challenges faced when implementing the arts
curriculum, several obstacles were highlighted. Educators expressed a lack of
resources such as time, money, instruments and audio material in addition to a
lack of space to store them. Many felt that the curriculum was overcrowded and
therefore allowed little time for arts subjects with a national focus on numeracy
and literacy. One Head of Department at a secondary level explained:
For more than five years, and especially since the draft document was
published in 1999, we have sought to address issues of equity of access to
students (through curriculum committees, addressing the Board of
Trustees, getting assistance from arts advisors, etc.) but to no avail. By the
end of Year 10, students will have had half the time in the arts as they will
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have had for “core” subjects, and a third in any one arts discipline. So
much for the seven essential learning areas.565
Teachers shared struggles of implementing a quality arts program with little or no
background knowledge. Deputy principals shared that:
•

In primary schools teachers are expected to be ‘experts’ in too many
curriculum areas. In particular, I think that teachers without a musical
background struggle to provide lessons that will enable all students to
meet the learning outcomes. Primary schools should be funded to provide
specialist teachers in music.566

•

Major challenge has been time; to go into any area in depth requires time.
The curriculum is over loaded, and many other curriculum areas have been
pushed into secondary position due to the huge commitment to numeracy
and literacy.567

Pressures of time and lack of background knowledge were often alleviated
through the employment of arts specialists. A deputy principal shared the success
of a specialist at their school, explaining that “Semi-specialisation has meant that
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everyone gets regular sessions of music.”568 Meanwhile, other teachers lamented
over the lack of specialists. One syndicate leader at primary level shared:
I would like to see dance and drama removed from primary school at this
level of depth. For the expectations of dance and drama, I believe
specialist itinerant teachers (if need be) should be employed if the
achievement objectives are to be taught effectively. In our school music is
left to teachers with no expertise and no-one is expected to have to teach it
to the level demanded of this document. If the arts document is vitally
important then all teachers should be up-skilled personally, rather than
receiving a watered-down summary. However, I believe that a day course
or two would not do it justice anyway. I am sure facilitators are
dance/drama experts, have had some private training, have a personal
desire/interest in it, and so find it easy to impart. We would not expect the
dance expert to have a two-day course on reading and then be expected to
fulfil the English reading document. If this analogy is inappropriate then
so too is the analogy that drama and dance need to be monitored, achieved,
assessed to the document level as it is with reading.569
This research indicates pressures educators face when implementing an arts
curriculum, along with lack of support from the government and their school
community.
Similar research was undertaken in 2009, to understand educators’ perceptions
and curriculum delivery. 1100 primary and intermediate schools were selected to
participate, questioning principals and music teachers or the teacher in charge of
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music who were asked to fill out a questionnaire. Of the 2494 questionnaires sent,
only 325 were returned, 150 from music teachers and 175 from principals. It is
interesting to note that the majority of these responses came from state schools.570
Participation rates were asked of instrumental ensembles and tuition available in
their schools. Results indicated that instrumental groups were only present in
58.8% of schools. Instrumental instruction in group settings was offered at 59.1%,
while 45.9% offered private tuition.571
During general music tuition, 49.9% of schools taught traditional music notation,
11.4% taught tablature and only 50.5% of schools reported any form of notation
during instruction. These findings suggest that half of New Zealand children are
musically illiterate, receiving no form of musical literacy, despite the outlined
requirements in the curriculum. Douglas Nyce suggests:
The de facto philosophy of music education is one of music education for
the elite and the lucky, as those who receive quality music education do so
largely by accident of location or birth. They may have parents with the
means and/or priorities which support private music instruction. They may
have an outstanding school music teacher, or a well-funded school with a
board keen to promote music learning, or a principal with a knowledge of
and passion for the arts.572
When participants were asked why they were not fully implementing the New
Zealand curriculum, respondents explained that “Music is an expensive subject to
do well and also requires instructional time which is often not available to the
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teacher within the normal school day”. 573 Principals suggested that increased
governmental funding and implementing music specialists to deliver the schools
music programme would significantly impact the quality of education which
students receive. Nyce concludes that “It is clear that music education in New
Zealand is in crisis.”574
The decline of music education has been outlined through various news reports. In
2016, The Dominion Post published an article discussing the decline of music
education due to schools focusing on numeracy and literacy subjects. This is an
outcome of National Standards, as results of subjects such as English and
mathematics are publicised, forcing schools to prioritise those subjects. New
Zealand playwright Dave Armstrong discusses that this decline is detrimental to
society as music instils creativity, a skill that is constantly being promoted by
business leaders and politicians.575
The status of music and the arts in New Zealand is also reflected in recent staff
reductions to Victoria, Otago and Waikato universities. Research co-ordinator
Katy Miller, discusses that Victoria University has proposed cutting 7.0 FTE staff
in the humanities and language departments due to an increased governmental
focus on STEM subjects (science, technology, engineering and mathematics) and
a lack of students to justify staff. 576 Similarly, Otago University has reduced
between fifteen and twenty jobs in the arts department during late 2016,577 while
573
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Waikato University’s acting dean of the Faculty of Arts and Social Sciences
Professor Allison Kirkman has proposed cutting seventeen positions in arts and
humanities. This includes 40% of staff employed in the music department.
Kirkman insists that the proposal aims to strengthen the arts and social sciences
by amending staff to student ratio. Vice-Chancellor, Professor Neil Quigley
explains that:
There is no question that government funding priorities have not helped…
We get twice the rate for engineering students as we do for social science
students. We can cross-subsidise courses to a point, but there has not been
even nominal funding increases for social sciences for seven years, and
every year staff salaries go up.578
It is curious that Quigley omits to say in this statement that music also receives a
higher level of government funding.
Similarly, the Tertiary Education Union states:
the university was no longer willing to cross-subsidise smaller subject
departments, despite posting an overall surplus last year. The future
viability of all subjects, therefore, comes down to changing market
demand, rather than the university as a whole ensuring the provision of a
broad range of subjects that would give students in the region access to a
variety of learning opportunities.579
Sandra Grey, national president of the Tertiary Education Union laments that:
Sadly these changes fit neatly into the current National government’s longterm plan to devalue the social sciences and humanities; turning education
into a commodity a student should purchase in order to get a job, rather an
opportunity to develop a broad understanding of the world we live in and
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the skills needed to change it. It is hugely disappointing that 17 peoples’
livelihoods will be another price we are forced to pay.580
These cuts reflect priorities outlined in Tertiary Education Strategy: 2014-2019,
imparting skills for the labour force to “build and sustain economic growth”.581
The document states that:
The Government will…work to ensure that the way it funds tertiary
education sends the correct messages to TEOs about investment in key
disciplines and essential skills. The priority is to ensure that the skills
people develop in tertiary education are well matched to labour market
needs. This includes addressing new and emerging shortages in specific
areas, such as information and communications technology (ICT) and the
science, technology, engineering and mathematics (STEM) skills needed
for innovation and economic growth.582
A 2013 article published in the New Zealand Herald, explains how senior
enrolments in art subjects have declined as students, parents and administration
prioritise STEM subjects. Wellington music teacher Andrew Stopps explains that
“music was always put up against a second science subject and he had a hard time
convincing parents that music wouldn't harm their kids' chances at university.”583
Support and advocacy for arts subjects has been found through deans at Auckland
and Otago University Medical Schools and Otago University’s Law School.
Professor John Fraser at Auckland University explains candidates with a musical
background are generally focused, dedicated, creative and well-rounded.
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Interestingly, he explained that “some of the most successful and skilled doctors
he knew had continued their musical interests.”584
It is apparent that the New Zealand government is investing in skills needed to
improve the economy of the country. It is interesting to note that the music
industry significantly contributes to the economy as in 2012 and 2013, “the New
Zealand music industry directly contributed $200.4 million and $204.7 million
respectively to national GDP and directly provided the equivalent of 1,694 and
1,670 full-time jobs.” 585 Furthermore, it must be considered that while STEM
graduates may statistically earn more than graduates in the humanities, the arts
contribute in other ways to society, and New Zealand needs to look beyond the
short term focus of STEM subjects.586
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3.5 Music Education Survey
These findings prompted an investigation into the status of music education in
New Zealand through an online questionnaire. This survey represented 221 music
educators, including classroom music teachers of primary, intermediate and
secondary levels, instrumentalist teachers working as itinerants or in a private
setting and music professors at tertiary institutions. These participants strongly
representing regions of Auckland, Waikato and Otago. This research indicated
that 91.76% of participants felt that music in an educational context is
underestimated, underfunded or undervalued in New Zealand. 1.65% of
participants disagreed while 6.59% who selected “other”, were unable to
comment. These findings are shown below in Figure 6.587

Figure 6. Educators’ response as to whether music education in underestimated,
underfunded or undervalued.

Do you feel as if music in an educational context is
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The majority of participants indicated that music is often perceived as superfluous
to the curriculum and that music as a career, is not viewed as economically viable
and therefore of little societal value
Educators explained:
•

Parents discourage their kids from taking NCEA music as "music won't
give you a career" - they misunderstand the function of music making and
learning as an holistic activity. Until more people - teachers, parents,
governments, schools, principals, students - understand music as an
holistic activity which can have a profound effect on our humanity both
individually and collectively, music education will be all of the above underestimated, underfunded, undervalued.588

•

We have a government that fails to value the arts and prioritises for
artificial levels in numeracy and literacy without realising that the arts, in
particular music, will raise these levels more effectively. I think we have a
neo-liberal attitude towards the arts as being non-productive financially,
which of course flies in the face of current research about the effect of
music on learning. Teachers are overwhelmed, under resourced and
pushed to deal with too much red-tape to have time to teach creatively.589

•

The current government focus on STEM, in terms of funding and
development, ignores the contribution of arts in general, both as a valuable
component of modern society and also the significant size of the artistic
industry.590

Frustration was additionally expressed around the lack of understanding of the
cognitive, psychological and social benefits of a meaningful music education,
sharing:
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•

It's seen as something that's nice to have, but not essential to our health,
happiness, comfort & wellbeing.591

•

There seems to be a lack of understanding as to what a good musical
education can provide a child despite all the research into what music
learning can do for your brain.592

From these responses, it is apparent that the majority of educators felt that music
in an educational context is underestimated, underfunded and undervalued. It was
difficult to understand why 1.65% of respondents felt that music education was
appropriately estimated, valued and funded as no explanations were given.
To assess the quality of music education, participants were asked whether they
felt that a meaningful music education was taught throughout New Zealand and
why. 185 participants responded, 24.32% indicating yes, 36.76% no and 38.92%
were categorised in ‘other’, unable to comment. Results are given in Figure 7
below.593
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Figure 7. Educators’ response to whether a meaningful music education is met
throughout New Zealand.
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Educators who responded yes, felt that the current curriculum offered a holistic
approach to education, through music technology and instrumental tuition of both
classical and contemporary styles. The level of musicianship and technique seen
at regional and national competitions such as “The Big Sing”, Band and Orchestra
festivals and the “Young Singers in Harmony” competitions, provided affirmation
that music education is being successfully taught. Educators shared:
•

NZ has some amazing music educators. It is a subject which teaches the
whole person and encourages young people to explore deeper within
themselves and therefore requires a more pastoral approach. Many of the
music teachers I interact with are exceptional and caring individuals and
NZ is fortunate to have them.594

•

Across the board teachers are going above and beyond their best to help
the younger generations explore their abilities and make connections to
their lives so it is relevant.”595
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Participants who felt that a meaningful music education was not taught throughout
New Zealand, highlighted that while many schools provided excellent music
programs, most of these are private or a high decile schools and exclude students
from low socioeconomic backgrounds. These comments additionally highlighted
a perceived inconsistency of education at primary, secondary and tertiary levels.
The biggest concern revolved around the quality of education at primary level, as
music programs were often non-existent. Most educators felt that primary teachers
had little training, professional development or confidence in teaching music
which led to “Young people…not experiencing the benefits of group music
making and singing or learning music as a subject or learning to perform an
instrument other than a ukulele.” 596 One educator believed that this is due to
differing levels of music funding between primary and secondary schools.
Consequently, this continues to cause problems throughout secondary education.
Teachers explained that:
•

(there is) little time to prep students from those who sang a few songs at
primary school up to performance level required for NCEA.

•

there are huge gaps in some of the students musical knowledge. eg They
are expected to compose a piece of music but haven’t a clue about time
signatures.597

•

Many schools have no programs from Y9 that will actually take a student
through to a level by the end of Y13 that will enable them to begin a
university undergraduate music degree. This doesn't seem to be true for
subjects such as chemistry or maths.598

Participants categorised in “other” felt that the quality of music education varied
between schools and regions, often relying on the calibre of individual teaching
staff. Many felt that:
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•

There are definitely great pockets of excellent musical education but in
general there seems to be a reluctance to value a good musical education
in every school setting.599

To gain an in-depth understanding of the status of music education, participants
were asked to state adversities they face. 191 participants who responded,
explained the biggest struggle is being unvalued as music is often regarded as a
hobby or extracurricular activity. It was felt that these values are reflected in lack
of funding, resources, recognition and respect by schools, administration and the
government. Educators shared:
•

Music is often seen as an 'extra' and its holistic educational benefits are
under-valued.”600

•

There is a perception, not only in society, but in other subject areas that
music is not an academic subject and that it is akin to 'play time' and
therefore is always under appreciated.601

•

In NZ (and globally) arts education is grossly undervalued. It is the first
thing to go in schools that have financial constraints. The arts often come
behind literacy, numeracy, 'academic' subjects like science, and of course
sport! As a high school music teacher you are seriously over worked and
risk burnout. You are expected to perform at the drop of a hat yet you are
not prioritised for as a subject because you are a 'frill' for the school although they happily use you as advertising.602

•

Perception that Music is not vocational and gets in the way of 'real'
subjects like science, maths and economics...Parents who are fixed in a job
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focused view of education that does not reflect the realities of the modern
work environment.603
•

Students (are) being pressured to take the Math and Science options. I
have had senior students told by Careers Advisor that if they aren't going
into a Music job when they leave school they might as well drop the
subject now.”604

Another key explanation arose from New Zealand’s cultural preference of sports
over the arts. Often art subjects are viewed as “less important than sport for many
of the families.”605 Another educator explained that:
Music is (perceived as) a nice recreational pursuit but is not a core subject
and therefore not afforded the same status. Particularly in NZ, the Arts are
overshadowed by Sports at every educational level. The attitude that
Music is a great way to access other curriculum areas, not a subject worthy
of study in its own right.606
This question also highlighted the difficulties around becoming a teacher through
current LAT (Limited Authority to Teach) restrictions, in addition to the lack of
support from university programs, who often promoted music performance but
not music education. Concern was raised around classroom trainee teachers
especially in the primary sector, as it was felt they needed more training and time
when it comes to music education. A participant shared that:
Unfortunately, the poor-quality attempts of teaching basic instruments like
Recorder, Ukulele etc by primary school classroom teachers who have
managed to learn few basic tunes and while having the best intentions, are
demoting music education to the level of a short term pastime.607
Educators were lastly asked what changes they would like to see in New
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Zealand’s Education System, to which 174 participants responded. The most
widely held opinion was to increase funding to music education. Many felt that
this would enable schools to provide teaching resources, quality classroom
instruments and allow more hours for itinerant music teachers. Participants felt
that adequate funding would ensure a higher quality education.
Second to funding, educators expressed that they would like to see the arts
recognised for the contribution that it brings to New Zealand society and
economy. One educator explained that:
Not all educational value can be measured in monetary or economic terms.
Education in arts and culture can increase a person's confidence, higher
thinking, problem solving, mental health, and other areas that have a wider
impact on a healthy society.608
Many felt that if the value of music education was recognised that music would be
incorporated into the general curriculum. This has already occurred in parts of
Europe and the United States through the development of STEM (science,
technology, engineering and mathematics) to STEAM (science, technology,
engineering, arts and mathematics).
These findings indicate that majority of music educators in New Zealand feel that
music

education
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inaccessible,

being
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3.6 Global Status of Music Education
Unfortunately, the decline of music education is also occurring on a global scale.
Professor José Luis Aróstegui, explains that music programs face a global decline,
lacking sufficient resources and support, as governments often fail to
acknowledge how music can contribute to an individual or society.609
The Organisation of Economic Co-operation and Development, often abbreviated
to OECD, advocates a knowledge-based economy to focus on the advancement of
technology and science.610 Established in 1947, the organisation involves thirtyfive countries including New Zealand, comparing economic data to understand
global trends 611 and “improve the economic and social well-being of people
around the world.” 612 In 2000, the OECD developed international assessments,
known as PISA (Programme for International Student Assessment). These
assessments involve examinations in mathematics, reading and science throughout
seventy-two countries, to ensure students have “acquired key knowledge and
skills that are essential for full participation in modern societies”613 The exclusion
of art subjects such as music, suggests that knowledge in the arts is non-essential
for modern society.
When asked of the exclusive subject range of PISA examinations, coordinator
Andreas Schleicher explains:
We have a methodological handicap. We know how to measure
mathematics, science and literacy, but we do not know how to do it with
music. This is not an excuse, it is that, in PISA, we do not have tools to
609
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value music. I repeat, this is not an excuse. I am in favour of PISA
spreading the competences evaluated. Notwithstanding, we have carried
out studies about competences which predict success in life and we have
concluded that science, mathematics and reading understanding are key
predictors of professional life.614
This belief is apparent through governments promoting and subsidising STEM
subjects, which are commonly thought to make the “strongest contributions to the
economy”. 615 However, it can be argued that skills gained in music such as
creativity, problem solving and innovation would further assist a knowledgebased economy. 616 An American National Commission on Music publication
explains that “Music education provides critical introduction to reinforce
academic and personal skills as critical thinking, problem solving, and learning
how to work cooperatively toward shared goals.”617
Due to an increasingly knowledge-based economy, it is often thought that tertiary
education in humanities will disadvantage graduates, making it difficult to find
employment. Research conducted at Oxford University, explored the benefits,
skills and careers obtained from humanities graduates between 1960 and 1989.
The study indicated that humanities imparted transferable skills such as creativity,
critical thinking and communication. Consequently, 80% of graduates became a
part of occupational sectors in education, media, law, finance and management
and therefore expanding economic growth.618
In 2000, a similar study was undertaken, investigating tertiary graduates after five
years, to explore a relationship between course of study and innovative
employment. Innovation was defined through technical, analytical, behavioural
614
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and social skills such as critical thinking, imagination, creativity, communication,
persistence and so forth. Results indicated that “graduates in arts and in
engineering have the same likelihood of participating in product innovation.”619
Furthermore, governmental policies exclusively advocating STEM subjects are
potentially damaging, as employment in innovation requires employees with
diverse qualifications and skills.620
U.S Secretary of Education Arne Duncan, explains that:
Education in the arts is more important than ever. In the global economy,
creativity is essential. Today’s workers need more than just skills and
knowledge to be productive and innovative participants in the workforce.
Just look at the inventors of the iPhone and the developers of Google: they
are innovative as well as intelligent. Through their combination of
knowledge and creativity, they have transformed the way we
communicate, socialize, and do business. Creative experiences are part of
the daily work life of engineers, business managers, and hundreds of other
professionals. To succeed today and in the future, America’s children will
need to be inventive, resourceful, and imaginative. The best way to foster
that creativity is through arts education.621Educator Elliot Eisner similarly
shares that:
The current emphasis in schools on verbal and mathematical reasoning
seriously biases our conception of human intelligence and significantly
impedes the development of socially valuable interests and aptitudes.622
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Despite an overwhelming amount of advocacy and scientific research on the
benefits of arts education, an OECD publication suggests that: “There is far too
little research on the impact of arts education on student outcomes of creativity,
critical thinking, persistence, motivation and self-concept, and this prevents us
from making strong conclusions about these outcomes”. 623 This seems to
contradict an earlier statement that the arts “are important in their own rights for
education”624
It is interesting to note that economic and labour markets are constantly changing,
therefore skills currently needed may be subject to change. Educational Aims and
Objectives argues that:
(There is) no way which an education system can deliver the exact mix of
skills and competencies of the right kind and in the necessary quantities to
meet the needs of economic and labour market systems that are not only
essentially unpredictable but which are almost certain to change out of all
recognition in the course of a single individuals working life. To be able to
do so would imply a capacity to predict economic conditions and
technological change in a way quite beyond human reach.625
Perhaps an education system solely based on promoting employment skills is
unattainable.
In 2012, an Australian study was conducted to assess the status of music
education in primary schools throughout regional Victoria. The study explored the
inaccessibility of a quality music education, due to an over-crowded curriculum, a
focus on numeracy and literacy, budget restrictions and lack of qualified staff. A
survey of regional primary schools indicated that numerous music programs had
been abolished. 65% of principals who participated, stated that a music program
was no longer viable due to budget restrictions, while 47% explained that it was
623
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due to a lack of qualified staff.626 This document also highlighted a decline of
music electives available at regional universities and a reduction of time allocated
to the arts during generalist primary teacher training.
Associate professor Deirdre Russell-Bowie, explains that Australian schools have
been struggling to implement a quality arts curriculum over the past thirty years,
due to a lack of: music specialists in schools, music resources and facilities,
instrumental tuition in primary schools and adequate teacher training.627 Similarly,
a state report found:
Generalist primary classroom teachers, because of their own poor arts
experience at school, and because of inadequate teacher training, lack
confidence to teach the arts. As a result, there is a strong impulse to
marginalise the arts in their teaching.628
Researcher Anita Collins laments that:
Music education should be essential for every child. And if you look at our
National Curriculum and many National Curriculums around the world it
is a core part of it. And yet in a research study recently released here in
Australia, 1.4 million children today do not have access to a music teacher
in their school. Music education is not for the talented, it is not a luxury, it
is not an add on, it is not a bonus, it’s not a nice thing if we had some extra
money - it is essential. We take deliberate steps to teach our children how
to care for this planet, so that they may enjoy it in the future. We take
deliberate steps to teach our children how to eat well, exercise, and look
after themselves and make good choices, so they may live a full life. Why
can’t we take deliberate steps to raise the cognitive capacity through music
education of the next generation, so they can build a better world for
626
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themselves.629
Similarly, in the United States of America, music education is often perceived as
“culturally irrelevant and unnecessary”,630 unable to provide skills of economic
value.631
Arts advocate Sandra Ruppert explains that:
Study of the arts is quietly disappearing from our schools. In schools
across the country, opportunities for students to participate in high-quality
arts instruction and activities are diminishing, the result of shifting
priorities and budget cuts. Poor, inner-city and rural schools bear a
disproportionate share of the losses. Studies show children from lowincome families are less likely to be consistently involved in art activities
or instruction than children from high-income families…Despite
convincing research and strong public support, the arts remain on the
margins of education, often the last to be added and the first to be dropped
in times of strained budgets and shifting priorities. 632
An OCED publication shares that:
The arts play a relatively minor role in most schools all over the world
today. By and large, all school systems world-wide, both governmentsupported and independent, focus far more on training what are considered
“academic” skills - primarily reading (and literature in the secondary
years), writing, mathematics, science, history and geography (in the
secondary years) - and far less on the arts. The opportunity to learn to
understand and work in the visual arts, music, dance, and the theatre has
been grossly neglected. The arts are usually taught minimally in the early
629
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grades (e.g at best students may have music or art class once a week for
one period); at older grades, the arts are usually electives and hence only
some students gain experience in the arts; and sometimes the arts are
relegated

to

after-school,

extra-curricular

activities,

along

with

participation in athletic teams. Of course there are exceptions, but we state
here the general rule.633
The United Kingdom is also facing a national decline, as funding for music
education has stagnated, despite “creative industries…(generating) 85bn net a
year to GDP”.634 A recent article highlights the inaccessibility of music education,
being only available through private tuition, as the education sector focuses on
academic subjects.635 In 2014, the National Children’s Orchestra of Great Britain
discovered that nearly 70% of members in state schools received private tuition.
Similarly, in 2012-2013 only 10% of music students at tertiary institutions were of
minority ethnicities.636 Therefore:
The long-established central position and general values of the Humanities
at the heart of British higher education are being displaced in current
educational policy by an approach that sees knowledge as more
appropriately generated and governed by markets for skills and technical
information that respond to immediate economic needs.637
In 2009, a study was published indicating that Britain continues to face problems
similar to New Zealand, as teachers often lack skill, knowledge and confidence to
implement a meaningful music education, consequently, children are “denied
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opportunities to sing and learn instruments.”638 Professor Susan Hallam explains
that less than half of primary teachers received musical training during their
teaching degree and that many are “unwilling to sing in front of a class of fouryear-olds.”639
In 2016, a study was conducted to explore whether music education is accessible
to children in plural British communities. The research was conducted through a
series of interviews and surveys with educators, community groups, children,
families and Music Hub leaders. 640 The findings suggest that music education
remains inaccessible to many due to financial constraints, lack of resources,
cultural perspectives and allocated curricular time. 641 The cost of tuition,
instruments and resources seemed to be the biggest barrier for children to access
quality education and schools to offer it. Cultural perspectives of parents and
policy makers, was additionally a large factor as many believed that music is
unable to further career prospects. This perspective affected class time allocated to
music and the likelihood of students pursuing a career in the arts. 642 These
findings indicate the quality and quantity of music tuition differs greatly between
schools and regions and that for many music education remains inaccessible.
These claims led professor Aróstegui to explore the global decline of music
education. He suggests that a decline is apparent due to the following reasons:
1. A curriculum model that prioritizes the STEM subjects, inevitably to the
detriment of the rest, music and arts at large in particular.
2. An excessive concentration on quantitative measurement as if it was the
only way to determine school outcomes, when music education is difficult
to be evaluated by these means due to their different nature.
638
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3. A lower number of resources available, time and money, for music
education.
4. A wrong advocacy approach supported by music educators, too focused on
traditional practices, thus ignoring both curriculum demands of the policy
reforms implemented and students youth cultures.643
Aróstegui suggests that the wrong type of advocacy is often used to promote
music education, as some claim that music can bring peace and calm the body,
despite other activities being more effective, such as a warm bath.644 Similarly,
music education is often justified in national curriculums by assisting other
subjects. However, this is counter intuitive as tuition in mathematics will always
be more beneficial than music tuition when it comes to achievement in
arithmetic.645
Associate professor Russell-Bowie suggests that the two biggest problems of
implementing a meaningful music education are a lack of knowledge from
generalist teachers and a lack of focused curriculum. She suggests resolving these
issues through changes in governmental policies to reflect a higher focus and
priority on music, followed by each school allocating an appropriate amount of
time, resources and facilities to music. Teacher training programmes need to
provide appropriate initial teacher training and professional development for
every child to participate in a quality music education.646
It is apparent that some feel that music education “distracts from those areas that
are more relevant in the 'real world' and in terms of developing job skills, the
funds required for hiring music teachers, purchasing equipment for their
classrooms, and making other budgetary allowances for their programs takes
643
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money away from other areas where it could be more wisely spent.”647
English composer Andrew Lloyd Webber concludes that:
…if you empower children through the arts, every penny you spend on it
comes back ten times over because it’s not about making people into
musicians, or about actually making them into actors or actresses. . .It’s
about getting people to feel that the arts empower. Particularly in this time,
at the moment with what’s going on in the world and what’s going on
politically, I don’t think there’s ever been a time where arts have been
more important in schools.648
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Chapter 4: Societal Attitudes towards Music
…life of the arts, far from being an interruption, a distraction, in the life of a
nation, is very close to the center of a nation's purpose-and is a test of the quality
of a nation's civilization.649
- John F. Kennedy

4.1 Governmental Support
In New Zealand, the government actively contributes to the education sector,650
establishing national priorities, funding and the curriculum. 651 Therefore, it is
essential to assess the level of governmental support the arts receive.
Prime Minister Jacinda Ardern, discusses that the state of the arts and art funding
in New Zealand is in jeopardy, as funding has stagnated on a governmental level.
Organisations such as Creative New Zealand, who rely largely on the Lotteries
Commission for funding, has faced an $11 million deficit, due to a decrease in
gambling. Previous Minister of Arts, Culture and Heritage Maggie Barry,
suggests art audiences can remedy the situation by buying a lotto ticket. Act party
leader David Seymour, rebuts that increasing art funding would mean lowering
funding of other departments such as education, health care and tax relief.
Seymour claims that “The arts, for all their value, are disproportionately
patronised by the middle and upper class…The arts have always thrived on a
private and voluntary basis. Business sponsorship contributes $80 million. Crowdsourcing makes all this more accessible. Yet still, the arts could perform better.”
652
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economic development.653
Organisations such as the New Zealand Opera and New Zealand Symphony
Orchestra have faced financial hardship due to governmental support and the
reliance on the Lotteries Commission. General director of New Zealand Opera,
Stuart Maunder questions whether financial support for the arts should depend on
the lottery commission explaining “How can companies such as NZO plan for
sustainability in a funding environment that is by definition a gamble?”.654 The
orchestra faced similar dilemmas, as funding has stagnated despite inflation and
increasing living costs.655 Chief executive, Christopher Blake confirms that the
stagnated funding has impacted the orchestra, however strategies are developing
to maintain the core values of the ensemble.656 In 2016, the orchestra received an
additional $1.2 million, encouraging additional concerts and tours. Minister
Maggie Barry states:
The Government recognises the importance of the arts, and this support
shows our commitment to ensuring our leading cultural institutions can
maintain their high level of quality and all New Zealanders have the
chance to see them.657
This statement seems to contradict previous thoughts shared by the minister.
New Zealand politicians Winston Peters and Nick Smith have also shared their
opinions of the arts, opposing the inclusion of Māori performing arts in national
examinations. National MP Nick Smith, discussed that formal instruction of
Māori performing arts is “part of a systematic watering down of academic
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excellence that we have in New Zealand.”658 The Minister additionally expressed
that the arts should remain extra-curricular being taught outside of the
classroom. 659 These views reflect that while the arts are one of the seven
curriculum areas, it is not regarded as equivalent to the other six.660
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4.2 Local Government
The decline of funding towards the arts is apparent in local governments
throughout the country.661 An example of this can be seen through the closure of
Hamilton’s Founders Theatre. The theatre, initially opened in 1962 by the mayor
Denis Rogers was Hamilton’s chief performing arts venue. 662 Fifty-four years
later, it has significantly deteriorated and was closed in 2016 for health and safety
reasons, despite warnings from Creative Waikato that urgent refurbishments were
required.663 Chief executive Sarah Nathan believes that the council have ignored
infrastructure of the arts, resulting in the theatre’s sudden closure. She explains
“You just have to look at the ladies’ toilets…there is no hot water and all of the
tiling in the original toilets is from the 1960's. You wouldn't find that in many
other regionally significant cultural centres in New Zealand”.664 A year later the
theatre still remains out of action.
Another example can be seen in Nelson, where council expenditure focuses on
sport and recreation facilities. Annually, the council spends $6.2 million on sport
and recreation and $1.2 million on arts and culture. Councillor Pete Rainey
explains “that there…(is) an unfair imbalance in council (spending) which…(has)
been "accepted for decades".”665 It is interesting to note that public participation
in art and culture is significantly greater than sports and recreation, as the Suter
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gallery had around 80,000 participants in one year compared with 22,634 people
who used “parks and courts for outdoor sport.”666
Cuts in funding to the Christchurch Art Gallery additionally show a decline of
support to the arts. In 2015, Christchurch City Council proposed cutting gallery
funds for purchasing new artwork from $250,000 to $80,000 per annum. These
proposed cuts would make the gallery “one of the most poorly funded art
collections in the country”.667 Art advocates express that these cuts will make the
city feel like a “cultural wasteland”,668 resulting in fewer exhibitions and reducing
the quality and quantity of the gallery’s art.
These examples provide evidence that art funding in local communities has
stagnated, often being reduced or neglected. While these examples do not directly
affect music education, they do reflect the value local government places on the
arts.
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4.3 Public Attitudes
It is evident that the arts often lack governmental support and face numerous
financial and cultural adversities. Despite this, public participation and
appreciation has remained.
In 2015, a study was conducted by Creative New Zealand, investigating public
attitudes towards the arts. After surveying New Zealand households, it was found
that 82% of participants believe that the arts help improve New Zealand society
through improving personal well-being, cultural identity, the economy and sense
of community. 669 Interestingly, 74% of participants agreed that the arts should
receive public funding and 71% agreed that their local council should financially
support the arts sector.670 Children aged between ten and fourteen participated,
promoting a love of the arts bringing “joy, empowerment, a sense of
accomplishment, and inspiration for the future.”671 Overall, a majority of younger
participants engaged in at least one art form in their free time, equating to the
same proportion as those who engage in multimedia activities, such as watching
television or movies (the most common pastime for this age group).672 67% of
young New Zealanders are content with their current level of engagement, while
one in four young New Zealanders would like to be more involved. 673 The
research suggests that the greatest barrier to arts involvement in young New
Zealanders is lack of time followed by financial constraints.
The document also indicates that over twelve months, 65% of New Zealanders
have attended or participated in performing arts.674 Interestingly, households with
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higher incomes were more likely to attend.675
In 2003, research was conducted by Statistics New Zealand and the Ministry for
Culture and Heritage, to explore cultural involvement and barriers to attendance.
The study indicated that 93% of New Zealanders over the age of fifteen, had
participated in at least one cultural activity over the last twelve months. The study
estimated that 37% of the adult population attended a live musical performance,
equating to 1,021,000 adults. Interestingly, participants with tertiary qualifications
were more likely to attend these events. When asked of barriers to participation,
time and finances seem to be the biggest obstacle. New Zealanders expenditure on
cultural events “exceeded spending on overseas travel, apparel, and domestic fuel
and power.”676
These findings suggest that the arts are valued and appreciated, being essential to
everyday life. While participation rates are high, it is evident that many struggle to
attend due to time and financial constraints. It is interesting that tertiary graduates
were more likely to attend; perhaps this is due to theoretically earning a higher
income, or perhaps as the Greek’s believed, their education has allowed them to
fully participate in the country’s culture and society.
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Chapter 5: Conclusion
“…education is the first and fairest thing that the best of men can ever have.”677
-

Plato

This thesis has explored the contributions of music in ancient and contemporary
societies. Historical evidence demonstrates that the ancient cultures of Greece,
China, India and New Zealand, believed music to be indispensable, holding
immense power, capable of altering one’s character and society. Music therefore
was key to the culture, religion, health and the education of each society.
In New Zealand, music is perceived to be an essential part of society. In 2014,
82% of New Zealanders indicated that the arts improve society, the economy,
personal well-being, community and cultural identity. Consequently, music is a
significant feature of the education system, being classed as one of the seven
learning areas. A literature review of scientific studies, has revealed a multitude of
benefits associated with a quality music education, such as enhanced cognitive
function, auditory development and spatial abilities. Several studies have also
indicated that after exposure to music education, students showed elevated
confidence, self-esteem, self-discipline, sense of community, empathy, memory
retention and academic performance. These studies suggest that a quality music
education can significantly benefit one’s well-being.
Despite the magnitude of research conducted, music education in New Zealand
has stagnated, being often perceived as a superficial activity. The decline is
evident through lack of resources, funding and support, in addition to current
training teachers receive in music, which may in many cases be inadequate.
Therefore, it seems unlikely that every child will receive a quality music
education despite the objectives of the Ministry of Education and the National
Curriculum.
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Evidence suggests that an educational decline in Arts education is due to a shift in
cultural and governmental philosophies. It would seem that educational
imperatives in New Zealand are ideologically driven and are now more commonly
referred to as neo-liberalism. The introduction of neo-liberal policies has resulted
in value being determined by economic gains, as shown through the promotion of
STEM subjects. These subjects have been promoted through the assumption of
providing improved financial stability and employment opportunities, despite
research indicating that arts graduates have more transferable skills and the same
likelihood in gaining an innovative job.
Governmental funding has also impacted on the quality of music education in the
curriculum, as unfortunately, many members of parliament believe that arts
funding should rely on public generosity rather than governmental funding. It is
interesting to note that this attitude seems specific to arts subjects. These decisions
seem politically motivated and are the result of changing from the Department of
Education to the Ministry of Education, where crucial decisions for the education
sector are made by politicians rather than professional educators.
Another contributing factor, is the minimal time allotted to trainee teachers for
music education, as often trainee teachers only receive six to eight hours of music
instruction. This has resulted in teachers lacking confidence and competence,
struggling to implement quality music instruction in the classroom. Consequently,
music tuition during school is often omitted or condensed to group singing, with
little instruction or purpose. While quality tuition is occasionally being met, this
generally occurs in private or high decile schools, dependant on finance and
geographical location. It appears that no other subject in the curriculum is
dependent on these variables.
The Ministry of Education aims for every child to have the “opportunity to be the
best they can be”, and the National Curriculum clearly states that “All New
Zealanders have a right to an education in the arts as part of their schooling.”678
However, it is evident that a meaningful music education in New Zealand is not
"The Arts in the New Zealand Curriculum." edited by Ministry of Education.
Wellington: Learning Media Limited, 2000. 10.
678
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being delivered. It has become a gamble whether every child in New Zealand will
receive a quality education and until music and the arts are given the value they
deserve in the curriculum, these aims cannot be achieved.
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Appendices
Appendix A: The Perception of Music Education in New Zealand
Society Survey
This research project will explore how music education is perceived in New
Zealand’s society and how its benefits are understood. The project will highlight
the benefits of a meaningful music education and question its role and value in
society. Through this research, I hope to advocate music education, raising
awareness of the benefits and aiding music programs throughout the country. This
research project is conducted as partial requirement for a Master of Arts in Music.
The information collected will be used to write a Master of Arts thesis in Music.
Once completed and bound this will be available through the library at the
University of Waikato, and electronically through the online database. It is
possible that articles and presentations may be the outcome of the research. Due to
the requirements of a Master of Arts, documents of research will be stored for five
years after the thesis has been submitted. After this period, all notes and
documents will be destroyed.
The online survey should take no longer than 10 minutes and all participants will
remain anonymous. If you have any questions or concerns about the project, either
now or in the future, please feel free to contact either:
Researcher:
Jade Browne
027 8440 403
musical_addiction@live.com
Supervisor:
Dr. Michael Williams
07 837 9369
michaelw@waikato.ac.nz
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By submitting your answers, you agree to the terms outlined above.
This research project has been approved by the Human Research Ethics
Committee of the Faculty of Arts and Social Sciences. Any questions about the
ethical conduct of this research may be sent to the Secretary of the Committee,
email fass-ethics@waikato.ac.nz, postal address, Faculty of Arts and Social
Sciences, Te Kura Kete Aronui, University of Waikato, Te Whare Wananga o
Waikato, Private Bag 3105, Hamilton 3240.
Survey:
What region do you teach in?
How long have you been teaching for?
What age group do you usually teach?
Why did you choose a career in music education?
What adversities do music educators face?
Can you comment on the current issue of gaining teachers registration or a
Limited Authority to Teach?
Has gaining registration or an Limited Authority to Teach been an issue for
yourself, your employees or colleagues?
Do you feel as if a meaningful music education is being taught throughout New
Zealand? Why?
Do you feel as if music in an educational context is underestimated, underfunded
or undervalued? Why do you feel like this?
Is there anything you would like to see change in New Zealand’s Education
System?
Is there anything else you would like to add or comment on?
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Appendix B: Ethics Approval

Linguistics Programme
School of Arts
Faculty of Arts and Social
Sciences
Te Kura Kete Aronui
The University of Waikato
Private Bag 3105
Hamilton 3240
New Zealand

Phone +64 7 838 4466 ext
8144
E-mail
jbarbour@waikato.ac.nz
www.waikato.ac.nz

Jade Browne
Michael Williams
MUSIC
17 November, 2016
Dear Jade,
Re: FS2016-67 THE PERCEPTION OF MUSIC EDUCATION IN NEW ZEALAND SOCIETY
Thank you for submitting your amended application to the FASS Human Research Ethics
Committee. We have reviewed your application and the Committee is now pleased to offer formal
approval for your research activities, including interviews and an online survey targetting music
educators.
We encourage you to contact the committee should issues arise during your data collection, or
should you wish to add further research activities or make changes to your project as it unfolds.
We wish you all the best with your research. Thank-you for engaging with the process of Ethical
Review.
Regards,

Julie Barbour, Chair
Faculty of Arts and Social Sciences Human Research Ethics Committee.
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