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Abstract 

 Using an action research methodology, I investigated my practice of creating music 

with Grade 4 and 5 students (N = 43) in a school on the Canadian prairies. The intent of this 

self-study was to answer two research questions: (a) what impact will the creative music 

experiences have on students’ learning in creative expression in music; and (b) what are 

students’ perspectives on engaging in the creative music process? Data sources included: 

field notes, student assessments, video recordings, debriefing sessions, small group 

conversations, and surveys. Qualitative data was analyzed thematically while quantitative 

data was summarized using descriptive statistics. The large majority of students achieved the 

targeted curricular outcomes, as well as other outcomes not specifically targeted. Students 

were successful in composing collaboratively with peers, in generating musical ideas, and 

overall enjoyed the creative experiences. Social disagreements and absences were found to 

hinder the appreciation of composing for some students. 

Keywords: creativity, music education, music composition, ukulele, action research   
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Chapter 1: Introduction and Overview 

Overview of the Study 

Experiential learning through music and the arts are considered to be pinnacle 

gateways for personal and/or social transformation. The ability to create, express, and share 

innovative ideas, in a medium where conventional language is perhaps insufficient, is 

irrevocably empowering for the creator. Perhaps there is no greater description of music 

creation than it as an ethereal practice. Engaging in music composition supports the mastery 

of technical and musical language skills and provides media for individualistic expression. It 

fosters the development of the cognitive, affective, and psychomotor domains of the 

individual while uniting musical communities through performance and reflection. Music 

creation has potentialities of influencing societal change and fulfills our intrinsic yearning to 

create. Regrettably, the literature suggests that the freedom and subsequent encouragement of 

personal expression of creative attitudes are passively and/or actively belittled by traditional 

music education paradigms. However, the community of music educators is beginning to 

respond as the field continually evolves, revising, and adopting new practices to teach 

musical concepts to children. It is in this era of pedagogical reconstruction in the field of 

music education that this study is presented. 

My general interest in this area of study reflects my progressivist and 

reconstructionist philosophical views on music education and aims to contribute to the field 

by focusing upon teaching instrumental music composition. The resources used in the study 

were comprised of baritone ukuleles, electronic keyboards, and both pitched and non-pitched 
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percussion instruments. Understanding the value of implementing a successful music 

composition unit, I have structured this study in the interest of professional development, 

using an action research methodology through which I aimed to improve my knowledge and 

skill in the prescribed area.  

Area of Focus 

  Instilling the capability for students to produce original thoughts and ideas are 

emerging necessities in 21st century learning contexts (P21 Framework Definitions, 2015). 

Akin to other educational disciplines, music teachers should also encourage students to 

explore and create personal, musical works. In doing so, students are encouraged to think 

both critically and creatively when invited to produce new, innovative ideas and modes of 

expression through music. Unfortunately, numerous contemporary music education programs 

in Canada are not structured in a manner conducive to such creative development. Hess 

(2014) draws upon the literature of various scholars to outline some of the struggles still 

persistent in many of contemporary music education programs in Canada: 

 [W]ithin the Canadian context, the dominant paradigm of music education remains 

that of the ensemble, which usually follows a rehearsal model. It is teacher directed 

and the teacher controls the activities, generally within a Western classical sensibility 

(Bartel 2004, xii-xiii). Technique is often privileged over musicality (Bartel and 

Cameron 2004, 42-43) and cognitive over the playful (Kennedy 2004, 67). 

Curriculum content is largely replication of music created by someone else (Bartel 

2004, xii-xiv), with little emphasis on creating (Kennedy 2004, 69). Repertoire is 
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largely Western classical and Western notation is privileged over aural transmission. 

There are many exceptions to this dominant paradigm in programmes across Canada 

and the USA. However, this ensemble paradigm continues to dominate (Hess, 2014, 

p. 230).  

According to Hess’s perspective, the majority of Canadian music programs approach music-

making through ensemble performance with little attention to student creative development 

via music composition. As she suggests, there are certainly exceptions to this statement. In 

fact, many contemporary music curriculum frameworks across Canada include creativity as 

an essential learning area (British Columbia Ministry of Education, 2010; Manitoba 

Education and Training, 2011; Nova Scotia Department of Education, 2002). Regardless, the 

negligence of introducing creative music experiences in many educators’ classrooms is 

seemingly an ongoing issue. A personal experience I can reflect upon is the fact that I 

graduated from my undergraduate music teacher education program without being required 

to take a single course on the pedagogy of creative music experiences; my coursework was 

comprised nearly exclusively of instrumental technique skills. Such an approach of large-

scale collective music learning may be argued to be a practice of student conformity to the 

ensemble; Torrance (1965) defines conformity as “doing what is expected” and acknowledges 

that many scholars consider it to be an antonym to creativity (p. 3). Osborn (1963) affirms 

this by stating that “[a]nother tendency that militates against creativity is a yen to ‘conform’. 

This carries the curse of conventionalism; and ‘convention is a great discourager of 

originality’” (p. 46). Paulo Freire (1970/2000), one of the most influential educational 
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philosophers of the twentieth century, was denunciatory of education programs that condition 

students to merely “receive, memorize, and repeat” (p. 72); Freire referred to this style of 

learning as a banking system. It is lamentable that some of our music education programs are 

still pillared under the tenets of such an approach comprised exclusively of repetitive 

rehearsal techniques. Understandably, valuable experiences may be achieved through 

ensemble-based music learning. It would be argued, however, that students should be offered 

a plethora of music experiences, including creative, individualistic opportunities. Freire 

continues to acknowledge that banking education “inhibits creativity and domesticates” 

whereas his proposed method of problem-posing education “bases itself on creativity” (p. 

83).  

Music education programs should foster students’ creative development, certainly not 

inhibit it. While acknowledging the value in Hess’s (2014) report on traditional music 

education paradigms, it should be noted that education communities across Canada are 

responding to the needs of evolving educational contexts. As the literature review will reveal, 

many Canadian music curriculum frameworks are structured in ways that acknowledge the 

importance of including creative music experiences as a part of students’ learning. For 

example, authors of the Manitoba Education and Training’s (2011) K-8 music curriculum 

framework notes that quality education “includes opportunities to explore creativity, 

imagination, risk taking, flexibility, ambiguity, uncertainty, and student choice” (p. 8). Efforts 

to promote students’ creative development in music are evidently of ongoing interest.  
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Another focus of this research was to investigate the pedagogical value of the 

baritone ukulele. While neither research question explicitly mentions the baritone ukulele, 

this musical instrument served as an integral tool during the creative experiences. The 

baritone ukulele employs the identical standard tuning of a guitar, with the absence of two 

bass strings. Therefore, it is a musical instrument that students may immediately apply 

learned skills to recreational activities at home (on both the ukulele and/or guitar). The 

baritone ukulele may be used for teaching a variety of avenues for literacy (such as standard 

notation, tablature, chord charts, and fretboard diagrams). It is a versatile instrument that may 

be used for melodic, chordal, and/or percussive music making purposes. It is comparatively 

affordable, relatively quiet, and size-appropriate for the students included in the study. 

My engagement in this action research study is an act of professional development in 

my educational practice. Writers of Manitoba Education and Training’s (2011) new K-8 

Music curriculum framework structured curriculum outcomes to mandate that students 

engage in creative experiences. I feel professionally obliged to make a conscientious effort to 

continually improve my practice.  

Research Context 

I conducted this action research study with my Grade 4 and 5 students in a school 

situated in the Canadian prairies. The school community is ethnically diverse; in particular, 

many families have immigrated from India and the Philippines. Other ethnicities include 

students of Caucasian, Indigenous, African, and other origins. The music classroom is 

equipped with a variety of resources to provide students rich learning experiences, including: 
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a digital Smartboard, basic recording equipment, microphones, and other miscellaneous 

devices. The school has an inventory of 29 baritone ukuleles, as well as an abundance of 

other supplementary musical instruments. As I had an increased budget for music supplies, I 

was also permitted to purchase three digital keyboards prior to the implementation of the 

creative music experiences. The decision to include digital keyboards during the creative 

experiences was done for two reasons: (a) such an instrument may provide new experiences 

to students that otherwise never had such opportunities; and (b) it allowed students to 

showcase skills acquired outside school in their everyday lives.  

Researcher’s Background and Perspectives 

 Both classical and contemporary guitar training have served as my primary 

instrumental music education, receiving instruction from both the local music conservatory, 

as well as a Faculty of Music located in Western Canada, earning a Bachelor of Music and 

Bachelor of Education. While studying in my high school music program, I had the unique 

privilege of participating in a three-year music composition course, using MIDI (musical 

instrument digital interface) and other contemporary computer software programs to 

compose original music. This positive experience, coupled with the guidance from an 

inspirational guitar teacher (that encouraged self-expression through music improvisation), 

fostered a profound love for music creativity. Today, I continue to improvise and compose 

recreationally and have been honoured to have select compositions premiered at various local 

venues. 
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 In keeping with one precept of progressivist ideology, it is a personal focus to ensure 

learning experiences are authentic and immediately relatable to students’ personal interests. 

The prospect of learning in an environment comprised exclusively of abstract skills and 

perennial knowledges is a despondent canvas often characteristic of our traditional education 

system. Dewey (1938), one of the chief pedagogical progressivist figures of the early 

twentieth century, acknowledged that all study “must be derived from materials which at the 

outset fall within the scope of ordinary life-experience” (p. 87). The baritone ukulele is 

arguably a highly relevant form of music education where learned skills may be applied to 

musical instruments experienced in students' daily lives.  

Research Purpose 

 The primary purpose of conducting this study was rooted in efforts to improve my 

teaching practice. Perhaps more explicitly, I aimed to: (a) advance my current (and 

subsequently future) Grade 4 and 5 students' learning of music composition; (b) better 

understand students’ perspectives on their engagement in the creative process; and (c) 

explore the use of the baritone ukulele as a pedagogical tool. This self-study also provided 

students with a heightened appreciation of not only creative music-making experiences, but 

musical experiences in general. The contribution of such knowledge to the scholarly 

community will undoubtedly prove to be valuable.   

Research Questions 

 I designed this action research study to answer the following two research questions: 
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1. What impact will the creative music experiences have on students’ learning in 

creative expression in music? 

2. What are children’s perspectives on engaging in the creative process in music? 

Parameters of the Study 

 All necessary procedures of the research methodology were achieved between April 

14, 2016 and June 1, 2016 including: the implementation of the pedagogical innovation, 

evaluation of student creations, administration and collection of student surveys, and 

recording of conference discussions. Given the limited resources on baritone ukulele 

pedagogy, the literature review I present focuses only on a preliminary discussion of the 

instrument. Such a decision was made, not only as a consequence of the limited literature on 

this topic, but also due to the fact that I already have an expert level of knowledge of this 

instrument. The sample of participants was students in the Grade 4/5 multi-age classes 

(excluding students from the Kindergarten to Grade 3 age groups in the school); while the 

literature affirms that students as young as Grade 3 may successfully engage in such a 

compositional task, many of the Grade 3 students are in multi-age classes (e.g., Grade 1 – 3 

classrooms). However, participation was reserved to students in Grade 4/5 classes in the 

school. 

 The exploration of the baritone ukulele as a pedagogical tool was a central focus in 

this study. The use of this musical instrument was essential in the planning of the pedagogical 

innovation. The baritone ukulele’s chordal nature is one of the unique characteristics of the 

instrument; for this reason, the baritone ukulele was reserved exclusively as a 
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harmonic/percussive instrument (in the second creative experience of the innovation). The 

xylophone and digital keyboard were chosen as the primary melodic instruments due to their 

overall simplicity, relatively quiet nature (advantageous during the incubation stage of the 

creative process, particularly in educational contexts), and the availability of this instrument 

in our classroom. Non-pitched percussion instruments (including maracas and tambourines) 

were also included to accommodate the different interests and wide range of dextrous 

abilities among students.  

The pedagogical innovation was implemented on April 14th, 2016 and was completed 

by June 1st, 2016 (a total of 15 music classes). Student assessments were completed within 

the first week of June 2016. Transcription of video and audio data was completed over the 

summer months of 2016. I served as the single transcriber of large group debriefing sessions 

and small group conference interviews and was the sole coder of qualitative data. This was a 

sufficient amount of time to achieve the curricular outcomes targeted in this study. Mindful 

of the other essential learning areas in the music curriculum, it was not necessary for the 

study to exceed the proposed timeline. External funding was not required for this research 

study.  

Importance of the Study 

The history of Western music education reflects a hierarchical system compromising 

performance excellence on the top of the pedestal, while other forms of musical knowledge 

and/or skills are subsequently lesser appreciated. Critical perspectives in the literature point 

out that music education should not solely serve the role of collectively producing elite 
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ensemble performers but also permit personal growth through creative expression. There is a 

gap of knowledge evident in the music education literature pertaining to the baritone ukulele 

as a medium for teaching and learning music composition in elementary school contexts. 

Furthermore, there is little discussion among music educators about the baritone ukulele as 

an educational tool. Conducting this study was a personal effort to learn more of the 

pedagogy of the baritone ukulele and its potential of complimenting the music education of 

children. Also, strategies to use video recordings of music compositions for assessment 

and/or research purposes are absent in the literature. Lastly, the findings from this action 

research study have already begun to enlighten my teaching practice. The results of this self-

study will be useful to other music educators in similar cultural contexts aiming to improve 

their practice.  

Terms to Define 

As the literature review will reveal, there are a myriad of contrasting definitions of 

creativity. There is simply no unequivocal understanding of what creativity is and various 

methods exist for evaluating creative products. Numerous scholars (Barrett, 2003; Guilford, 

1968; Russ & Fiorelli, 2010; Simonton, 1999) acknowledge the traditional dual features of 

creativity: novelty and usefulness (or often labelled as appropriateness). While these qualities 

have historically been accepted, a growing number of scholars have drawn attention to the 

challenges associated with a social interpretation of creativity. Starko (2005) poses the issue: 

“To be creative, an idea or product must be new. The dilemma is, new to whom?” (p. 5). 

Sawyer (2006) further raises the issue with appropriateness (the social relevancy of an 
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idea/product) as a criterion for creativity, stating: “because a work’s appropriateness can only 

be defined by a society at a given historical moment, it becomes hard to distinguish creativity 

from worldly success and power” (p. 28). Starko (2005) accentuates other variances in 

understanding creativity, citing the inherent cultural biases that are often present in Western 

research, commenting: “The product-oriented, originality-based phenomenon … is a Western 

orientation, whereas Eastern or traditional cultures conceptualize creativity as a process of 

individual growth, spiritual journey, or evolution (rather than revolution) in shared 

community culture” (p. 6). By emphasizing the social interpretation of creativity there is the 

potential issue that assessments may be biased in a Eurocentric viewpoint. These 

considerations are understandably relevant to my educational context, as music educators are 

tasked to assess students’ engagement in the creative process, as outlined in the Manitoba 

Education and Training (2011) K-8 music curriculum framework.  

Well-documented within the literature is the differentiation between individualistic 

and sociocultural definitions. Csikszentmihalyi (1996) has suggested that “[c]hildren can 

show tremendous talent, but they cannot be creative because creativity involves changing a 

way of doing things, or a way of thinking, and that in turn requires having mastered the old 

ways of doing and thinking” (p. 155). It would be argued that such a social conceptualization 

of creativity would not be relevant in an educational setting. Cognizant of these contrasting 

perspectives on creativity, I ultimately chose to frame the conceptual framework of this thesis 

study mindful of Lubart’s (2000) interpretation of the creative process: “the sequence of 

thoughts and actions that leads to a novel, adaptive production” (p. 295). An individualistic 
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interpretation of creativity was chosen over a sociocultural one. Starko’s (2005) 

individualistic definition was used as a lens to interpret creative engagement: “To be 

considered creative, a product or idea must be original or novel to the individual creator” (p. 

6). The social element of usefulness was not a focus in this study; students were assessed in 

their ability to engage in the creative process, relative to their own individual standards and 

subsequent creative development. While music composition is an inherently product-oriented 

endeavour, the music compositions created during the pedagogical innovation were used as 

evidence for students’ successes during their engagement in the creative process.  

Conclusion 

 Overall, the intent in conducting this action research study was to inform my teaching 

practice through the implementation of a successful music composition unit using the 

baritone ukulele as a pedagogical tool. Gathering students’ perspectives provided insight into 

how students collaborate and work with their peers during the creative process. Other data 

sources included the analyses of video recordings (visual documentation of students’ creative 

music compositions); this form of analysis has been fairly unexplored within the music 

education community. Lastly, (and arguably most importantly) the proposed pedagogical 

innovation will serve as a positive music learning experience for students and will nurture 

their inherent zest for creative expression. Inquiry into contemporary creativity research, the 

pedagogies of music composition in upper-elementary grade contexts, and the essential skills 

of the baritone ukulele are investigated in the scholarly literature, are presented in the 

following chapter.  
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Chapter 2: Literature Review 

 As our society continually evolves, so do the theoretical constructs of our education 

systems and the paradigms of educators. The instructional methods of mathematics, sciences, 

humanities, and other subject areas have been influenced by the ongoing advances in 

technology and have been guided by the insights of contemporary research. Facilitating 

essential skills areas, such as imaginative and creative-thinking skills appear to be emerging 

necessities in the pedagogical approaches advanced for twenty-first century learning; 

unfortunately, it may be surmised that the predominant majority of public schools do not 

adequately encourage creative thought from students. Relating to the notion of fostering 

creative ideals in students' eminent education psychologist E. Paul Torrance in an interview 

with Shaughnessy (1998) remarked, “It is almost impossible to imagine what would happen 

if we really tried to encourage creativity training in schools, business, and industry” (p. 446). 

The development and systematic fostering of creative habits of music students is a relatively 

new phenomenon and bodes promise for a new era of enriching students' learning. A 

comprehensive review of the literature has been conducted to investigate the following areas: 

justification for inclusion of creative expression music activities, creative outcomes in music 

curricula, an overview of creativity, connections between creative processes and music 

composition, and pedagogical implications for music composition in elementary school 

contexts.   
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A Rationale for the Inclusion of Creativity in Education 

It is often assumed that study and participation in arts education would be paramount 

in the development of creative thinking, habits, and mannerisms. Unfortunately, creativity is 

not addressed in many music programs and courses; it is widely observed that creative 

learning experiences are often neglected in such programs. Despite emerging evidence of its 

importance, numerous music education programs have insufficiently provided students with 

creative opportunities. The scarcity of creative learning experiences may be attributed (but 

not limited) to: (a) teachers' inadequate knowledge of the creative process; (b) teachers' 

limited personal experiences with composition; (c) time constraints when incorporating 

creativity lessons in practice; (d) lack of strategies and tools for assessing creative products 

and processes; (e) perceptions among educators that creative works are merely personal 

enterprises; (f) teachers' discomfort with a noisy learning environment; (g) and a belief that 

only adults/the elite are capable of the creative process (Adachi & Chino, 2004; Beghetto, 

2010; Hennessy, 2009; Koops, 2013; Morin, 2002; Stephens, 2003). Other scholars (Randles 

& Sullivan, 2013) argue that teachers would benefit in their practice to compose themselves 

before approaching composing tasks. This aligns with Coulson and Burke’s (2013) position 

that “developing creativity in students begins with developing creativity in teachers” (p. 430). 

Creative individuals may possess a myriad of different personality traits and social 

tendencies that are not always recognized or encouraged by teachers in educational contexts 

(Richards, 2010; Torrance, 1966). As a result, Beghetto (2010) laments that only “a very 

small proportion of students are typically afforded systematic opportunities to develop their 
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creative potential in schools and classrooms” (p. 448). Furthermore, the traditional approach 

to music education has emphasized advanced instrumental skill acquisition and performance 

excellence; consequently, music educators have been mandated to facilitate such skill 

development and have been prepared with limited knowledge and experience in the creative 

process (Barrett, 2006). 

 Numerous scholars provide justification for the inclusion of creative activities into the 

curriculum. Advances in neuro-scientific research reveal that closer attention to the 

interactions of mind and body illuminate humanity's innate yearning to create, and by 

extension our need to create music (Kaschub, 2009). Humanity has an intrinsic need to 

create; perhaps it is absurd to deny children their capacities to grow in such a discipline. 

Vygotsky (1967/2004) denotes both imagination and creativity as the foundation for all 

culture, art, and science ever produced by humanity. Kelly (2012) muses, “Imagination is the 

breeding ground for ideas that fuel creative practice” (p. 6). Creative experiences can be 

highly enjoyable, enabling individuals to enter a state of flow (Csikszentmihalyi, 1996) and 

may permit individuals to be imaginative through expression of thoughts, feelings, and ideas 

(Giddings, 2013; Kaschub, 2009). By engaging in collaborative assignments and through 

public sharing of personal creations, improvisation and composition may enhance the social 

dimensions of the music class (Burnard, 2000). Indeed, creativity is an essential component 

of effective learning when the purpose is to promote independence, personal maturation, and 

the production of original contributions (Hennessy, 2009). 
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 In addition to being a pleasurable experience, participating in creative music activities 

(such as improvisation and composition) may cultivate musicianship skills. Barrett (2006) 

asserts that teaching music composition promotes music cognition, deepens an understanding 

of the theory and practices of contemporary music, provides students with strategies to create 

their own music, leads to greater musical sensitivity, and fosters a deepened appreciation for 

music and its techniques. Similarly, Kaschub and Smith (2009) advocate for the inclusion of 

music composition as a mandated curricular outcome as: (a) music composition challenges 

children to question their understanding of the world in new ways; (b) the practice allows 

children to exercise their generative potential in music; (c) engaging in music composition 

develops a way of knowing that complements understandings gained through other musical 

experiences; (d) it invites children to draw upon the breadth of their musical knowledge; and 

(e) composing music is a process that allows children to grow, discover, and create through 

an artistic and meaningful engagement with sounds.  

 Creating is esteemed as the apex ability in the cognitive scale of the revised Bloom's 

Taxonomy; the practices of improvisation and composition are both conducive to music 

creation and involve interplay between the cognitive, affective, and psychomotor domains of 

the mind (Giddings, 2013; Guderian, 2012). In regards to the cognitive aspects of learning, 

Guderian asserts that music composition engages students in the processes of remembering, 

understanding, exploring, experimenting, applying, analyzing, evaluating, synthesizing, and 

creating. The affective domain is facilitated via the utilization of emotional memories/sources 

for compositional stimuli, as well as through the social interactions necessary when 
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composing with peers. Lastly, Guderian acknowledges that the psychomotor domain is 

developed during the experimentation of sounds and through the technical practice on 

musical instruments.  

 While historically the apogee of musical learning has been valued in performance 

excellence, this hierarchy has begun to be challenged with a new emphasis on the 

significance of creative music skills. Ongoing research continues to affirm the benefits of 

creative learning in music and other disciplines.  

Creative Learning Outcomes within Music Education Curricula  

The accumulation of ongoing creativity research continues to influence the dialogue 

within the music education community; consequently, the prescribed learning objectives 

fostered within most curriculum documents are constantly being revised, with an increased 

emphasis and necessitation of creative skill development in students. Across North America, 

learning outcomes specifying in student individualism through creative expression are 

evident within many curriculum documents.  

The Manitoba Education and Training (2011) K-8 music curriculum framework 

separates learning goals into four Essential Learning Areas: (a) Music Language and 

Performance Skills; (b) Creative Expression in Music; (c) Understanding Music in Context; 

and (d) Valuing Musical Experience. General and specific learning outcomes within the 

Creative Expression category emphasize experiences in exploration, personal expression, 

sharing of original ideas, and critical reflection. Other Canadian curriculum documents have 

been categorically organized in a similar regard. In Nova Scotia, the Primary-6 (2002) music 
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curriculum structures learning goals into three broad categories: (a) Creating, Making, and 

Presenting; (b) Understanding and Connecting Contexts of Time, Place, and Community; and 

(c) Perceiving and Responding. Notably, performance and creative skills are amalgamated 

into the same category. Aesthetic expression is accentuated as a principal outcome; through 

music education experiences, it is intended for students to “be able to respond with critical 

awareness to music and be able to express themselves through music” and to build 

“confidence … as creators of music” (Nova Scotia Department of Education, 2002, p. 7). The 

fostering of creative attitudes is particular evident with the British Columbia Ministry of 

Education (2010) music curriculum. This document is also divided into four Curriculum 

Organizers: (a) Exploring and Creating, (b) Elements and Skills; (c) Context; and (d) 

Presenting and Performing. In a brief synopsis of the Exploring and Creating section, the 

curriculum authors note: 

The creative process of exploration, selection, combination, refinement, and 

reflection allows students to be active learners. As they create, students are 

simultaneously experiencing, gaining knowledge, experimenting, and facilitating. 

There is also a social dimension as students work with partners or in groups. Both 

process and product are valued as students practice taking creative risks (p. 7).  

Emphasis on risk-taking, the valuing of creative processes and products, and the social 

dimensions of learning are clearly considered by these curriculum scholars and are congruent 

with contemporary creativity research.  
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 Investigation into the practices in the United States may provide further insight to the 

evolution of music education in North America. The learning objectives, formulated by the 

Texas Music Educators Association (2007) are categorized under four strands: (a) Perception; 

(b) Creative Expression/Performance; (c) Historical and Cultural Heritage; and (d) 

Response/Evaluation. Similar to the Nova Scotia (2002) document, creative and performance 

skills are categorically grouped together. Not all authors of these curriculum documents 

emphasize creative learning objectives as vocally as those previously highlighted. The New 

York Department of Education (2008) organizes learning outcomes into five broad strands: 

(a) Music Making; (b) Music Literacy; (c) Making Connections; (d) Community and Cultural 

Resources; (e) Careers and Lifelong Learning. While not necessarily neglected, the absence 

of creative expression as an independent learning strand is noteworthy. A noteworthy 

observation is of the influence of the national standards prescribed by the National 

Association for Music Education (2014) which includes the area of focus and curricular goals 

on creating. It is evident that the inclusion of and emphasis on of creative practices within 

many music curricula are presently being implemented in both Canadian and American 

education contexts. 

An Overview of Creativity 

 The concept of creativity has arguably become somewhat of a misnomer in society 

more wholly and, consequently, various scholars believe it has lost its usefulness as a term 

(Webster, 2013). Semantics and a myriad of definitions of the term may be one reason for 

this dilemma. Furthermore, the task of differentiating innovative from non-innovative ideas is 
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an understandably subjective endeavour. In hindsight of mounting research in the field, 

numerous definitions have risen this past century. While an unequivocal definition of 

creativity may not be possible, it may be useful to understand how such research is 

conducted. Generally, scholars have approached this topic in four different areas of study, 

informally known as the “Four P's”: person, process, product, and place (Hickey, 2003; 

Stauffer, 2013); Kozbeltz, Beghetto, and Runco (2010) share Runco’s prior research and 

proposal for extending this list to six aspects, including: persuasion, and potential. The 

following section has been structured mindful of the traditional “Four P’s” taxonomy of 

creativity research.  

Creative products. There are a plethora of perspectives regarding the interpretation 

of creative ideas/products. As this action research study was situated in an educational 

context with children, it was important to accentuate the well-documented differentiation 

between sociocultural and individualistic definitions of creative ideas.  

Sociocultural definitions. Many scholars argue that ideas and/or products can only be 

evaluated as creative if they impact a field of study. Russ and Fiorelli (2010) draw upon the 

literature to suggest that “[c]reativity is defined as the ability to produce work that is novel, 

of high quality, and useful or appropriate according to the particular task or discipline” (p. 

233). Csikszentmihalyi (1996) states that “[c]reativity is any act, idea, or product that 

changes an existing domain, or that transforms an existing domain into a new one” (p. 28). A 

number of scholars identify and accentuate the dual features of usefulness and novelty as 

distinguishing qualities of creativity (Barrett, 2003; Guilford, 1968; Russ & Fiorelli, 2010). 
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Simonton (1999) affirms these dual features but additionally suggests that creative ideas must 

also be surprising. Csikszentmihalyi (1996) presents his famous hierarchical system for 

organizing the value of creative products: creativity with a capital “C” (when a substantial 

contribution to a domain is achieved that generates a new way of thinking in that field) and 

creativity with a lowercase “c” (which are original, novel ideas that are interesting and useful 

but do not make a significant impact on knowledge within a discipline. Critiquing the “Big-

C”/“little-c” hierarchy as overly dichotomized, Kaufman and Beghetto (2009) introduced two 

additional classes: (a) “mini-c” creativity (which helps differentiate the subjective and 

objective nuances of “little-c” creativity, permitting room for more personal, internal, mental, 

or emotional forms of creativity); and (b) “pro-c” creativity (a classification concerned with 

professional-level creators that have not, and may never, attain eminent status in their field). 

Some scholars suggest that children are only capable of “little-c” creativity. Csikszentmihalyi 

(1996) suggests that “[c]hildren can show tremendous talent, but they cannot be creative 

because creativity involves changing a way of doing things, or a way of thinking, and that in 

turn requires having mastered the old ways of doing and thinking” (p. 155). Children may 

appear creative to adults as they engage in activities and demonstrate atypical ideas perhaps 

peculiar to adults; this form of play may be little more than spontaneous originality (novelty 

produced from innocence, lack of knowledge, and exploration) (Elliot, 1995). Gardner 

(1982) believes there to be a clear distinction between child and adult artistic activity. 

Gardner explains that children may approach tasks in highly unconventional ways and be 

comfortable being different than their peers. However, this may be a consequence due to that 
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fact that children may not fully understand the potential social ramifications of disobeying 

rules and orders. In contrast, the adult artist is fully cognizant of the parameters upheld by 

his/her peers; challenging social norms and being comfortable with autonomy may hold a 

deeper significance (p. 89).   

Individualistic definitions. Other scholars argue that creativity should be evaluated 

based on an individualistic basis and believe children are indeed capable of being creative. 

Vygotsky (1967/2004) argues that creativity may already be manifest in youth and that 

children engaged in play often emulate actions they observed in adults; however, such play is 

not merely a reproduction of experiences but a creative reworking of ideas learned. Other 

theorists argue that adult conceptions of creativity are not the most appropriate lens for 

viewing the inventiveness of children, that the child's creations (and its originality and 

usefulness) should be viewed relative to the life of the child (Stauffer, 2013). Such a position 

is affirmed by Kelly (2012, 2016), who acknowledges the importance of research on creative 

hierarchies but argues that such taxonomies are not useful when being applied to creative 

development in an educational context. Others, like Kelly (2012) attribute creativity to an 

individual’s ability to bring ideas into forms and ultimately “mak[e] something out of ideas” 

that can be shared in the medium of the discipline where the creative practice is occurring (p. 

6). 

Numerous scholars acknowledge the dual features originality and usefulness as 

hallmark indicators of creative products (Barrett, 2003; Guilford, 1968; Russ & Fiorelli, 

2010; Simonton, 1999). However, ongoing dialogue within the academic community is 
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beginning to challenge the notion of usefulness. Starko (2005) acknowledges the issue: “To 

be creative, an idea or product must be new. The dilemma is, new to whom?” (p. 5). Starko 

continues with an individualistic definition: “To be considered creative, a product or idea 

must be original or novel to the individual creator” (p. 6). Such a position would be argued to 

be more relevant in an educational setting.  

Creative processes. In regards to creative process, perhaps the earliest formalization 

of a theory originates from Graham Wallas. Wallas (1926) was inspired from his colleague 

Hemoltz whom, in 1891, shared at an informal party a three-stage process of how he 

personally produced new, original ideas; Wallas later re-synthesized these ideas into a four 

stage process: (a) preparation (the stage which “the problem is investigated”); (b) incubation 

(the stage where the thinker subconsciously thinks about the issue); (c) illumination (the 

phase when a solution is discovered); and (d) verification (when the validity of the idea is 

tested). This model has been highly influential and, even in the presence of substantial 

research since the early twentieth century, has remained relatively unaltered and is still 

widely accepted among the scholarly community. Revisions have since been suggested, 

including A. F. Osborn (as cited in Kelly & Leggo, 2008) who proposed a similar seven-stage 

process, adding three non-consecutive middle stages: analysis, ideation, and synthesis. 

Cropley and Cropley (2010) criticize Wallas’ (1928) model of the creative process 

(particularly challenging Wallas’ notion of incubation, the belief that creative ideas merely 

spontaneously form in the creator’s mind); these scholars extend the creative process into 

seven phases: (a) preparation (obtaining general and specific knowledge), (b) activation (the 
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consciousness to new existing problems), (c) generation (the phase when possible candidate 

solutions to the problem begin emerging), (d) illumination (when the creator identifies a few 

promising solutions), (e) verification (the stage when the individual identifies a single 

promising solution), (f) communication (when mature, developed ideas are proposed to other 

people), and (g) validation (when the idea has been communicated to experts in a domain and 

received positive feedback from them). Cropley and Cropley (2010) share other scholars’ 

findings that there are examples of highly eminent, creative individuals who deny such step-

by-step procedures in their own creative processes; mindful of this sentiment, these scholars 

argue that theoretical models of the creative process may not be unequivocally uniform.    

 Adachi and Chino (2004) draw upon a number of researchers to provide a concise 

synthesis of the creative process: the absolute prerequisites for this process are past 

experience and conceptual knowledge related to the given task; this triggers off imagination 

which then facilitates divergent thinking; we then select our ideas and materials within a 

particular frame offering varying levels of both freedom and constraint; this frame, together 

with craftsmanship and aesthetic sensitivity filters particular ideas and materials into a 

coherent structure, known as convergent thinking, thus concluding the creative process.  

Creative persons. In addition to the research explored on creative processes, there 

has been a multitude of formal inquiry into the nature creative individuals, as well. The 

literature suggests that creative individuals possess a palette of various skills and embody 

specific personality traits. In published interviews with Cramond (2001) and Shaughnessy 

(1998), E. Paul Torrance notes that highly innovative people possess a delight in deep 
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thinking, are tolerant to mistakes, have a love of one's work, show a clear purpose, feel 

comfortable as a minority, are often different and comfortable with ambiguity, are not 

necessarily well-rounded, have a sense of mission, and possess the qualities of sensitivity and 

independence. Torrance, in his interview with Shaughnessy (1998) simply states that 

“[p]ersonality facilitates or impedes creativity” (p. 444). Lubart, Holling, and Ushakov 

(2016) argue that creativity manifests in many forms, relative to different discipline (e.g., 

music, mathematics, poetry) and that each form is “based on different cognitive processes 

and different personality, emotional and volitional traits” (p. 120). These scholars 

acknowledge that a wide context of psychological traits must be considered when measuring 

creativity.   

 Kelly and Leggo (2008) review the work of eminent educational psychologist J. P. 

Guilford, whom suggested that creative individuals are proficient in: originality (the ability to 

come up with new, unusual ideas); fluency (the ability to think effortlessly in a variety of 

contexts); flexibility (the capacity to abandon former modes of thinking); elaboration (the 

ability to add complexities to existing forms); redefinition (the ability to abandon old 

interpretations and create new ones); divergent thinking (open-ended thinking geared toward 

exploration and idea generation); and convergent thinking (thinking towards one correct 

answer). Guilford (1968) contends that it is through divergent thinking that “we find the 

abilities that are most significant in creative thinking and invention” and that educational 

practices “tend to emphasize teaching students how to find conventional answers” (p. 8). 
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Evidently, institutionalized education systems have traditionally favoured convergent 

thinking practices over divergent thinking skills.  

Amabile (1998) theorized that creative individuals must possess three crucial 

qualities: (a) expertise (technical, procedural, and intellectual knowledge); (b) creative-

thinking skills (the flexibility and imaginative nature to solve problems); and (c) motivation 

(an intrinsic drive to create; extrinsic motives have been found to be counterproductive). 

Furthermore, Amabile (1979) noted that “the imposition of salient extrinsic constraints, 

establishing an extrinsic motivation, will result in lower levels of creativity” (p. 230). 

Evidently, creating under the constraints of extrinsic motivators will lower the quality of 

creative products. Webster (2013) also identifies creative thinking as an essential skill 

required in the creative process, and defines such an ability as “a dynamic process of 

alternation between convergent and divergent thinking, moving in stages over time, enabled 

by certain skills (both innate and learned), by certain conditions, all resulting in a final 

product” (p. 26). Such a skill is clearly an asset for individuals engaging in the creative 

process. Sternberg & Williams (1996) review Sternberg’s earlier research on the essential 

skills required by creative individuals; this scholar concluded that an intricate balance and 

mastery between three abilities were necessary: (a) synthetic ability (the generation of novel 

and interesting ideas); (b) analytic ability (exceptional evaluative and critical thinking skills); 

and (c) practical ability (translating theory into practice and abstract ideas into practical 

accomplishments).  
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A creative person is someone who “regularly solves problems, fashions products, or 

defines new questions in a domain in a way that is initially considered novel but that 

ultimately becomes accepted in a particular cultural setting” (Gardner, 1993, p. 35). Amabile 

(1979) suggests that “[i]n order to evoke a spontaneously creative performance, a task must 

have some degree of ambiguity—a nonobvious solution or method of approach” (p. 230).  

While problem-solving is a skill often associated with creativity, Hickey (2003) argues that 

the ability to discover problems is also an indicative quality of creative persons. 

Csikszentmihalyi (1988) affirms such a position, stating that creative thinking is “the ability 

to discover new problems never before formulated” (p. 158). Evidently, both problem-

solving and problem-finding are characteristic abilities of creative individuals. 

Creative places. Kelly (2016) theorizes that educational contexts should foster 

students’ creative development cognizant of eight interrelated strands. These strands are 

identified as: (a) collaborative development (the “bedrock of creative development”, the 

gathering of ideas alongside classmates, peers, and colleagues) (Kelly, 2012, p. 16); (b) self-

investigative development (the transition from extrinsic motivation to the development of the 

capacity of intrinsic motivation); (c) research/investigative development (the acquisition of 

disciplinary knowledge necessary to initiate and sustain creative exploration); (d) generative 

development (the development of divergent capabilities where students are able to generate 

ideas); (e) experimentational development (the development of the capacity to form pre-

inventive structures that enable students to test new ideas); (f) critical/analytical thinking 

development (the development of the capacity to evaluate thoughts, engage in comparative 
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analysis and form resolutions to problems); (g) discipline complexity development (the 

growth in understanding of the content, processes and complexities of a discipline or fields); 

and (h) creative sustain development (the development of the capacity to engage in idea 

generation and form experimentation over extended periods of time (Kelly, 2012; 2016). 

Numerous scholars (Cooper, 2005; Elliot, 1995; Hennessy, 2009; Hennessy & Amabile, 

2010; Morin, 2002; Wiggins & Medvinsky, 2013) acknowledge the importance of a safe 

learning environment to foster children’s development.  

Other definitional viewpoints on creativity. Various other definitional perspectives 

are also shared within the literature. During a formal interview with Shaughnessy (1998), E. 

Paul Torrance was asked to provide a definition of creativity; unfortunately, Torrance 

lamented that he “struggled with this question for about 40 years” and that “[t]here are many 

definitions of creativity and each of them adds an insight about the concept” (p. 441). 

Torrance provides three contrasting definitions of creativity: (a) a research definition 

(creativity perceived as the process of sensing difficulties, problems, gaps in information, 

formulating hypotheses, etc.); (b) an artistic definition (understanding through the use of 

similes and simple line drawings and simple sentences; e.g., “Creativity is like listening to a 

cat”); and (c) a survival definition (the process in which the unlearned is forced to solve a 

problem in a field) (p. 442). Amabile (1983) provides two approaches for evaluating 

creativity. Firstly, through a consensual understanding, that creativity “can be regarded as the 

quality of products or responses judged to be creative by appropriate observers, and it can 

also be regarded as the process by which something so judged is produced” (p. 31). Secondly, 
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through and a conceptual understanding that: “(a) it is both a novel and appropriate, useful 

correct or valuable response to the task at hand, and (b) the task is heuristic rather than 

algorithmic” (p. 33). Amabile continues to explain that algorithmic tasks are those where a 

clear path to a solution is evident, whereas heuristic tasks are those where solutions do not 

necessarily have clearly specified goals, suggesting that part of the task is for the problem-

solver to identify such an end step. 

Music Composition: Creative Process and Product 

 The study of creativity may be manifest in almost any conceivable field. The 

application of such knowledge into the domain of music education has been an ongoing 

pursuit. While traditionally practices such as improvisation and composition have been 

considered the apex of musical creativity, Elliot (1995) argues that such activities are not 

inherently creative (although may be excellent mediums to facilitate such ability) and that 

there is no creative hierarchy of music practices. Other scholars have suggested music 

education programs predominantly emphasize ensemble performance with nominal attention 

to individual student creativity (Hess, 2014). There has been a resurgence of inquiry into how 

to properly foster creative expression through music education programs.  

In an effort to contextualize Wallas' four stage creative process theory into musical 

practice, Hennessy (2009) provides examples of how the four stages may manifest: (a) 

preparation (the stimulus is presented, resources are assembled, an initial focusing activity 

may be initiated); (b) incubation (the individual begins an exploration and experimentation of 

sounds, including: pitch, timbre, dynamics, and rhythm); (c) illumination (the musician then 
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chooses and discards musical ideas); (d) verification (the musician finally rehearses, 

performs, and evaluates the music). This model may be relevant to the process of generating 

new improvisations, compositions, performance interpretations, and/or arrangements. Freund 

(2011) argues that teaching the compositional process may be synthesized into three stages: 

(a) defining the materials and limits (setting the parameters of what musical elements can and 

cannot be used); (b) exploring the possibilities (the stage where students literally investigate 

and experiment with sounds); and (c) making decisions (when the student must make 

evaluative choices as to what will constitute the definitive final product and must 

communicate the resulting music through some sort of notation). Adachi and Chino (2004) 

suggest that this preliminary stage is of particular importance, as “the key to inspiring 

creativity through music in the classroom is not what to use in composition but how to 

choose creative media and how to present them to students” (p. 305). A pertinent observation 

was noted by Wiggins (1994) whom observed as children approached compositional 

problems in small groups there was a consistency for these students to approach the problem 

in three stages: from whole, to part, and back to whole; a discussion of the overall structure 

of the piece would typically initiate the process, followed then by students independently 

developing their own musical contributions, and concluded with rehearsing and refining of 

the final product. 

Others, such as Morin (2002) suggest that the teaching of the compositional process 

may be into configured into three phases: (a) expanding the compositional base (initializing 

and supplementing the process with embellishing students’ knowledge of rhythmic, melodic, 
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harmonic, historical/cultural, and other fundamental skills); (b) selecting aesthetic content 

(the stage concerned with stimulating student engagement by providing external stimuli to 

provoke emotional attachment and yearning to express); (c) composing music (the definitive 

phase where the mechanics of creating music, such as exploring/experimenting, improvising, 

editing, notating, polishing, rehearsing, performing, revising, and evaluating, are practiced).  

Classification of the various facets of composition has been reviewed by Montgomery 

(2002) who organizes musical processes and products into five broad categories: timbre 

composition, rhythmic composition, harmonic composition, melodic composition, and total 

composition. A musical product may be produced with the exclusive use of rhythmic patterns 

while another creation may accentuate importance on melodic contour with no attention to 

rhythmic detail. The implication of understanding such differences in compositional types 

may help guide educators in the choice of materials, parameters, and expectations for 

students in the composition process and product. 

 Kratus (1991) argues that the musical creative process may be fostered through 

understanding the concepts of orientation and intention. Intention is the accuracy between the 

creator's initial goal and the actuality of the result. It is important to be cognizant of children's 

compositional intentions to be able to ascertain whether they have the skills to be able to 

articulate their musical thoughts. Intention may be based upon a feeling, a memory of a 

feeling, a projection of a feeling, the context of a feeling, or a non-musical connection or 

connotation (Kaschub, 2009). Student behaviour is an indicator of intention; unfortunately, 

educators can only assume the intention of students and may have difficulty assessing 



ACTION RESEARCH STUDY OF CREATIVE MUSIC EXPERIENCES        

32 

 

whether the child was successful in their purpose (Kratus, 1991). Kratus suggests that three 

precursors to ensure achieving accurate intention in music creation are: (a) the ability to 

audiate music internally before performance; (b) the creator's orientation toward music; and 

(c) the creator’s use of time in creating the music. The more time permitted to create music 

and test its validity through repetition, there is greater potential in achieving the intentionality 

of the piece.  

 Music is created with either a product orientation (producing musical sounds with the 

intent of a final product) or a process orientation (producing musical sounds with no intent of 

a final product). Kratus (1991) observes that many teachers have an inclination to assume a 

product orientation when, in fact, a process orientation may be more common among 

children. Music can be subdivided into four creative categories: (a) exploration (process-

oriented); (b) improvisation (process-oriented); (c) improvisation (product-oriented); and (d) 

composition (product-oriented) (Kratus, 1991). Two of these forms of music creativity reflect 

a process-orientation while two are structured with a product-orientation. Music composition 

is always created with the intention of a final product (Kaschub, 2009; Kratus, 1991). Process 

oriented music is art created idiosyncratically without restriction, is created for its own sake 

and one's self, and is not necessarily intended for performance or to be shared. A simple 

suggestion for differentiating these classifications is to note that “[i]f a composition cannot be 

repeated by its composer, then it cannot be defined a product” (Kratus, 1991, p. 114). 

Replication is an indicative quality of a product. If music is notated on any system (whether 

standard notation or one created by the individual) then the music definitively exists; it is not 
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subject to change. While many view musicianship to be synonymous with the ability to read 

and write conventional music notation, Hennessy (2009), Kaschub and Smith (2009) remind 

us that most musicians in the world do not use such a system and that notation, of any form, 

should be supplementary and follow the practical and aural engagement, not precede it. 

Debate exists as to whether creative products should be exalted over creative processes. 

Perhaps, Kratus (1991) muses, children only value products because adults condition them to 

have such a mentality. He presents an analogy in an art class: a thoughtful parent is likely to 

be far more interested in their child's painting than the time spent actually painting. The two 

orientations may be considered equally important.  

Further Pedagogical Considerations 

Numerous frameworks are necessary to successfully instill creative development in 

children. Noteworthy concerns include social relations amongst students, differences of 

interests/tendencies between genders and ages, the nature of the learning environment, and 

the role/persona of the teacher are all paramount considerations prior to beginning the 

process. Furthermore, the educator should be cognizant of his/her cultural tendencies and be 

conscious of other cultural perspectives on engaging in the music composition process. 

Understanding the variables that may foster or inhibit creative development in musical 

contexts may be categorized, and subsequently analyzed, under the headings: (a) cultural 

perspectives and practices; (b) the role of the teacher; (c) essential musical skills; (d) age, 

gender, and social considerations; and (e) the baritone ukulele. 
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Cultural perspectives and practices. In Euro-Western culture, there has been a 

pervasive philosophical perspective that music composition is reserved for the elite and 

academically superior and the possession of such skills are not amenable to change, even 

with formal educational intervention (Humphreys, 2006). Such an activity has been viewed 

exclusively as an individualistic pursuit, emphasizing single composers rather than being 

possible through a collective approach (Kaschub, 2009). Such paradigms have since been 

challenged as ongoing research suggests the contrary. In relation to the “Four P's” of creative 

research, Western scholars have historically valued and emphasized the study of musical 

products over the alternative modes; restricting creativity to products reflects an inherently 

dualistic, music-as-aesthetic-object perspective that conflicts with other cultures that view 

music as holistic and integral to daily activities and ceremonies (Humphreys, 2006). Many 

educators in North America have likely approached composition lessons with an inherently 

Eurocentric mentality that such a task is reserved for the academically elite (Humphreys, 

2006) and that it is to be attempted individually (Kaschub, 2009). While recognizing this 

perspective as traditional within the discipline, Kaschub indicates that children are capable of 

creating alone, in pairs, in small groups, or even collectively. Western society has maintained 

an ongoing history of teaching composition via a one-on-one, expert to student medium of 

instruction.  

In a review of eminent Western composers’ philosophical views of music 

composition, Gardner (1983) shares Aaron Copland's view that “composing is as natural as 

sleeping” and Igor Stravinsky's mentality that “composing is doing, not thinking” (p. 103). 
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Kaschub (2009) observes the theoretical underpinning of music composition to be inherently 

constructivist; this may serve as an implication for the implementation of such pedagogy. In a 

longitudinal study, Barrett (2006) video-recorded and analyzed lessons at a university 

institution between the instructor and his/her pupils and amalgamated recurring tendencies 

and themes. He observed that the instructor would: (a) extend thinking patterns (offering 

ideas of embellishment and development); (b) reference work to and beyond tradition 

(introduced students to established pieces); (c) frequently set parameters; provoke students to 

describe and explain; (d) question purpose and intention; continuously shift between micro 

and macro levels; (e) provide multiple alternatives from analysis of student work; (f) prompt 

students to participate in self-analysis and reflection; (g) encourage goal setting; stimulate 

joint problem finding and problem solving; (h) be a source of assurance; (i) foster 

opportunity to explore and promote student independence to take control of their own work. 

Understandably, not every culture has ordained music creation to be an individualistic 

process; it is important to be aware of other cultural approaches to music creation. 

Drummond (2010) warns that “[music educators] may be doubly Eurocentric: in their 

personal tastes and in the curriculum they are teaching” (p. 119). These insights may 

certainly prove valuable in the development of student creative fervor.  

Role of the teacher. There has been an abundance of inquiry regarding proper 

education of music composition to children. The tradition of composition instruction has a 

history within tertiary institutions, where knowledge has been passed down by a composer of 

eminent status to an emerging student, working in a one-to-one relationship (Barrett, 2006). 
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In a formal interview with Shaughnessy (1998), E. Paul Torrance affirmed similar findings 

when he stated that “it had been observed that almost always wherever independence and 

creativity had occurred, there had been some other individual who plays the role of mentor, 

guru, or sponsor” (p. 449). Evidently, and perhaps even obviously, the teacher plays an 

integral role in learning of composition, as well as other creative processes. The magnitude of 

significance the teacher plays may yet to be debated. Freund (2011) suggests that “[i]t may be 

true that composition cannot be taught, but it certainly can be learned, and is learned by 

discovery” (p. 67). In a similar finding, E. Paul Torrance, in his interview with Shaughnessy 

(1998), stated that “[t]he truly creative is always that which cannot be taught” (p. 443).  

Unsurprisingly, much of the foundation for students to develop their innovative potentials 

stem from persona of the teacher. In this interview discussing the creative development of 

children, Torrance continued to remark that it is important: “to motivate and encourage them 

[students], to encourage them to fall in love with something, and to recognize their talents 

and reward them” (p. 443). Evidently, teachers are bestowed with a prominent task. One of 

the most important behaviours exhibited by teachers is their ability to model creativity 

themselves (Morin, 2002; Runco, 2007; Stauffer, 2013; Sternberg & Williams, 1996). 

Sternberg and Williams (1996) surmise that “[c]hildren develop creativity not when you tell 

them to, but when you show them” (p. 7). Runco (2007) asserts that in addition to being an 

exemplary model of creativity, teachers must also: (a) provide opportunities for children to 

practice their creative thinking; and (b) be an ongoing source of encouragement, valuing and 

appreciating students’ efforts. A display of divergent thinking from the teacher him/herself is 
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vital as many children have a natural inclination to emulate the teacher (Runco, 2007). 

Csikszentmihalyi and Wolfe (2000/2014) outline several guiding principles for educators 

interested in fostering creative development in their students, including: (a) curiosity and 

interests are the main sources of potential creativity (suggesting educators should identify 

such interests and integrate them with prescribed curricular outcomes); (b) intrinsic 

motivation enhances the creativity, while extrinsic rewards tend to negate creative thought; 

(c) activities should be prepared cognizant of flow and accommodate students’ abilities 

(being achievable but also challenging); (d) learning to formulate problems should be a part 

of curricular outcomes; (e) educators should be mindful and supportive of creative 

personality traits in students; and (f) educators should prepare students to be aware of internal 

standards (not merely relying on external parameters) when engaged in the creative process. 

In music education contexts, Cooper (2005) suggests that students are far more likely to be 

successful in composition activities if the teacher: (a) allows time for multiple encounters 

with composition activities; (b) encourages student experimentation; (c) guides the class 

through composition experiences; (d) is a continual source of support and encouragement; 

and (e) refrains from applying adult parameters and expectations on the children’s products.  

 Essential musical skills. Certain skills are essential to the composition process. 

Hennessy (2009) acknowledges that not everything learned in music demands creativity and 

that there are essential skills and palettes of knowledge necessary to be acquired prior to 

beginning the creative process. In his investigation, Gardner (1983) noted that nearly all 

eminent Western composers began as performers, an implication of the importance of 
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technical skill. Kratus (1989) shares insights from the academic literature that the creative 

process depends on certain enabling skills (e.g., musical aptitude, craftsmanship, conceptual 

understanding, and aesthetic sensitivity) and enabling conditions (e.g,. motivation, 

subconscious imagery, supportive environment, and various personality traits). Many 

children may have an immediately limited compositional palette of tools as they struggle 

developmentally to ascertain necessary motor skills to perform on musical instruments. 

Winters (2012) notes that while instrumental dexterity and expertise are important, the ability 

to compose is not ultimately reliant on such mastery. On-going development of students 

technical and performance skills, however, will only compliment the music composition 

potential. Kaschub and Smith (2009) emphasize the importance of three compositional 

capacities in students: (a) intention (being able to make choices on careful consideration of 

how the audience will interpret it); (b) expressivity (consciousness of the relationship 

between feeling and musical principles); and (c) artistic craftsmanship (expanding personal 

sound banks, as well as imagining rather than simply physically reproducing sounds).  

Kaschub (2009) formalized five characteristics of compositional praxis: (a) stability 

and instability (where the composer draws upon familiar musical resources before beginning 

to extend and alter music into something new); (b) sound and silence (the understanding and 

use of silence as a compositional element); (c) unity and variety (the use of familiarity and 

change to increase and challenge expectations); (d) tension and release (the art of building 

suspense, conflict, and yearning for resolution and end); (e) motion and stasis (the overall 
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contour in the product). Theoretically such a balance will nurture creative possibilities in 

composition.   

A pinnacle component to truly encourage innovative behaviour within children is the 

nature of risk-taking. Manitoba Education and Training (2011) K-8 music curriculum 

framework expects that “[q]uality learning in music ... includes opportunities to explore 

creativity, imagination, risk taking, flexibility, ambiguity, uncertainty, and student choice” (p. 

8). A safe learning environment, as constructed by the educator, is crucial in fostering 

creative growth in children (Cooper, 2005; Elliot, 1995; Hennessy, 2009; Hennessy & 

Amabile, 2010; Morin, 2002; Wiggins & Medvinsky, 2013). Respected educator and scholar 

Giddings (2013) offers examples of introducing recorder improvisation lessons by initially 

improvising collectively as a class to alleviate performance anxiety. Students are unlikely to 

take initiative in exploring and/or producing new, original products if such ideas are met with 

hostility, whether from the teacher or their peers. Stenberg and Williams (1996) advise 

teachers to be conscious of students varying levels of self-efficacy, as these scholars argue 

that much of what we do in life is based on our personal perception of what we are actually 

capable of accomplishing. 

 Age, gender, and social considerations. Gender and friendships are important social 

considerations worthy of contemplation prior to introducing creative music lessons (Stauffer, 

2013). Torrance (1962) expresses that both sensitivity and independence are qualities of 

paramount importance when engaging in the creative process; however, societal norms 

typically discourage boys from being sensitive and dissuade girls from being independent. 
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Differences in intrinsic motivational levels, as well as contrasting approaches to the 

composition process, have been noted between genders and age levels. Kaschub (2009) 

observed three components to the composition process (exploration, development, and 

repetition) and analyzed how children of different ages and genders approached these 

components. Kaschub found that seven year olds primarily focused on exploration while 

nominal time was invested in development and repetition. Conversely, eleven year old 

children modelled a propensity to divide their time evenly among the three compositional 

processes, making development and repetition a more prevalent occurrence. Kaschub and 

Smith (2009) recommend the third grade as a safe approximation for children to be well-

accustomed to music composition as their ability to engage in group work improves. 

Interestingly, Kaschub and Smith share that while spontaneous song creation is a consistent 

characteristic observed in early aged children, around the age of eight many children stop 

exhibiting such mannerisms (which may possibly be attributed to children’s evolving 

perception of school as an ever-increasingly serious place where more quiet is expected).   

While boys and girls were fairly uniform in their compositional approach, Kaschub 

(2009) noted that girls invested relatively more time in repetition and development while 

boys expressed a predisposition to exploration and silence. The possibility of whether these 

findings were universal or an isolated, culturally influenced occurrence was not discussed in 

detail. Additionally, Stauffer (2013) identifies studies demonstrating inequalities in 

motivational levels between boys and girls when engaged in music composition tasks (boys 

being initially less motivated at the beginning of such studies, but eventually motivational 
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levels equalizing by the end). While there may be a slew of extraneous variables influencing 

such findings, such research may provide insight on the possibility that males (for any 

unspecified reason) may be initially more hesitant than their female counterparts in music 

composing contexts.   

Elliot (1995) provides practical advice for educators, suggesting that: (a) musical 

problems should be authentic; (b) educators should target surplus attention; (c) students 

should be encouraged to explore their own musical interests; (d) students should be prompted 

to evaluate musical performances and compositions; (e) educators should allow sufficient 

time to develop musical ideas; and (f) that teachers should take on the role of guides and not 

ultimate authority figures. Similarly, Kaschub and Smith (2009) propose their own 

recommendations for educators introducing music composition to children, such as: (a) have 

students work in groups of varying sizes; (b) vary the amount of structure; (c) ask 

provocative questions; (d) introduce new terminology appropriately; (e) introduce notation 

skills separately; (f) explore technology-based composition programs; (g) use instruments 

students have already developed skills on; and (h) offer examples from adult composers. The 

experience may be an expectedly noisy one; teachers are reminded to be enthusiastic during 

the process, to provide firm but reasonable musical parameters, and to frequently conduct 

sharing experiences (Morin, 2002).  

The protocol teachers employ when presenting new information via new lessons 

appears to be a decisive factor in promoting student innovation. Hennessy (2009) accentuates 

the difference between creative teaching (teachers finding imaginative, unusual, surprising, 
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and adventurous approaches to presenting concepts and knowledge) and creative music-

making (the actual process of creating new, original music of high quality). The former can 

exist without the latter but the latter is unlikely to result without the former. Understanding 

general teachers’ mannerisms and tendencies are also noteworthy. Torrance (1966) observed 

that the majority of teachers prefer students who are courteous and orderly, potentially 

penalizing students that are willing to take risks, ask questions, and challenge the classroom 

normative. Runco (2007) discusses various scholars’ findings in the literature and shares that 

cross-cultural investigations indicate that most teachers view behaviours and personality 

traits of creative children unfavourably. Procrastination is another mannerism that is 

predominantly viewed as a negative personality trait. However, Torrance (1995) notes that 

“[a]pparent procrastination may result in greater incubation and creative achievement” (p. 

320). While an individual may appear to be apathetic or disengaged, he/she may actually be 

actively involved in the creative process. Various other factors may be detrimental to the 

creative process and future development of the individual. Kelly (2012) acknowledges 

variables such as dissociation, social isolation, hyper-competition, hyper-consumption, 

extrinsic motivation, vertical comparisons, outcomes known, and explicitly teaching for 

assessment as conditions that may inhibit the individual and the arrival of creative ideas. 

 Assessment and evaluation. Distinguishing a creative product from an uncreative 

product is an understandably subjective task. While educators in other provincial districts 

may be mandated to accomplish make such assessments, music teachers following the 

Manitoba Education and Training (2011) K-8 music curriculum framework are prompted to 
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assess students’ engagement in creative processes, not assess the value of the products 

produced. Regardless, there are numerous ideas regarding the assessment of creativity and 

creative products within the literature which may be insightful for this study. Hickey (2008) 

provides a three-step process for music educators to evaluate music compositions: (a) the 

goal (the long-term purpose of the composition unit and what curricular/other outcomes it 

may be facilitate); (b) a task (the selection of a particular music composition assignment and 

the decision of how open/closed the parameters will be); and (c) evaluation (the choice of 

grading scales, the academic weight of the assignment, and the decision for use of 

formal/informal feedback of student progress and/or products). Mitchell (2011) 

acknowledges that evaluating students' work serves two main purposes: (a) to provide 

formative feedback of student learning so that they may progress to further levels of 

understanding; and (b) to provide information to other stakeholders (parents, teachers, and 

administrators) regarding students' level of achievement. 

 Torrance (1965) stresses that most school situations are overly rigid and that students 

are seldom exempt from evaluation. He contends that children need extended periods of time 

where they may experiment, test various approaches, and make mistakes without fear of 

evaluation. In a small-scale study, Amabile (1979) found that visual arts students’ creativity 

scores were significantly lower when they were prompted to create art under the expectation 

of being evaluated. Contrarily, students creating art in a non-evaluative condition scored 

substantially higher by a panel of visual art experts/judges. Beghetto (2010) is adamant that 

teachers should be clear in their instruction, informing students when learning experiences 
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are devoid of formal evaluation and that competitiveness in the classroom should be 

minimized.  

The formative aspects of evaluation are paramount in promoting a successful creative 

process. Mitchell (2011) recommends for teachers to both provide students with ongoing 

feedback and to ask provocative questions to facilitate critical reflection during the creative 

process (not merely reflection following the completion of the creative product). Morin 

(2002) affirms this stance, suggesting that educators should “[e]mphasize process over 

product, particularly in assessing and evaluating children's music” (p. 166). Furthermore, 

Morin advises teachers to investigate student composition logs and assess students' growing 

ability to develop musical ideas. Such findings promote the stance that evaluation should 

emphasize the evaluation as learning component and not exclusively focus on the evaluation 

of learning purposes. This stance appears to align with the specific learning objectives 

outlined in the Manitoba Education and Training (2011) K-8 music curriculum framework 

which focuses on creative process engagement (e.g., students experimenting/improvising 

with sound sources). 

 Lastly, despite the variance of perspectives across different cultures, Torrance (1995) 

suggests that “it is not necessary in scoring for originality to adjust to group, culture, gender, 

and so forth” (p. 320). This scholar contends that the originality of ideas should be evaluated 

objective of these social dimensions. However, Torrance shared his findings from his 46 

years of research that students from under-privileged upbringings demonstrated an increased 

creative capacity in brainstorming and in their ability to improvise with commonplace 
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materials. In many cases, students from an affluent background were less proficient in such 

creative skills. While it is difficult to foresee student creative potentialities, Torrance (1966) 

argues that teachers should not only value creative output from students (their current 

capabilities) but also appreciate and recognize students’ creative potentials for future creating 

exercises. Csikszentmihalyi (1996) admittedly notes that predicting children’s long-term 

creative potential may be a tremendously difficult endeavour. 

 The baritone ukulele. As the baritone ukulele is a principal constitute of this study, 

insight from the literature regarding the pedagogy of this instrument may prove highly 

valuable. Unfortunately, there is minimal research existing on the baritone ukulele as an 

educational instrument in public school music contexts. Articles are sparse, and those that are 

retrievable predominantly specify discussion on the soprano or concert ukulele (entirely 

different physical sizes and tuning system than the baritone ukulele). Regardless, such 

research is relevant to the pedagogical approaches on the baritone ukulele. 

Greenberg (1992) suggests that the size of the concert ukulele is advantageous over 

the guitar for students in elementary school contexts as the fretboard is smaller and easier for 

students with small hands to hold and chords are simpler and require less dextrous mastery 

than the skills required on the guitar. Greenberg advises that the instrument is age-appropriate 

for students as young as a grade 3 level. Pulley (1953) recommends for educators to begin 

ukulele instruction with chords (as opposed to beginning through melodic practice). Pulley 

highlights the simplistic nature of the instrument and argues this characteristic to be an 

inherent strength in its application in music classroom contexts. Additionally, Thibeault and 
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Evoy (2011) acknowledge the life-long learning potential of the standard ukulele and 

encourage educators to be mindful of the emergence of new media opportunities (e.g., video 

websites such as YouTube) where students may have constant access to tutorial and play-

along videos at home.  

Conclusion 

 Evidently, within the literature is an emergence of new dialogue regarding the 

necessary inclusion of creativity within the contemporary music classroom. Music 

composition, an endeavour that necessitates the production of original ideas, would be a 

highly suitable vehicle for developing creativity in music students. Furthermore, various 

scholars suggest that the baritone ukulele (a highly authentic musical instrument with direct 

applicability to the guitar) is a suitable tool to teach music concepts to upper-elementary aged 

children. In the following chapter, the researcher investigates the choice of research 

methodology which proved essential for enabling this music composition study.   
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Chapter 3: Methodology and Research Design 

In this chapter, the research methodology and the procedures for the study are 

outlined. The approaches to data collection and analysis, structure of the pedagogical 

innovation, research procedure, duration of the study, limitations and strengths of the 

research, and the overall criterion for quality of data are all described. Data collection 

instruments were constructed to retrieve the necessary information for answering the two 

research questions; these tools are available in the appendices section. Both qualitative and 

quantitative forms of data were gathered to investigate the two research questions:  

1. What impact will the creative music experiences have on students’ learning in 

creative expression in music? 

2. What are children’s perspectives on engaging in the creative process in music? 

Data analysis was achieved through the use of thematic coding of various data 

sources (field notes, video recording transcriptions, student assessments, large group 

debriefing sessions, small group student conferences) and basic descriptive statistics (student 

assessments, attitudinal survey). As this study included video recording as a data collection 

source, extensive ethical considerations (such as protecting the identities and well-being of 

student participants) have been thoroughly described.  

Justifying, Using, and Defining Action Research  

One of my central aims in conducting this inquiry project was to enhance personal 

instructional skills in the field of music composition. As the investigation for methods to 

improve teacher practice was of high priority, the use of action research was selected because 
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it best aligned with this purpose. Action research is situated in the workplace; for teachers, 

the context is that of the classroom (McNiff & Whitehead, 2012).  

 Traditionally, action researchers pose several aims in their investigative endeavours. 

In education settings, they aim to: (a) improve workplace practices through improving 

learning; and (b) promote ongoing democratic evaluation of learning and practices, and (c) to 

create good social orders by influencing the education of social formations (McNiff & 

Whitehead, 2012). Unlike other forms of research in education, through action research there 

is “intent to do something different in teaching, to change instruction or other practices, 

based on more than personal experience or suggestions from others” (McMillan, 2012, p. 

344). Ultimately, “[t]he deeper purpose of research is to extend people's knowledge and 

understanding, enabling them to make more informed choices and judgments about the 

complex issues embedded in their professional lives” (Stringer, 2008, p. 3). Glanz (as cited in 

McMillan, 2012) highlights numerous benefits of action research in educational contexts, 

such as its ability to: (a) create a system-wide mindset for school improvement; (b) enhance 

practitioner decision making; (c) instill the mentality of continuous improvement; (d) 

immediately benefit practice; and (e) empower those who participate in the process.  

A fundamental understanding of the concepts of action research is important to this 

study. Stringer (2008) suggests that “[a]ction research ... is a distinctive approach to inquiry 

that is directly relevant to classroom instruction and learning and provides the means for 

teachers to enhance their teaching and improve student learning” (p. 1). McMillan (2012) 

provides an educational definition by stating that action research is a “systematic 
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investigation conducted by practitioners to provide information to immediately improve 

teaching and learning” (p. 343). Furthermore, McNiff and Whitehead (2012) suggest that 

“the purpose of action research is (1) to generate new knowledge, which (2) feeds into new 

theory” (p. 14).  

 The process of action research may be interpreted as a systematic form of inquiry that 

follows three cyclical stages: (a) look (gathering data by careful observation that may include 

looking, listening, and recording); (b) think (analyzing the information to identify key 

features and/or elements); (c) act (using the newly formulated information to create solutions 

to the research problem investigated (Stringer, 2008). As this study primarily involves the 

implementation of a pedagogical innovation, constant looking, thinking, and acting were 

required by me to help students achieve success in their music composition tasks and to make 

any teaching revisions (if necessary) to accommodate students with different needs.  

As I have a particular expertise in ukulele skills/pedagogy, I was undoubtedly the 

most suitable candidate in conducting research in this area of study. Furthermore, as I am 

employed as a music teacher during school hours it was not feasible to structure an 

alternative research study requiring my visitation to other schools and students. As the 

research purpose was in the interest of improving professional teaching practice, it was 

appropriate to use an action research methodology. 

The Music Teacher-Researcher 

 As the teacher-researcher, I have a diversity of educational experiences (teaching age 

groups ranging from Kindergarten to Grade 8), and other classroom related subject matter, 
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for more than two years in suburban public schools. In addition to public school instruction, I 

have been employed as a private guitar teacher for nine years for various studios throughout 

the city, instructing between 9 – 45 students weekly in one-on-one, 30 to 60 minute lesson 

contexts. In addition to my degree accreditations in music, I have also had the privilege of 

studying classical guitar techniques through master classes with many eminent international 

artists, including: Roland Dyens (France), Andrew York (USA), and Fabio Zanon (Brazil). I 

am a recreational music composer, have studied a variety of music composition courses at the 

undergraduate level, and have had pieces premiered through the local classical guitar society 

and various other local venues.  

Participants 

 Multi-age learning is supported by the administration of my school and classrooms 

are organized accordingly. Students participating in this study were from Grade 4/5 

classrooms, between the ages of 10 and 11 years. The school population (approximately 250) 

is comprised of rich cultural diversity; many classes are heterogeneous by composition with 

notable family backgrounds from India, the Philippines, and various other ethnic 

backgrounds. All children participated in the composition unit and were invited to participate 

in the research study. Students acquired essential musical skills (e.g., ukulele technical skills 

and improvisational proficiency on pitched-percussion instruments) prior to the beginning of 

the research. The entire group of 100 Grade 4/5 students engaged in the creative experiences 

during regularly scheduled music classes. Of these 100 students, 43 (N) agreed to participate 

in the study, resulting in a 43% participation rate. Of those participating, 22 were girls 21 
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were boys. In total, 45 returned the research and video consent forms; 43 agreed to 

participate, while two (2) declined; the remaining 55 students never returned the research 

participation form. 

Research Timeline  

The timeframe for the implementation of the pedagogical innovation occurred from 

April 14th, 2016 – June 1st, 2016. Due to holidays, field trips, a part-time music schedule 

(0.64), and other interruptions, the performance date for students to showcase their music 

creations took place on June 1st, 2016. A total number of 15 music classes was devoted to 

these creative music experiences. In an effort to mitigate my position of power over my 

students, I adhered to the mandate posed by the Education/Nursing Ethics Research Board 

(ENREB) by not being informed of student participation until the last day of school (June 

30th, 2016).  

Ethical Considerations 

 The sole purpose of this study was to promote rich, creative learning experiences 

through music composition. While the intention of the researcher originates from a genuine 

interest in promoting cognitive and affective growth in students, understandably there are 

potential ethical concerns that needed to be addressed to facilitate a positive learning 

experience. Understandably, children are vulnerable individuals and necessary precautions 

were considered to ensure their safety had been ensured.   

  Pedagogical innovation. It should be noted that the actual pedagogical procedure 

(including large group debriefing sessions, video recordings, and formal student assessments) 
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was something that I would be initiating regardless of the research purposes of this study. 

Composing music with peers, video recording students’ engaged in the creative process, 

watching students’ video recorded final music performances, holding debriefing sessions, 

assessing student achievement (through teacher field notes and rubrics), and conferencing 

with small groups of students are all common practices already pre-existing in my music 

classroom. The introduction of this pedagogical innovation was not any source of discomfort 

for any of my students. These two creative experiences were planned to be implemented 

regardless of the research purpose of this study as they fulfilled the necessary specific 

learning outcomes of the Manitoba Education (2011) K-8 music curriculum framework. 

Confidentiality and student-teacher relationship. An integral ethical consideration 

is ensuring the protection of the identities of participants and guaranteeing both their 

responses and academic scores will remain confidential. Ensuring the confidentiality and 

overall well-being of students are paramount virtues respected by the school administration, 

the university institution conducting the study, and me. I served in a dual role position and 

had a pre-existing relationship with the participants which undoubtedly helped alleviate 

student apprehension in volunteering. However, it was of utmost importance to ensure that 

students were not coerced by my inherent influence (as there was undoubtedly a power-over 

dynamic). While I am conscious of this power-over dynamic, I had taken precautions to 

mitigate this potential issue. Students were assured that participation in allowing their 

responses and video content was completely elective, that they could freely withdraw from 

participation in any aspect of the study (e.g., answering questions in a conference context, 
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being video recorded, etc.), and that students' academic evaluation would not be affected by 

their involvement (or lack thereof) in the study. To ensure this, I was unaware of which 

students (and their parents/guardians) had consented to participate in the study. Following the 

mandate of the University of Manitoba’s Education/Nursing Research Ethics board, I was not 

informed of students’ participation until the conclusion of the school year (June 30, 2016), 

long after formal report cards had been submitted. As a consequence, students that 

participated did not receive extra attention over non-participating students. The school 

administrative assistant held the responsibility for holding this information until the specified 

date.  

Consent forms. The students participating were in Grades 4 and 5, between years 10 

and 11, and subsequently required the consent of their parent(s)/guardian(s) to share 

secondary use of data. Upon the approval of my school division and school administration, a 

consent letter was sent home to acquire parent/guardian signatures (see Appendix F and 

Appendix G). The research intent, methodology, duration, and other information regarding 

the study were clearly outlined for parents/guardians. Parents/guardians were asked to give 

consent for any data collected during the study to be used for research purposes. 

Furthermore, parents/guardians were asked to give consent to sharing video data for 

secondary uses (e.g., at conference presentations). As student participants were between the 

ages of 10 and 11, students were asked to provide written consent in the letters. Also attached 

was a confidentiality agreement (see Appendix H) mandating student participants to agree to 

keep their identities anonymous. Parents/guardians who provided consent for their child to 
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participate for research purposes but did not consent to sharing their video in public contexts 

were assured that such videos would not be made public and would be deleted following data 

analysis. Contact information of me, the school administrator, and my university Faculty 

Advisor were clearly indicated. A third-party individual (our divisional music consultant) 

agreed to host a participant recruitment session where he read a pre-written script (see 

Appendix E). 

 Video recording. Video recording in educational contexts is becoming an 

increasingly popular practice. In my own practice, video recording is frequently used in the 

assessment of student creations. Following many creative music experiences, my students 

and I regularly watch student-created compositions in an effort to critically reflect on the 

music-making experience. Hepplewhite (2014) acknowledges that video recording may 

“operate as an evaluation tool or be viewed as a part of practitioner critique” (p. 330). In 

addition to video recording being of common practice in my music room, many colleagues 

(other educators, administrators) in my school have also used video recording to document 

and share student learning in classrooms, assemblies, parent-teacher conferences, and parent-

administrator council meetings. Cutter-Mackenzie, Edwards, and Quinton (2015) affirm this 

new phenomena by stating: “[v]ideo-based research is becoming increasingly common in 

educational settings due to perceptions associated with suitability of the technology for 

recording complex pedagogical interactions and for supporting children’s participation in 

research activity” (p. 354). Furthermore, Hall (2007) states that:  
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[I]t is important to acknowledge the nature of the dynamically changing social 

context in which this discourse [video recording] is taking place. One aspect of this 

social context is that video recording is becoming ubiquitous in life, and social 

acceptance of its widespread use for many purposes may be increasing (p. 63). 

Unlike other academic disciplines (such as mathematics) where students’ academic 

achievement may be evaluated through test scores and other written media, music 

composition is an auditory form of knowledge and is inherently performance-oriented. Hall 

further notes that “[v]ideo is an important tool that enhances the various methodologies – 

including ethnography, experimentation, discourse analysis, interaction analysis, and others – 

which can be combined and employed across all categories of work listed above” (p. 2). As a 

consequence, video recordings: (a) were essential for helping the researcher assess students’ 

creative development; (b) assisted my practice in the implementation of the pedagogical 

innovation; and (c) will provide clarity of musical ideas and the efficacy of the pedagogy for 

sharing in future conferences.  

Using audio recording as a data source (in lieu of video recording) may seem less 

invasive but unfortunately would have lead to significant data loss. Robson (2011) suggests 

that “[a] particular advantage of using video data is its potential for capturing rich data” (p. 

187).  During the first creative experience (the rhythmic/textural composition), students 

explored the baritone ukulele in highly unconventional ways (e.g., playing it like a bongo, 

scratching and sliding strings, rubbing the instrument, etc.) to make music. By simply using 

audio recording methods it would have been indiscernible in understanding the creative 
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approaches students used in their music compositions. While I also recorded data through 

teacher field notes, there would inevitably been nuances lost without video records. As 

Simonton (1999) suggests, creative products possess a surprising element. Video recording 

helped ensure that such surprises were well-documented.  

Both Hall (2007) and the University of Manitoba Human Ethics Resource Committee 

(2012) stress the importance of proper documentation of the context of any video content 

used for research purposes. The University of Manitoba Human Ethics Resource Committee 

suggests that “… [i]t is therefore a matter of ethical concern to include within the video itself 

adequate documentation about the video, including information about research participants, 

so that future users of the video will be adequately informed about the nature of the video 

they are analyzing and how it was collected” (p. 2). To counteract the possibility of these 

videos being misunderstood from their proper context, at the beginning of each video 

recording I have provided a brief textual caption (e.g., “Canadian Grade 4 and 5 students’ 

music composition”).  

Videos documented student engagement in the creative process, and were used for 

both formative and summative assessment purposes. Students were always informed when 

they were being video recorded. As the teacher-researcher, I politely asked students if it was 

okay to record their music and reminded them that it was absolutely fine if they did not wish 

to be recorded.  

Understandably, with video research anonymity cannot be unequivocally ensured. 

However, the confidentiality of student participants may be strengthened through strict 
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considerations. To ensure the protection of the identities of students, camera angles of 

performances will exclusively face the class instruments and the hand positions of students. 

There was absolutely no video content including students’ faces. If there was any occurrence 

where a student’s face became visible in any video, that video was deleted promptly. 

 As students created music in small group arrangements, additional considerations had 

been made. There was the possibility that some students would provide consent for their 

video to be analyzed for research purposes, while another student in the same group did not 

provide consent. As such instances occurred, any image of students that did not provide 

consent were blurred using digital effects. Students that did not provide consent were not 

analyzed in any way. Flewitt (2005) suggests that reducing the pixel count of videos or 

“fuzzing” (p. 559) may further protect the identities of participants. “Fuzzing” may be used 

as a tool to eliminate a non-participant from video recordings of participants where the 

majority of the performing group are participants. It was ultimately decided to use a blurring 

technique for publicly shared videos using CyberLink Power Director (version 15, 2017). 

Secondary use of data. Students and their parents/guardians were assured that the 

identities of those participating were protected in any future publications that may derive 

from the research. Video recording, which was an integral form of data in this study, was 

used as a tool for analyzing student composition processes and products. It was also intended 

that some of these videos could be later shared in academic conferences and be published as 

a part of this thesis (pending student and parent/guardian consent). Authors of the Canadian 

Institutes of Health Research (2014) indicate a variety of situations where secondary use of 
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data may be permissible, including: “avoidance of duplication in primary collection and the 

associated reduction of burdens on participants; corroboration or criticism of the conclusions 

of the original project ... and confirmation that the data are authentic” (p. 64). As music is 

inherently performance oriented, video data was essential in providing evidence for the 

conclusions drawn in the original project. Such data also reduces the burden of future 

participants. Students' performances were video recorded and shared, thus decreasing the 

chance of duplicating primary collection of data. In addition, these video sources serve as 

substantial evidence for the reliability of the findings when sharing at conferences and/or 

published as a part of the thesis document. Furthermore, during the review of literature it has 

become strongly evident that there is minimal discussion of the baritone ukulele and music 

creativity in educational contexts. Being able to share video data will be highly useful for 

others involved in this emerging area of study. 

As the University of Manitoba Human Ethics Resource Committee (2012) notes: 

“[v]ideotaping research participants is a valid and useful method to collect, share, study and 

present detailed information" (p. 1). Sharing video data of music creations will be essential in 

communicating the pedagogical successes of the study with others within the scholarly 

community. Considerations on how to further restrict access to these videos has been 

investigated. Videos will not be distributed nor be digitally downloadable. During any future 

conference presentation that may occur, a brief preamble will be announced asking audience 

members to refrain from recording videos on their devices (e.g., cellphones) to further protect 

the identities of student participants. As extensive precautions have been taken in order to 
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protect the identities of students, there is significantly less concern that the sharing of video 

content in future conferences and/or as a part of this thesis may compromise student 

confidentiality. The advantages of sharing video data certainly outweigh the potential 

disadvantages when these precautions have been taken. All research has been approved by 

the University of Manitoba’s Education/Nursing Research Ethics Board. 

Research Context 

 This action research study was held in a suburban elementary school, situated within 

the Canadian prairies. Grade levels at the school range from Kindergarten to Grade 5 with a 

cumulative school population of approximately 250 students. The community is culturally 

diverse with many immigrant families from India and the Philippines; there is also a 

prominent population of Caucasian, Indigenous, and other families of European descent. The 

socio-economic status of families is financially diverse within the community; it would be 

surmised that the average cumulative household income would be in the middle class 

bracket. 

 Music classes are organized in a manner typical of this city and province, allotting 

three lessons (in increments of 30 minutes) per six day cycle (cumulative total of 90 minutes 

per cycle). To support rich learning experiences, an inventory of adequate resources are 

available in the music department of the school; 29 baritone ukuleles, approximately 15 

soprano/alto/bass xylophones (pitched percussion) instruments, a variety of non-pitched 

percussion instruments, supplementary technological equipment (e.g., a digital Smart Board), 

three digital keyboards; and other materials are readily accessible by students. The relatively 
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restrictive capacity of the classroom (approximately 900 ft2 surface area) was a noteworthy 

hindrance. Accommodating a rehearsal/practice space for students during the creative process 

(which became a reasonably noisy environment) has been an ongoing conundrum.  

Pedagogical Innovation 

 The implementation of the music composition unit was created cognizant of 

contemporary research explored in the review of literature section. In particular, the creative 

experiences were structured mindful of Montgomery's (2002) differentiation of 

compositional practices. Students engaged in both a divergent creative assignment 

(generating a textural/rhythmic composition, a piece of music focusing on timbre and colour) 

as well as a relatively more convergent creative assignment (generating a melodic/harmonic 

composition, which was a more structured piece of music specifically prompting students to 

be mindful of tonal melody, prescribed chord vocabulary, and other musical elements). The 

pedagogical innovation was structured in a manner conducive to fostering the creative 

process, as outlined by Wallas (1926), granting time necessary for the stages of preparation, 

incubation, illumination, and verification stages.  

 The pedagogical innovation was organized to fulfill many of the Specific Learning 

Outcomes outlined in the Manitoba Education and Training (2011) K-8 music curriculum 

framework. Students were allotted ample time for sound experimentation to generate ideas, 

Specific Learning Objectives from the Creative Expression section of the Manitoba 

Education and Training (2011) K-8 music curriculum framework document were evaluated 
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as a part of students' formal report cards. The targeted Specific Learning Outcomes in this 

pedagogical innovation are outlined below (see Table 1). 

Table 1 

Targeted Specific Learning Outcomes (SLOs) 

Specific Learning Outcomes* 

 5-8 M-C1.1 Generate multiple ideas for music making through constructive 

experimentation with music and sound 

 5-8 M-C1.2  Demonstrate understanding of experimentation and improvisation as a 

valuable component of the music-making process 

 5-8 M-C2.1 Select, organize, and use a combination of ideas, elements, and 

techniques for composing and arranging musical pieces 

 5-8 M-C2.2 Use a variety of compositional tools 

 5-8 M-C2.3 Demonstrate a valuing of risk taking as a component of the creative 

process 

 K-8 M-C2.5 Collaborate with others to develop and extend musical ideas 

 5-8 M-C3.3  Rehearse, revise, and share own and others' music 

 

(Manitoba Education and Training, 2011) 

* Note: These outcomes were retrieved from pages 35, 37, and 39 from the curriculum framework.  

 

Choosing an effective assessment strategy for this highly creative experience was 

understandably challenging. Amabile’s (1979) study with visual art students found that 

students’ creative performance was decreased when they were informed that their creations 

would be evaluated. Prior to this pedagogical innovation, numerical scores from rubrics and 

other assessment tools have been predominantly absent in my practice. While I understand 

the utmost importance of summative assessment, the majority of my feedback to students has 

historically been formative in nature. It was decided that student achievement in these 
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creative experience would be recorded through numerical checklists: a type of “yes” or “no” 

method of assessing whether or not students had achieved the targeted learning outcome. The 

intent was to have students focus primarily on music creation itself, cultivating a safe 

learning environment conducive to risk-taking, minimizing any potential anxiety of formal 

assessment.  

 Creative experience 1: Rhythmic/textural composition. The first learning 

experience focused on the musical elements of rhythm and timbre. Students were invited to 

compose a short rhythmic piece of music using the baritone ukulele, xylophone, and non-

pitched percussion instruments emphasizing the textural qualities of the instruments. Fine 

skills on the ukulele and/or baritone ukulele were not required. Students were prompted to 

compose using percussive elements (including: drumming, scratching, brushing, sliding, 

plucking, and so forth). Divergent thinking skills were required as students explored the 

multitude of different colours the baritone ukulele, xylophone, and other instruments may 

offer. Similarly, convergent thinking skills were essential as students organized timbres and 

rhythmic patterns into a cohesive musical composition. 

 Phase 1: Modelling and explanation. During the initiation of the pedagogical 

innovation, I introduced the task by modelling an original textural/rhythmic composition 

(created by me). The literature affirms that modelling is integral to the learning of the 

creative process (Morin, 2002; Runco, 2007; Stauffer, 2013; Sternberg & Williams, 1996). 

Students were encouraged to explore music composition with the mindset of experimenting 

with a variety of musical elements, such as timbre and form. Elements of melody (although 



ACTION RESEARCH STUDY OF CREATIVE MUSIC EXPERIENCES        

63 

 

not discouraged) were not targeted in this learning experience; emphasis was placed 

primarily on the timbre, the element of music related to sound. The responsibility of group 

formation was delegated to students; however, a parameter was set requiring between two 

and four group members. Each group had to consist of: (a) one performer playing a baritone 

ukulele; and (b) one performer playing a soprano/alto xylophone. It was during this phase 

that students entered the preparation phase of the creative process; the musical “problem” 

and subsequent parameters of the assignment were outlined requiring students to think 

divergently.  

 Understanding the subjective nature of a musical piece without melodic focus, and in 

an effort to analyze the success of the students' intentionality of their creations, students were 

invited (but not expected) to create a supplementary notation of their composition. Students 

were informed that they may use both a conventional notation system (e.g., Western standard 

notation) and/or a personal inventive system (e.g., use of images, numbers, and/or contours) 

to represent the form of the piece.  

 Phase 2: Guided experimentation, improvisation, and rehearsal. During the second 

phase, students were allotted time to experiment with sound, improvise musical ideas, and 

collaborate with their peers. I constantly provided formative feedback to students while they 

engaged in creative work. After each lesson, I recorded observations of the ongoing 

successes and/or challenges of the implementation and note the level of students' progression 

in field notes. Video recording were used to document students’ music compositions. 

Through experimentation of sound sources, students entered the creative stages of incubation 
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(the actual experimentation of sounds and personal attitudinal judgments for decision 

making) and eventually illumination (the discovery of a solution approved by all group 

members). Ample time was provided during this phase of the pedagogical innovation. 

 Phase 3: Performance and reflection. This concise, concluding phase of the first 

creative product entailed either a performance to the class or to myself, showcasing the 

groups' rhythmic/textural composition. I often investigated the group members’ level of 

satisfaction with the music and whether further revision is necessary. By doing so, students 

entered the concluding phase of verification (testing and potentially altering the ideas 

emerged from the illumination stage).  

 Creative experience 2: Melodic/harmonic composition. The second creative 

experience focused on the melodic and harmonic qualities of music composition, and 

followed the conclusion of the first creative experience. In partners or small groups, students 

composed a melody (on the xylophone/digital keyboard), a harmonic sequence (on the 

baritone ukulele), and (if a third or fourth group member was present) rhythmic 

accompaniment (on non-pitched percussion instruments).  

 Phase 4: Modelling and explanation. The process of implementing the second 

requirement of the teaching innovation (the melodic/harmonic compositional product) 

successively followed a similar procedure to that of the textural/rhythmic creative product. 

The learning experience was initiated with myself modelling examples of short melodic 

excerpts, as well as chordal patterns on the baritone ukulele. I invited students to participate 

in class examples (invited a student to strum a prescribed chordal pattern on the ukulele 



ACTION RESEARCH STUDY OF CREATIVE MUSIC EXPERIENCES        

65 

 

while I improvised a simple melodic fragment or vice versa). Similar to the parameters of the 

first creative product, students were permitted to arrange their own groups consisting of two 

to four members; at least one baritone ukulele performer and one xylophone/digital keyboard 

performer was necessary in each group dynamic. Students entered the preparation phase of 

the creative process; the musical “problem” and subsequent parameters of the assignment 

were outlined requiring students to think divergently.  

 This creative assignment was relatively more restrictive than the former; students 

were expected to use the baritone ukulele to create and perform a four-bar chord progression 

(selecting from chords: G, E minor, D, and C) in a 4/4 meter. The melodic (xylophone/digital 

keyboard) player was expected to compose an accompanying melody in a G Major diatonic 

scale. It was originally planned to have students create melodies using a pentatonic scale; it 

was later decided that a diatonic melody may be advantageous as the additional notes may 

better compliment the ukulele chords. Lastly, the non-pitched percussion (e.g., maraca) 

player was invited to create a four-bar pattern for rhythm (selecting from quarter notes, 

eighth notes, and sixteenth notes) as an accompaniment. Similar to the first creative 

experience, the use of personal and/or conventional notational systems was optional. 

 Phase 5: Guided experimentation, improvisation, and rehearsal. The process of 

providing ongoing formative feedback emulated the second phase of the first creative task. 

Similarly, through experimentation of sound sources, students entered the creative stages of 

incubation and eventually illumination. 
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 Phase 6: Performance and reflection. The process of students performing their 

original melodic/harmonic compositions emulated the procedure followed in the third phase 

of the textural/rhythmic composition task. Students entered the concluding phase of 

verification.  

Research Procedure 

 Duration of the study. The creative experiences ranged from April 14, 2016 to June 

1, 2016 (comprising a total of 15 music classes). Summative student assessments were 

completed within the first week of June 2016. The administration of the attitudinal student 

survey as well as the de-brief and conference conversations were completed within the first 

two weeks of June 2016. The pedagogical innovation was implemented at a fairly opportune 

time as essential musical skills were quite developed (e.g., proficiency on pitched percussion 

and baritone ukulele skills) prior to beginning the study.  

Data Sources and Collection Techniques 

 A data matrix (Table 2) has been constructed to organize how each of the two 

corresponding research questions was investigated during the study. 

Table 2 

Data Collection Matrix 

Research Question(s) Data Sources 

1. What impact will the creative music 

experiences have on students’ learning 

in creative expression in music? 

 
 

Field notes Video Recording Student 

Assessments 

 

 
(table continues) 
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2. What are children’s perspectives on 

engaging in the creative process in 

music?  

Small  

Group Student 

Conferences 

Large Group 

Debriefing Sessions 

Student Survey 

 

Field notes and teacher observations. Qualitative field notes, specifically the 

records of formative observations of students' progress throughout the music composition 

process, (Phases 2 and 4 of the pedagogical innovation) were used as an instrument to 

evaluate the effectiveness of the innovation had on student learning. Mills (2007) iterates that 

field notes are an effective data collection tool for teachers undertaking participant 

observation and “may take the form of anecdotal records compiled as part of a more 

systematic authentic assessment or portfolio effort” (p. 59).  

 Student assessments. Students’ creative achievement was based on Manitoba 

Education and Training (2011) curricular outcomes, as outlined in Table 1 and Appendix A. 

Student achievement was assessed in a binary format, indicating whether Specific Learning 

Outcomes of the Manitoba Education and Training (2011) K-8 music curriculum framework 

had been achieved or not. The Other Observations section of the assessments was included 

so that qualitative observations of students’ compositions (e.g., originality, music 

instrumentation, and so forth) could be documented.  

It is important to note that a certain degree of subjective interpretation is present in 

most any educational assessment. As objective as such evaluative tools may appear, results 

are ultimately subject to human interpretation. However, to mitigate this problem, all findings 

are based on direct observation by me and achievement was meticulously measured by 
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following the success indicators, as listed in Table 3. Also, various scholars acknowledge the 

utmost significance risk-taking plays during the creative process and highlight the necessity 

of a safe learning environment (Cooper, 2005; Elliot, 1995; Hennessy, 2009; Hennessy & 

Amabile, 2010; Morin, 2002; Wiggins & Medvinsky, 2013). However, an objective 

assessment of risk-taking is perhaps more of an elusive task. My general interpretation of 

risk-taking was comprised of the indicator: “Student(s) attempted new musical challenges not 

previously attempted”. Attempting new musical challenges may have included performing 

and/or sharing musical work publicly, trying to incorporate news ideas into original music, 

challenging the teacher’s parameters, and so forth. Having preconceived indicators helped 

strengthen the results and reduced the level of ambiguity.  

Table 3 

Success Indicators for Specific Learning Outcomes 

Specific Learning Outcomes* Success Indicator(s) 

5-8 M-C1.1 - Generate multiple ideas for 

music making through constructive 

experimentation with music and sound 

Student(s) demonstrated an ability to 

generate various ideas during the  

 experimentation/improvisatory stage 

of the creative process 

5-8 M-C1.2 - Demonstrate understanding of 

experimentation and improvisation as a 

valuable component of the music-making 

process 

 Student(s) integrated ideas derived 

from experimentation phase into the 

final creative product 

5-8 M-C2.1 - Select, organize, and use a 

combination of ideas, elements, and 

techniques for composing and arranging 

musical pieces 

 

 
(table continues) 

 Students’ composition demonstrated 

an understanding of technique 

(appropriate musical chords and notes) 

 Students’ composition demonstrated 

an understanding of organization (e.g., 

has a distinct beginning/end, etc.)  
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5-8 M-C2.2 – Use a variety of 

compositional tools 

 Students’ composition demonstrated 

encompassed several compositional 

tools (e.g., timbre, dynamics, change 

in tempo, etc.) 

5-8 M-C2.3 - Demonstrate a valuing of risk 

taking as a component of the creative 

process 

 Student(s) attempted new musical 

challenges not previously attempted 

K-8 M-C2.5 - Collaborate with others to 

develop and extend musical ideas 

 Student(s) demonstrated a willingness 

to work constructively with their peers 

during the creative process 

5-8 M-C3.3 - Rehearse, revise, and share 

own and others' music 

 

(Manitoba Education and Training, 2011, p. 

35, 37, 39) 

 

 Student(s) demonstrated the capacity 

to make fine adjustments to finalize 

their creative product 

 Student(s) demonstrated a willingness 

to share/perform their music publicly 

 

 Video recording of creative process and products. Video recordings of the creative 

process (phases 2 and 4 of the pedagogical innovation; students working collaboratively in 

groups during class) and the creative product (phases 3 and 6 of the pedagogical innovation 

including the summative performance of their compositions) were essential in collecting data 

for this study. Unlike other academic subject areas, music is inherently performance-oriented. 

Student-created notations of their music compositions were useful but would not have 

sufficed as the sole piece of evidence of learning. Video recording student performances (a 

common practice in my classroom) allowed me to replay and meticulously analyze each 

groups' creative music compositions. Consequently, video recording was a crucial component 

of the data collection and later the data analysis processes. 
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 Conferencing with students. Gathering student perspectives on their engagement in 

the creative process (as addressed in the second research question) was achieved through 

dialogical conferencing between each student-group and me in a private, confidential 

manner. The conferences followed the pedagogical innovation and I employed a focus group 

approach. Understanding students' perspectives on the creative process will undoubtedly be 

useful in implementing future creative learning experiences. Students were provided a forum 

to express their thoughts on the music composition process, as well as their experiences on 

engaging in the creative process collaboratively with peers (e.g., group cooperation, the 

valuing of ideas posed by their peers, feelings on musical performance for peers, etc.). The 

interviews were audio recorded and later transcribed by myself. 

 Debriefing sessions with music classes. In an effort to further ensure student 

responses were documented, debriefing sessions were held with the large class groupings. 

These sessions preceded the actual student conference, but also took place following the 

completion of the pedagogical innovation. These debriefing sessions were held as large, 

whole class activity. Questions were similar to those posed in the conference context but 

allowed the researcher to explore broader issues with students (see Appendix C). These 

questions were structured to address the second research question. Students were engaged in 

a Listen-Think-Pair-Share activity, as adopted from Manitoba Education and Training's 

(2007) document, Success for All Learners. Students were organized into their groups, 

prompted with provocative questions, and then were asked to report back to the class, sharing 

their perspectives. Key words and phrases were recorded by me on the whiteboard.   
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 Quantitative student surveys. Two attitudinal surveys were administered to students 

to address the second research question, regarding students’ perspectives on their engagement 

in the creative process. The survey was structured in a Likert-type scale format and employed 

the indicators “YES!”, “yes”, “no” and “NO!”; verbal indicators were used in lieu of 

numbers as it was felt they may communicate ideas more effectively to students in this age 

group. The survey tool (see Appendix B) investigated students' appreciation of the creative 

experiences, and their feelings on the collaborative process during the process and/or 

performances. The surveys were administered within the first week of June 2016, after the 

music composition unit was completed. To address students' differentiated level of literacy 

skills, the questions were read aloud by me and rephrased, as necessary.    

Data Analysis 

 The two primary forms of data analysis were thematic coding for qualitative data and 

descriptive statistical analysis of the quantitative data. The processes of data analysis assisted 

me in making sense of the information gathered, drawing conclusions, and formulating 

answers to each of the two research questions. 

 Coding of qualitative data. Qualitative data was gathered through four essential data 

collection instruments (conferences, debrief sessions, video transcriptions, and field notes). 

To synthesize the information, the technique of thematic coding was implemented. Hesse-

Biber and Leavy (2011) explain that coding is the identification of general “chunks” in 

textual data and is the act of giving each of these segments a label (or code) (p. 330). These 
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scholars further contend that coding is an analytical strategy for qualitative researchers to 

employ key themes, ideas, patterns, and concepts that may exist within the data.  

 Descriptive statistical analysis of quantitative data. Quantitative data was gathered 

via student assessments (Appendix A) (the numerical total derived from evaluation rubrics of 

student compositions) in fulfilment of gathering information for the first research question, 

and the attitudinal surveys (Appendix B) in fulfilment of gathering information for the 

second research question. Mean scores of the results were calculated and reported to provide 

insight on student achievement and perspectives on the music composition unit.  

Video analysis. The video recording of in-class student work and student 

performances were used primarily as a tool to ensure the validity of the research instruments 

via triangulation of other sources (field notes and student assessments). Hall (2007) suggests 

that indexing (creating field notes alongside each video recording), diagrams (analyzing still 

images of the video), and transcription (the re-representation of the events recorded) are all 

useful analysis techniques. The main form of analysis was through video transcription, where 

qualitative aspects of music creation was noted. A thorough list of video transcription 

indicators is listed under Table 4. Indexing was inadvertently practiced (as I was recording 

field notes alongside video recordings). Diagramming was used as a method for the reporting 

of results.  

There were a multitude of considerations given during the analysis of the video data. 

Video recordings may appear to be concrete representations of events; however, some 

scholars draw attention to the subjective nature of visual data. Rose (2001) argues that “the 
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visual is central to the cultural construction of social life in contemporary Western societies” 

(p. 6). Rose further draws a distinction between vision (what the human eye is 

physiologically capable of seeing) and visuality (the way in which what we see and how it is 

culturally constructed). Knoblauch, Tuma, and Schnettler (2013) also describe that “[w]hile 

visual studies have been focusing mainly on the role of ‘images’ the cultural dynamics of 

video are still widely neglected” (p. 2). Goldstein (2007) also draws attention to the 

subjective interpretations of visual media, stating that “all photos lie” and poses a three point 

argument for such a stance: (a) every image is manipulated (“thus no image represent 

reality”); (b) content is dependent on a multitude of technical and aesthetic choices made by 

the photographer (based on his/her intent); and (c) the response of viewers will be based on 

content, perception of intent, and context (p. 79).    

Within the academic literature there appears to be a general lack of research 

approaches involving the video analysis of music compositions in educational contexts. As a 

consequence, research strategies in alternative areas of study were investigated and utilized. 

Holck (2007) used a four stage approach to video analysis during her doctoral study of music 

therapy sessions: (a) data selection; (b) transcription; (c) pattern generalization (horizontal 

and vertical analyses); and (d) interpretation. Haslbeck (2014), a fellow scholar in music 

therapy, used a similar three-stage approach to video analysis (amalgamating the pattern 

generalization and interpretation sections into one area of analysis). Video analysis was 

approached in a relatively similar fashion to these methods. Holck describes horizontal 

analysis being employed when “the material is analysed parallel to the temporal axis in the 
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material”. He also describes vertical analysis being used when “the chain of interactions are 

compared across the material, for the purpose of finding interaction patterns or ‘practices’” 

(p. 32).  

There is an apparent lack of discussion within the academic literature regarding the 

use of video recording in music composition studies. The use of video data is an emerging 

avenue for data collection in various fields; its advantages for use are fairly self-evident. 

Knoblauch, Tuma, and Schnettler (2013) note that “[v]ideo is a technology that allows the 

recording, storage and repeated viewing of visual and acoustic data” (p. 2). Its effectiveness 

for use in the analysis of music compositions was incredibly valuable. Understanding that 

video recordings were used as a data source in this study, it is of utmost importance to 

acknowledge that the auditory aspect of the recordings played a more integral role than the 

actual visual content. The visual content may be seen as supplementary, as it assisted me in 

capturing certain aspects of music performance (e.g., the choice of instrumentation, the 

timbre of instruments, etc.). The visuals were particularly useful during the textural/rhythmic 

music composition (where music-making was approached in a highly divergent, abstract 

manner).  

In some cases, there were multiple editions of students’ music video recordings. In 

such cases, video artifacts that appeared to have high performative value were chosen for 

transcription and general analysis. The selected video recordings were relatively short. A total 

of 77 videos were recorded during the creative process. In many cases, there were multiple 

copies of students’ music compositions performed on different days. Only 27 videos were 
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selected for the purpose of the research (a total of 26 minutes and 46 seconds of footage) 

with the average length of each video being 59.5 seconds in duration. These videos 

specifically captured the end product of the pedagogical innovation (which is represented by 

the finished creative works). To analyze the data, videos were transcribed by hand and using 

Notion Music (version 4, 2012), a music notation software program. The method for video 

transcription is outlined in Table 4. The content was analyzed and thematically coded 

alongside the other data sources (field notes and student assessments) as ideas emerged. 

Table 4 

Method of Video Transcription 

Students’ 

 Names 

Video  

Duration 

Date/Time Guiding Questions for Observation 

List of 

students’ 

names. 

The total 

amount of 

time (in 

minutes and 

seconds) of 

the music 

composition. 

The 

calendar 

day and the 

time that the 

video was 

recorded. 

Originality 

 What original elements emerged in 

students’ music (e.g., melody, rhythm, 

form, texture, etc.)? 

Musical Elements 

 What elements did students use (e.g., 

changes in tempo, dynamics, timbre, 

etc.)? 

Musical Structure 

 How did students organize their music 

(e.g., time signatures, form, 

beginning/ending)? 

 What rhythmic patterns were created? 

 What harmonic language was created? 

 What melodic material was created? 

 What instrumentation was chosen? 

 Were pieces of music replicable 

(consistent with previous in-class work?)  
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There was little opportunity for horizontal analysis as entire music lessons were not 

recorded. Instead, specific and more illuminating instances of the class were recorded (e.g., 

an in-class music performance). Vertical analysis was practiced, comparing and contrasting 

the various types of video content recorded across several student groups, searching for 

emergent patterns. Video recordings/transcriptions were analyzed alongside field notes and 

the student assessments (comments recorded in the “other” section). Video content was 

musically transcribed primarily via Western standard notation; transcriptions included details 

regarding originality, the use of musical elements, form, rhythmic and harmonic patterns, 

melodic contours, time signatures, general performance details, and so forth.  

Criterion for Quality 

In the action research study I incorporated mixed-methods (both qualitative and 

quantitative data sources), measures to ensure the overall quality of both forms of data have 

been considered. Triangulation was the primary method used for ensuring the overall high 

standard of quality for the study. Mills (2007) notes that “it is generally accepted in action 

research circles that researchers should not rely on any single source of data, interview, 

observation, or instrument” (p. 56). This sentiment has been considered and the triangulation 

of sources was implemented, as indicated in the data collection and analysis sections of this 

chapter. 

An effort to minimize the influence of external factors was also considered. To negate 

the possibility that extraneous variables affecting the data, attitudinal surveys were all 

administered the same day. Furthermore, all students engaged in a public music performance, 
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dubbed the Creative Café, for parents and other community members on the same day June 

1, 2016.  

 Validity. Anderson, Herr, and Nihlen (as cited in Mills, 2007) offer various criteria 

for ensuring the validity of action research studies, including: democratic validity (ensuring 

the multiple perspectives in a study have all been accurately represented), outcome validity 

(requiring that the action that emerges from a study leads to a successful resolution and may 

be subsequently used for future research cycles), process validity (ongoing reflection 

ensuring the data collection techniques are adequately answering the research problems), 

catalytic validity (a form of validity that is justified when the participants move forward with 

action derived from the results), and dialogic validity (involving the peer-reviewing process 

of the research with a professional educational community. These criterion were guiding 

factors throughout the study. In regards to dialogic validity, I was the sole transcriber and 

coder of data; however, I received excellent mentoring from my adviser throughout the 

process. 

Strengths and Limitations of the Methodology 

 The results retrieved from the qualitative and quantitative data may be (in-part) be 

attributed to larger, external factors (e.g., cultural practices and/or influences). Consequently, 

the knowledge gathered may not be applicable to every educational context. Potential factors, 

such as participant maturation, were recognized. Students' rise/stagnation/decrease in their 

appreciation of the creative experiences may have been attributed to external factors (such as 

music making at home), thus having an influence on results. Understandably, these factors 
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could not be totally eliminated. However, given the relatively short nature of the study (April 

14, 2016 to June 1, 2016), maturation likely did not play a significant role in influencing the 

data. Furthermore, many of the attitudinal questions (during the conference, de-brief, and 

survey) specifically addressed music-making experiences at school.  

There was no attrition of student participants throughout this study. Of the 100 Grade 

4 and 5 students, there was a 43% participation rate (N = 43). In an elementary school 

context this was a reasonably high participation rate (as only 45 students returned their 

research participation forms, consequently meaning 55 students did not). Of these 

participants, 22 were girls and 21 were boys. With this participation rate, there was an 

adequate representation of the student body, providing confidence in the findings of this 

study. 

Another particular strength of the study was the use of an action research 

methodology. Being able to serve the dual role as teacher-researcher allowed me to 

implement the study at my school with my own students. As I had a pre-existing positive 

relationship with the student population, it is likely children felt confident discussing ideas in 

the de-brief/conference sessions. Furthermore, the act of video recording music compositions 

was likely not a stressor on students (as video recording has been a common practice in the 

music classroom); had I been an observer to students at a different school, there undoubtedly 

would have been a reduced comfort level. The dilemma of being in a position of power was 

not overlooked. Various efforts to mitigate my power-over relationship were practiced (e.g., 

be uninformed of student participation until the conclusion of the school year). My own 
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particular expertise in baritone ukulele pedagogy, as well as my own personal comfort 

engaging in the creative process (being an active music composer, myself), certainly 

enhanced the findings drawn from the study.  

Lastly, the University of Manitoba’s Education/Nursing Research Ethics Board 

approval of my proposal to share video artifacts for secondary use purposes was certainly a 

strength. Being able share video achievement publicly (as a part of this thesis and/or at 

academic conferences) will be incredibly beneficial in showcasing the results in a highly 

authentic manner.   

Conclusion 

 The structure of the pedagogical innovation and its relevancy to contemporary 

creativity research has been clearly outlined in this chapter. Data collection techniques for the 

qualitative (field notes, video recordings, large group debriefing sessions, and small group 

conference conversations) and quantitative (attitudinal surveys and student assessments) data 

sources have also been shared. In the next chapter, the findings resulting from the data 

analysis for the two research questions are discussed.  
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Chapter 4: Findings and Discussion 

 In this chapter, the results of analysis of the various data sets collected are presented. 

Following the implementation of the pedagogical innovation and collection of data, analyses 

were conducted to investigate the results of the two creative experiences. Students engaged in 

collaborative group work to create: (a) an original textural/rhythmic music composition; and 

(b) a melodic/harmonic music composition. The data collected was used to answer the two 

research questions originally posed: 

1. What impact will the creative music experiences have on students’ learning in 

creative expression in music? 

2. What are children’s perspectives on engaging in the creative process? 

These data sources included: student assessments, video recordings/transcriptions, field 

notes, large group debriefing sessions, small group conferences, and student surveys. This 

chapter has been organized accordingly, using the results of the data analyses to answer each 

of the two research questions.  

Research Question 1: What impact will the creative music experiences have on students’ 

learning in creative expression in music? 

The data sources analyzed for answering the first research question included 

qualitative data sources (video recordings/transcriptions and field notes) and a quantitative 

data source (student assessments). These data sources investigated the level of student 

achievement in curricular outcomes outlined in Manitoba Education and Training’s (2011) 

Kindergarten to Grade 8 Music: Manitoba Framework of Curriculum Outcomes. The 
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qualitative data sources were analyzed together, categorizing and reporting the findings via 

thematic coding. The quantitative data is reported through basic descriptive statistics, 

showcasing frequencies and percentages of student achievement in the targeted curricular 

outcomes. These three data sources helped to confirm the results through practicing 

triangulation. The findings have been organized into two sections, discussing the results 

obtained from: (a) student assessments; and (b) video recordings and field notes. 

Findings: Student Assessments  

I specifically targeted seven core curricular outcomes from the Manitoba Education 

and Training (2011) K-8 music curriculum framework. The student assessment tool (see 

Appendix A) was used to record data for individual students which was then aggregated for 

all participating students. The student assessments were completed in class and were based 

on my direct observation of student achievement. These observations of students’ music 

performances were supported by the video recordings/transcriptions as well as other 

observations recorded in my field notes. Success indicators were used to help guide 

assessment process and are displayed in Table 3. 

 The number of students overall demonstrating success in achieving the seven targeted 

music outcomes related to creative expression is displayed below in Table 5.  
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Table 5 

 

Student Achievement for Specific Learning Outcomes  

 

Specific Learning Outcomes Outcome was 

achieved 

Outcome was 

not achieved 

Frequency Percentage Frequency Percentage 

5-8 M-C1.1 - Generate multiple ideas for 

music making through constructive 

experimentation with music and sound 

40 93.0% 3 7.0% 

5-8 M-C1.2 - Demonstrate understanding 

of experimentation and improvisation as a 

valuable component of the music-making 

process 

43 

 

100.0% 0 0.0% 

5-8 M-C2.1 - Select, organize, and use a 

combination of ideas, elements, and 

techniques for composing and arranging 

musical pieces 

42 

 

97.7%  

 

1 2.3% 

5-8 M-C2.2 - Use a variety of 

compositional tools 

37 

 

86.0% 6 14.0% 

5-8 M-C2.3 - Demonstrate a valuing of 

risk taking as a component of the creative 

process 

43 

 

100.0% 

 

0 0.0% 

K-8 M-C2.5 - Collaborate with others to 

develop and extend musical ideas 

43  

 

100.0% 0 0.0% 

5-8 M-C3.3 - Rehearse, revise, and share 

own and others' music 

 

(Manitoba Education and Training, 2011, 

p. 35, 37, 39) 

42 

 

97.7% 1 2.3% 

 

The frequencies and percentages provide insight into students’ development in the curricular 

learning area of creative expression. A significant finding was the high level of student 

achievement overall across the seven targeted learning outcomes. The data displayed in Table 

5 shows that all 43 students (100%) participating in the study demonstrated an understanding 
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that the experimentation and improvisation of sound sources are integral practices necessary 

in the creative music process. Furthermore, all 43 students (100%) demonstrated comfort to 

take risks in new musical challenges as well as a willingness to collaborate with their peers to 

create original music. All but one (1) student (97.7%) demonstrated the ability to 

rehearse/revise and/or share their work for peers. This same student had challenges in being 

able to select and organize musical ideas for composing musical pieces, but the large 

majority were successful (97.7%).  Similarly, all but three (3) students (93.0%) modelled the 

ability to generate multiple ideas during the music-making process indicating that the ability 

to use divergent thinking strategies appeared to be a challenge for a small minority. Lastly, 37 

of 43 students (86.0%) used a variety of compositional tools while six or 14.0% did not. 

During the pedagogical innovation, various in-class examples of teacher modeling were 

provided, showcasing the use of dynamics and changes in tempo.  

The impact of student learning in music creative expression is documented and 

further discussed via the data retrieved from video recordings and field notes which I will 

turn to next.  

Findings: Video Recordings and Field Notes 

 In addition to the quantitative data source (student assessments), data was collected 

from two qualitative sources (video recordings and field notes). The field notes included 

records of dates and times of music lessons, observations of students’ social interactions 

during collaborative group work, students’ musical progress and achievements, and other 

descriptions of in-class music making. These field notes were essentially a formative 
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assessment strategy, logging students’ musical/creative development. In addition, these notes 

included my reflective and intuitive impressions of the successes and challenges of the 

pedagogical innovation. After analyzing the video recordings/transcriptions and field notes, 

various themes emerged regarding student learning. Evidence of students’ creative 

development and their success in achieving Manitoba Education and Training’s (2011) K-8 

music curricular outcomes were categorized. The video recordings/transcriptions and field 

notes were the primary sources of data in constructing these themes and sub-themes; details 

recorded in the “Other Observations” section of the teacher assessment tool (Appendix A) 

were also used to support the categorization of themes. The list of themes has been organized 

and presented in Table 6. 

Table 6 

Summary of Themed Data Resulting from Video Recordings and Field Notes 

Themes and Sub-Themes Frequency 

Musical skills and concept development 

 Musical form 20 

 Use of standard notation systems 13 

 Melodic design 11 

 Valuing musical experience 4 

Originality of musical content 

 Original melodic material 11 

 Original rhythmic patterns 10 

 Original use of musical elements 6 

Social dynamics of music-making 

 Collaborative attitudes  11 

 Group independence 
 

 

4 
 

(table  continues) 



ACTION RESEARCH STUDY OF CREATIVE MUSIC EXPERIENCES        

85 

 

Relevance to music making at home 8 

Intrinsic motivation 7 

 

Musical skills and concept development. An unexpected consequence of the 

pedagogical innovation focusing upon music composition was students’ demonstration of an 

improved understanding of various music curricular concepts not specifically targeted which 

was a theme that emerged from the data 44 times and much more often than any other. 

Students’ engagement in the creative process seemed to re-enforce and strengthen musical 

skills and concepts investigated previously during the school year. These skills/concepts 

included an improved understanding of melodic design, musical form, the use of notation 

systems, and valuing musical experience. 

Musical form. An improved understanding of musical form was demonstrated as a 

consequence of students’ engagement in the creative experiences. On April 28th, 2016, I 

noted the following about the work achieved by a group of Grade 5 girls: “Their composition 

was well-rehearsed and articulated; the students informed me that they are using an ABCA 

form (and the music affirms they are correct); they use a variety of compositional tools 

(changes of dynamics, unconventional colours on the instruments, and unconventional 

playing format of the instruments).” 

This improved understanding of musical form is likely a consequence of two factors: 

(a) teacher modelling (many of my in-class music composition examples modelled musical 

forms); and (b) students’ opportunity to play (the actual opportunity to create their own forms 

appeared to lead to evidence of learning in this concept area). Evident in the assessments, 
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video transcriptions, notation systems, and field notes were students’ ability to organize their 

compositions into distinct sections. When discussing musical form, many students were 

resoundingly accurate in being able to articulate their thoughts on how their piece was 

structured. Learning musical form is a specific learning outcome outlined in Manitoba 

Education and Training’s (2011) K-8 music curriculum framework, listed under 1-6 M-L4.5 

in which the authors write that “use, identify, and describe grade-appropriate musical forms” 

(Manitoba Education and Training, 2011, p. 31). 

Use of standard and invented notation systems. Mandating notation systems as a 

requirement for these creative experiences was deliberately omitted. This omission was 

inspired in part by Hennessy (2009) and Kaschub and Smith (2009) who suggest that 

notation should be supplementary to creative experience and follow the practical and/or aural 

engagement of music making. Further rationale for this decision was made while being 

cognizant of several of the tenets of my reconstructionist educational ideology; music 

education paradigms are predominantly Western-oriented in Canadian schools and I 

purposely approached the learning experiences mindful of other cultural practices that do not 

record using Western-based conventions (Drummond, 2010; Hess, 2014; Humphreys, 2006). 

Regardless, the use of notation systems was certainly not discouraged and many students 

gravitated to such use (see Figure 1). 
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Figure 1. A grade 5 girl’s notation system. This was created during the textural/rhythmic 

creative music experience. 

Of the 43 student participants, 23 students (53.5%) used some form of notation 

system. The majority of students used Western standard notation, invented systems, ordinary 

language such as words and simple sentences, or a combination of both approaches. In Figure 

1 above, Kaitlyn and her partner recorded their choice of musical form, used words, and 

invented a notation system for ukulele strumming patterns. The use of notation was 

encouraged for numerous student groups when it became apparent that some students had 

difficulties remembering the musical material generated during previous classes. The use of 

notation systems is another specific music outcome mandated by Manitoba Education and 

Training (2011), 5-8 M-L2.3: “use standard and invented rhythmic and melodic notation and 

expressive symbols and terms to record own and others’ musical ideas” (p. 23).  

Melodic design. Prior to implementing the music composition unit, students engaged 

in past learning experiences exploring the concept of melodic design via improvisation, 
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“musical” dialogue, and other methods. These creative experiences provided some of my best 

sources of assessment of student learning in this learning area (see Figure 2 and Video 1).  

 

Figure 2. Grade 5 boys’ composition using ukulele and xylophone. This was created as a part 

of the melodic/harmonic creative music experience.  

The melody showcased in Figure 2 was created by a group of Grade 5 boys. In this 

particular example, the melody had qualities that were replicable, it was “catchy”, and it 

adhered overall to the characteristics of a general melody. Many students demonstrated a 

clear understanding of melodic design; it became apparent, however, that other students were 

not as confident in this understanding which subsequently led to teacher-student scaffolding 

opportunities. Through dialogue and guidance, students were able to achieve other curricular 

outcomes, such as 5-8 M-L3.4 which reads that: “demonstrate understanding of melodic 

design (e.g., home tone, step-wise motion, skips and leaps, octaves, melodic contour) as 

appropriate to classroom repertoire” (Manitoba Education and Training, 2011, p. 27)  

Valuing musical experiences. One of the essential learning areas of the Manitoba 

Education and Training (2011) K-8 music curriculum framework is entitled “Valuing Music 

Experiences”. Within this learning area, various curricular outcomes are rooted in nurturing 

appreciative attitudes toward music-making, whether produced by oneself or by one’s peers. 

A few students demonstrated attitudinal growth in this area. An excerpt from my field notes 
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serves to illuminate this finding: “Most of the students in this class (in fact, I now think all) 

are now at a revising/rehearsal stage. Ideas have manifested, they have improvised and 

explored musical sounds, and they seem to be very engaged. Students in the hallway asked, 

“do we have music?” followed by a groan when they learn they haven’t” (Field Notes, April 

29, 2016).  

 In addition to the inherent cognitive benefits of individual creation, students 

genuinely seemed to enjoy creating music and expressed a heightened appreciation of such 

processes. This conclusion is drawn from my recorded field notes, reflections on the direct 

experiences I shared with my students, and informal conversations with both students and 

colleagues.  

Originality of musical content. As a requirement of the pedagogical innovation, 

students participated in a creative medium to explore, experiment, and ultimately produce 

original pieces of music. It is not surprising then that this particular theme also surfaced often 

(27 times) within the qualitative data sets. While parameters were set, students enjoyed a 

considerable amount of flexibility and were able to create in a fairly leisurely learning 

environment. Following the guidance of various scholars regarding the importance of 

modelling (Morin, 2002; Runco, 2007; Stauffer, 2013; Sternberg & Williams, 1996), I 

created my own music compositions and modelled them for the class. Reporting from my 

field notes, I offered my students subtle guiding sentiments, such as to “think differently”, in 

an effort to negate students simply emulating my in-class examples. In addition, I would 
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sometimes remind students “less is more”, suggesting the notion that their ideas did not 

necessarily need to be overly complex and thus overly difficult to play.  

There is no universal method to evaluate creative processes. The pedagogical 

innovation was ultimately rooted in Starko’s (2005) definition: “To be considered creative, a 

product or idea must be original or novel to the individual creator” (p. 6). While this 

definition offers a basis for assessment, the challenge of applying it to the assessment process 

is difficult for teachers when one contemplates his idea further “To be creative, an idea or 

product must be new. The dilemma is, new to whom?” (Starko, 2005, p. 5).   

There was a variety in the level of originality modelled by students. Being cognizant 

of both: (a) the age level of the learners involved; and (b) the inherent subjectivity of the 

term, I have chosen to define original as being novel, different from the other class 

contributions (whether produced by myself or students’ peers). Csikszentmihalyi (1996) 

would undoubtedly categorize the student output generated in this pedagogical innovation as 

creativity with a lower-case “c”. However, it would be vehemently argued that this 

designation does not make student achievement any less meaningful. Csikszentmihalyi has 

taken the stance that “[c]hildren can show tremendous talent, but they cannot be creative 

because creativity involves changing a way of doing things, or a way of thinking, and that in 

turn requires having mastered the old ways of doing and thinking” (p. 155). While it is 

possible that the musical ideas produced have already been achieved elsewhere in the 

global/historical context, it is important to note that these ideas have likely not been 

generated by these individual students prior to the pedagogical innovation. Furthermore, this 



ACTION RESEARCH STUDY OF CREATIVE MUSIC EXPERIENCES        

91 

 

position on creativity heavily focuses on the social aspects of creation while minimizing the 

individualistic nature of creativity and creative development. Understanding student 

achievement in this relatively individual-focused context, the ideas produced are highly 

original, were generated (in some cases) very independently, and could be evaluated as 

highly creative products. I agree with Kaufman and Beghetto (2009) who argue that the “Big-

C”/“little-c” dichotomy of creativity tends to be excessively polarized. The conundrum with 

the lower-case “c” creativity is that it may be interpreted to undermine everyday creative 

learning experiences. Regardless of interpretation of the creative magnitude, students were 

able to produce original rhythmic patterns, melodic material, and other musical elements.   

Original melodic material. Similarly, there was a variance of achievement in being 

able to create original melodic material (a major component of the melodic/harmonic creative 

experience). A reasonably simple, catchy, and replicable melody from Thomas and Jeffery’s 

music composition is transcribed below (see Figure 3 and Video 3). 

 

 

Figure 3. Grade 5 boys’ composition using guitar and xylophone. This melody was created 

during the melodic/harmonic creative music experience.  

This melody (performed on xylophone) was exemplary as it was rhythmically intricate, 

epitomized the general structure of a typical melody, and consonant with the accompanying 
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chordal pattern (performed on the guitar). It is evident that these students: (a) understand the 

concept of a melody; and (b) were able to interdependently create a replicable melody. In this 

particular example, it is interesting to note that the melody was performed with rhythmic 

relativity between student performers (students would take turns playing the xylophone, each 

student playing the same melody with slight rhythmic variance). Some students initially 

struggled with comprehending the concept of a melody (in contrast to something such as an 

arpeggiated harmony) while others were immediately able to formulate melodic fragments. 

Assessment for an aesthetically good melody was not the area of focus (as this is subjective); 

rather, the intent was to nurture and assess students’ abilities to: (a) identify the structure of 

melodies and; (b) craft melodies interdependently as a group. Students that did not adhere to 

the traditional structure of a melody (e.g., creating very disjunctive contours) were not 

penalized for lack of conformity but rather were also commended in their pursuit of 

originality and individualism. Many students created melodies in octaves, moving in contrary 

motion, in a disjunctive matter, and through various other approaches. In some cases, 

students seemed unaware that their melody was dissonant with the accompanying chordal 

structures created; it appeared that these instances were a consequence of children’s playful 

nature as opposed to actual intent to accentuate dissonance (affirmed from in-class, follow-up 

discussions). The majority of students were successful in being able to create original, 

replicable melodies.  

 Original rhythmic patterns. There was a wide variety of student achievement in 

regards to producing original rhythmic patterns. While many students’ compositions were 
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rhythmically simplistic, some students created musical pieces with unique, syncopated 

patterns. Below is a transcription of an excerpt from a music composition produced by a 

group of Grade 5 boys (see Figure 4 and Video 2). 

 

Figure 4. Grade 5 boys’ textural/rhythmic composition. This transcription showcases the use 

of dotted eighth note rhythms as well as repetition.   

A layering element (musical ideas entering one after another) is evident in this 

example and was similarly prominent in many students’ compositions. The majority of 

students created music in a 4/4 time signature; a potential reason many students approached 

music composition in a similar fashion may have been influenced by some of my musical 

examples, which incorporated some of these musical elements. Runco (2007) acknowledges 

this phenomenon, suggesting that many students have a tendency to emulate their teacher. 

Regardless, students in this particular group chose a common time signature and made use of 

somewhat complex rhythms (e.g., the use of dotted eighth notes). Such a rhythmic pattern 

was highly original among any of my class examples and the contributions made by these 

Grade 5 boys’ peers. The majority of student groups were successful in creating original 
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rhythmic patterns, whether simplistic or of a more intricate nature. In regards to aesthetic 

preferences, it is important to note that I did not necessarily favour complexity over 

simplicity.   

Original use of other musical elements. An important component of the 

textural/rhythmic creative experience was the emphasis on the exploration of alternative 

musical elements, particularly instrumental timbre. Most students were successful in being 

able to explore a plethora of eclectic musical sources and synthesize these discoveries into 

original music works. A few diagrammed images (excerpted from an in-class video) are 

presented below (see Figure 5, Figure 6, and Video 3).  

 
 

Figure 5. A grade 5 student playing the ukulele like a non-pitched percussion instrument. 
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Figure 6. A grade 5 student using mallets as a sound source on the bongo. 

 

 Hall (2007) describes the use of diagramming as a valuable technique for video 

analysis. It should be noted that diagramming was not necessarily used as an analysis 

strategy; rather, still images have been used here to illustrate findings from transcription and 

subsequent analysis. In this video excerpt (see Video 3), these Grade 5 girls modelled 

excellent divergent musical skills on their class instruments. Experimentation of a multitude 

of musical textures was demonstrated on the following instruments: the ukulele (strumming 

the strings both openly and muted, scratching the body with pick, drumming), the maracas 

(playing conventionally and unconventionally, upside down, striking against one another), 

the bongo (playing the drum skin with mallets, on the side of the instrument, clicking the 

mallets), and the xylophone (playing conventionally, step-like motion melodic fragments, 

glissandi techniques). Relating to the indicators I used for my assessment of originality, these 

students were able to generate original ideas independent of any in-class example (whether 

posed by me or their fellow classmates). Many students were also able to synthesize original 
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textural ideas into their compositions, such as through instrumental integration (e.g., placing 

a hand drum on top of a tambourine) or exploring single musical instruments’ innate 

qualities. Every group was able to achieve success in creating an original piece of music. 

However, only a select few were able to generate ideas independent of my own (or others’) 

examples; many compositions included emulations of pre-existing models.  

Social dynamics of music making. The social component of music making was 

integral to the pedagogical innovation; a parameter that was initially set was for students to 

construct groups of two to four members to work together in achieving the goal of producing 

original music. Supported by 15 recurrences within my field notes and video recordings, two 

subthemes related to the social nature of creative music learning surfaced: collaborative 

attitudes and group independence.  

Collaborative attitudes. A wide array of interpersonal, collaborative skills was 

demonstrated by student participants during the creative experiences. A curricular objective 

was for students to create and collaborate with their peers; the Manitoba Education and 

Training (2011) K-8 music curriculum framework clearly outlines the learning objective 

under K-8 M-C2.5 to “collaborate with others to develop and extend musical ideas” (p. 37). 

Different student groups had various levels of success in this area.  

 On April 20th, 2016 I recorded the following details of a specific working group: 

“Jeffery, Thomas … worked together very productively. The previous class they seemed 

resistant to the idea of working collaboratively. I was pleased to see them willing to work 
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together.” The next day, April 21st, 2016, I noted the collaborative nature of an entire class in 

my field notes: 

I only saw one class today (Room 12). It was toward the end of the day on somewhat 

of a Friday (as there is no school tomorrow for an in-service). The students seemed 

very engaged and worked co-operatively. I had very few complaints about disputes 

today. Several groups needed guidance. 

 There was variance in the level of collaboration with each group. Most students 

achieved curricular outcomes by working collaboratively to create original music. However, 

there were many ongoing disputes within many student groups. There was evidence that both 

positive and negative attitudes developed during the creative experiences. From my 

perspective, it appeared evident that some students were highly receptive to others’ 

contributions and ideas; conversely, it seemed that some students were not accustomed to 

such a creative working environment and did not always treat the contributions of their peers 

respectfully. Conversations recorded from the large group debriefing sessions and 

conferences with small groups (described in the next section) provide a further, more detailed 

analysis of this observation.  

 Group independence. Independence is a crucial skill in children’s creative 

development. Torrance (1962) acknowledges that both independence and sensitivity are 

defining qualities in creative individuals. Specifically, independence is a skill that may be 

inferred from the prescribed Manitoba Education and Training (2011) K-8 music curricular 

outcome: “[to] collaborate with others to develop and extend musical ideas” (p. 37). Being 
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able to work interdependently inevitably led to the achievement of all the learning objectives 

outlined. Reflections from my field notes provide a more profound insight. On Friday, May 

6th, 2016 after observing a group of Grade 5 girls, I noted:  

They have been working very independently. To date, I have had zero issues with 

social disputes. They have needed very little advice musically to produce original 

ideas. I have offered input and used in-class modelling. They seem to work very 

efficiently and quickly. 

For this same group, on May 10th, 2016, I further noted: “I have had minimal intervention 

with the group (aside from assisting with some ukulele skills).” 

In these particular excerpts I acknowledge a few potential attributes in addition to 

independence (e.g., intrinsic motivation, strong collaboration skills, musical expertise) 

Regardless, these passages also acknowledge the considerably high level of efficacy 

exemplified by this student group. Group independence was essential for success as one of 

the set parameters of the learning assignment was for students to work in small groups, 

consisting of two to four members. Not every group was as successful at working 

independent of my counsel. In a Grade 4 to 5 educational context, not all students shared the 

same level of self-efficacy. Some groups required more formative guidance; I modelled 

musical ideas and provided general advice to numerous student groups. The ability to work 

independently (or interdependently with me) appeared to be a necessary attribute in creating 

original music. 
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Relevance to music-making at home. A phenomenon observed during the creative 

experiences was the emergence of several students’ excitement about sharing musical skills 

learned from sources external to our school music program (e.g., musical knowledge learned 

at a religious institution). This theme did not come up in my analysis as often as other themes 

(8 times), but it is still relatively important. Figure 7 below showcases a student playing the 

harmonium, an instrument of Indian origin brought to school by Mannu to be used for music 

creation during the melodic/harmonic creative experience. 

 

Figure 7. A grade 5 student creating music on his harmonium. This was created as a part of 

the melodic/harmonic creative experience. 

 A variety of students were enthusiastic about sharing their talents on different musical 

instruments, including: guitar, piano, and harmonium (see Video 4 and Video 5). In regards to 
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skill acquisition, students described being self-taught, taking private music lessons, or 

learning these skills through affiliation with their religious institutions. Some students’ 

brought their personal musical instruments from home during the creative process and for the 

final music performance. This enthusiasm inadvertently led to the facilitation of Manitoba 

Education and Training’s (2011) K-8 music curricular specific learning outcome to “identify, 

share, and talk about examples of music experienced at home, at school, and in the 

community” (p. 42). This observation was particularly interesting as it reminded me of 

Dewey’s (1938) objective in that school study “must be derived from materials which at the 

outset fall within the scope of ordinary life-experience” (p. 87).  

Intrinsic motivation. Although observing and/or gauging intrinsic motivation was 

not specifically targeted in answering the first research question, field notes (and other class 

observations) suggested that intrinsic motivation may make a considerable difference with 

respect to students’ ability to achieve the prescribed curricular objectives. Intrinsic 

motivation, surfacing seven times in my analysis, is a major component of the creative 

process (Amabile, 1979; 1998; Csikszentmihalyi & Wolfe, 2000/2014). Sternberg and 

Williams (1996) also suggest that teachers need to be mindful of students’ variable levels of 

self-efficacy in various assignments. The magnitude in which the variance of intrinsic 

motivation had on achievement was certainly noted. Some student groups appeared highly 

intrinsically motivated (coming in at recess and lunch hours to practice, using class time 

efficiently and effectively, value statements recorded during the pedagogical innovation, 

etc.). Other groups lacked this innate drive. While there is an adequate level of evidence from 
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my field notes, the video excerpts and student assessments were not designed to record 

indicators of intrinsic motivation. 

Conclusion 

The pedagogical innovation had a significant impact on students’ essential learnings 

in “Creative Expression” termed in the Manitoba Education and Training (2011) K-8 music 

curriculum framework. The vast majority of students were able to achieve specific learning 

outcomes targeted. These findings were supported by the high numbers of students meeting 

the success criteria identified for student assessment. Interestingly, students also 

demonstrated growth in other (non-targeted) learning areas of the music curriculum 

framework, including: (a) Musical Language and Performance Skills; and (b) Valuing 

Musical Experiences. Furthermore, the analysis of video recordings/transcriptions and field 

notes also indicated that students’ were able to generate a plethora of original musical ideas 

on classroom instruments. Original musical ideas in the form of melodies/harmonies, 

rhythmic patterns, forms, notation systems, and musical elements were documented and 

presented. An area for future research may be an investigation of the factors that may 

influence students’ intrinsic motivation to create music. 

Research Question 2: What are children’s perspectives on engaging in the creative 

process? 

The following stage of data analysis was undertaken to answer the second research 

question: What are children’s perspectives on engaging in the creative process in music? 

Again, both qualitative and quantitative data sources were used to answer the second research 
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question. The sources of data included: large group debriefing sessions, small group 

conversations, and two attitudinal surveys. The transcripts of the large group debriefing 

sessions and small group conference discussions were thematically coded and analyzed; 

student responses from surveys were compiled and summarized. In an effort to achieve 

trustworthy findings, data sets were cross-referenced using triangulation. I first present 

findings generated from the large group debriefing sessions and small group conversations, 

and then from the two student surveys.  

Findings: Large Group Debriefing Sessions and Small Group Conversations 

 Large group de-briefing sessions and small group conference conversations were used 

as data sources for answering the second research question. The context for these discussions 

will now be thoroughly described. 

 Following students’ public performances of their music compositions (June 1, 2016 at 

our school function, entitled “Creative Café”) large, full-class discussions of the experiences 

were held. Questions were structured to focus on a broad area of focus and are available for 

review in Appendix C. The format was adopted by Manitoba Education and Training’s 

(2007) “Think-Pair-Share” learning experience; students were organized into their groups 

and given the accompanying questions; students were then invited to share their perspectives 

with the entire class while I recorded key words and ideas on the whiteboard. These 

responses were categorized and thematically coded alongside the small group conference 

discussion data set. As only key words and ideas were recorded, it was not necessary to audio 

record this data set. Furthermore, as multiple groups were discussing their experiences 
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simultaneously in a relatively small classroom, audio recording would not have been 

practical.  

Following the large group debriefing session, small-scale conversations were held 

between me and each student group. Conversations included a clarification session (where 

responses were reviewed from the debriefing session) followed by the introduction of new 

questions (see Appendix D). The small group conversations were audio recorded and later 

transcribed by me. These responses were categorized and thematically coded alongside the 

ideas that were raised in the large group debriefing sessions.  

A considerable strength of the action research methodology is apparent in the rich 

responses collected from students. As the teacher-researcher, I was in conference 

conversations with 26 groups; of this number, 24 of the groups had students that elected to 

share their responses for research purposes. A total of 4 hours 39 minutes and 6 seconds of 

conference discussions with students were recorded and transcribed; the average length of 

audio-recorded conference conversations was 10 minutes and 8 seconds, indicating that 

students were interested and keen to talk about their music composing experiences. From 

these responses, themes and subthemes emerged and categories were formed (displayed in 

Table 7). These themes specifically focus on: (a) the music-making process; and (b) the 

social dynamics involved. Various reflections were shared regarding the challenges faced, 

positive aspects of music-making, and other miscellaneous sentiments.   
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Table 7 

Summary of Themed Data Resulting from the Large Group Debriefing and Small Group 

Conversations 

Themes and Sub-Themes Frequency  

Diverse perspectives on music composition  

 Perspectives on idea generation 14  

 Musical problem solving 11  

 Uncertainty of the music composition process 4  

 Understanding through analogies 3  

Appreciation of the creative experience(s)  

 The joy of creativity 14  

 The pleasure of instrumental play 14  

Social challenges affecting music creation  

 Argument and disagreement 26  

 Group member absences  2  

Various perspectives on freedom  

 Appreciation of freedom 13  

 Reflections on off-task behaviour  5  

Collaborative and non-collaborative decision-making  

 Democratic approach 9  

 Group leaders 5  

 Autocratic tendencies  2  

Challenges remembering musical ideas 12  

Appreciation of collaborative work 9  

The impact of repetitive practice on apathy  6  

 

Diverse perspectives on music composition. During the student-teacher 

conferencing 32 comments related to students’ perspectives on the composition process were 

found, and within those several students (14) discussed their strategies for idea generation. 

These sentiments are reflective of students' experiences of the incubation (brainstorming and 
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experimentation) and illumination (emergence of ideas) phases of Wallas' (1926) creativity 

theory.   

Perspectives on idea generation. Numerous students described an experimental 

attitude towards music creation. Such comments were made both implicitly and explicitly. 

These comments related to experimentation and exploration directly reflects numerous 

specific learning outcomes included in the Manitoba Education and Training (2011) K-8 

music curriculum framework which were targeted as a part of the pedagogical innovation.  

 Joseph, a grade 5 boy, noted that it took “a long time to just get it [musical pieces] 

written because we kept trying to use new sounds”. Another grade 4 boy, John, mentioned 

that: “It was kind of like brainstorming and like sharing ideas. At one point, we all split up 

and tried something and then we went back together and sounded it”. Regarding his 

experiences with idea generation, Scott, a grade 4 boy, commented: “I think we were all 

thinking of, like, practicing but we got to explore more because people said: 'Ooh, let's try 

this! Ooh, let's try this! And all liked it. So, we kept going on exploring”. Brittany, a grade 4 

girl, nonchalantly remarked that “it's hard to find melodies on the piano”.  

 Independent of any insights reflected by formal creativity theory, students genuinely 

believed that their idea generation was a product of experimentation and play. These students 

believed that music creation was accomplished through improvisation on their instruments; 

students created via a process of empirically testing ideas for their musical worth. Evaluative 

decisions were made following the experimentation and group sharing of ideas. This process 

of purposefully analyzing and evaluating ideas appears to emulate the high-order thinking 
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functions of Bloom’s revised taxonomy (as cited in Hanna, 2007). This stage is also outlined 

by Wallas (1926) as the verification stage, where ideas are tested and revised, if necessary. 

While choices were decided in a logical manner (fulfilling the parameters outlined in the 

learning experiences), it seems that students' affective position on musical ideas also played a 

significant role in the process. Numerous students indicated a certain level of disappointment 

when musical ideas where not chosen that they particularly liked.  

A few students shared contrasting views on how ideas were collected and/or 

organized. A number of students made implicit comments that musical ideas were tangible 

entities that could be both found and subsequently be lost. It is difficult to assess whether the 

recurring comments about “find[ing]” ideas was something coincidental (perhaps a derivative 

of everyday vernacular) or an expression with purposeful intention. Given the common 

patterns noted about these phrases by a few student participants, the latter has been assumed. 

An area for future research investigation would be to investigate whether students believe 

ideas to be created in either: (a) ex nihilo (created out of nothing); or (b) ex materia (created 

out of some pre-existent idea).   

Musical problem solving. An issue that surfaced 11 times within groups was their 

lament, at times, of being unable to incorporate every group members’ contributions and the 

need to resolve such issues. Jenny remarked: 

I feel like sometimes we would all just get our own little melodies and then see that 

everyone else’s wouldn’t go with it … we would decide on one person’s thing but 

then everyone would be like: ‘Oh, well I kind of don’t like that. Maybe can we like 
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try something else?’ You know? So then, we would just have to come up with 

something new altogether. 

 In an effort to accommodate other group members’ musical ideas, various students 

expressed that they had to sacrifice their own (and even preferred) ideas that emerged during 

the communal experience. There was evidently a realization by some students that their 

individually produced ideas may be incongruent with other musical ideas, at least in terms of 

producing an aesthetically pleasing sound. It was suggested that many students had some 

level of affective appreciation of their own musical fragments and lamented having to 

abandon them. One group strategically created a “jungle theme”; by doing so, ideas had to 

conform to this theme and thus made it easier to assess whether or not ideas may be 

congruent. Understandably, the notion of having to solve musical problems to make ideas 

compatible prolonged the music creation process. As Jenny emphasized, it required some 

groups to begin the cycle repeatedly.   

Uncertainty of the music composition process. Some students (4) were somewhat 

dubious when asked to reflect on their approach to creating music. Joseph mentioned: “[we] 

just mixed [our ideas] into one, basically”. Another student, Jaden, quite honestly stated that 

he “did not know what to do”. 

   While superficially it may seem that students lacked guidance, I made a 

conscientious effort to scaffold the process, be a mentor, and repeatedly model ideas, as 

advocated by various scholars (Morin, 2002; Runco, 2007; Stauffer, 2013; Sternberg & 

Williams, 1996). As the teacher-researcher conducting these conference discussions, it is 
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important to note that while apathy towards music composition was not necessarily expressed 

during discussions, it was inferred from the body language and lack of response from a few 

students. This conclusion is strengthened by cross-referencing field notes with the 

implementation of the pedagogical innovation. A possible conclusion would be that some 

groups had a lower level of intrinsic motivation to create, which is a significant component of 

creative output (Amabile, 1998). Regardless of this interpretation, a few students both 

implicitly and/or explicitly stated that they really did not know how they had created music. 

Perhaps creating music was understood by them at a tacit level, but it was one they had 

difficulty putting into words. 

Understanding through analogies. A smaller number of students likened the music 

composition process to various kinds of analogies. An example of both a constructivist 

perspective and understanding through non-musical analogies is evident in Jenny’s comment: 

I feel like it was building a whole bridge. So, you built and built and built, some parts 

of it and then like later we went back, so I feel like we kind of made the main part and 

then later go back and say, ‘Okay, we’re not really together on this. Can we put a little 

something in to make it easier?’ 

Akin to Jenny’s comment that music creation was like “building a whole bridge”, other 

students shared alternative analogies. Kevin simply suggested that “it’s like taking, just a 

scribbly drawing, just turning it into a great drawing”. Meanwhile Scott stated that his group 

“thought of it as nice and smooth” (referring to his group’s finished music product) and that 

he had fear their song would be “messy”. 
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 The indication from this small cluster of student responses was, at times, their best 

interpretation of music creation could be achieved through non-musical analogies. Viewing 

the process in a less abstract, more relatable fashion appeared to help some students express 

their ideas. Ideas of building, refining, and making something presentable are apparent 

through these comments featuring analogies. The emergence of these analogies was 

interesting as I, however, never used analogies to explain the process during the actual 

pedagogical innovation.  

Appreciation of the creative experience(s). Independent of the musical elements of 

these creative experiences, students demonstrated a genuine appreciation for the opportunity 

to be creative which represents overall the second most dominant thematic category 

emerging from the qualitative data by a frequency count of 28. The objective was not solely 

to just create music; a meta-objective was the intrigue of being able to think differently from 

others. Not only did students express joy for the creative process (14), but equally so, they 

appreciated the opportunity to explore musical instruments. 

The joy of creativity. There was an expression of enjoyment for being encouraged to 

think differently. Brody, a grade 5 boy, mused: “Well, it was fun and there was a lot of 

creativity. We actually really used our minds”. Philip, a grade 4 boy, mentioned: “I like that 

we were trying to do what other people didn’t do. And it was kind of a challenge, ‘cause … 

it’s kind of fun to try new things”. Reflecting on her experience of creating the 

rhythmic/textural music composition, Jenny said:  
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I feel like it was really fun because you could just be like, “Well, you know this is 

maracas but I'm not gonna play it like that because my life is all nice and crazy, 

right?” You can play it however you want. It's not like a normal music class where 

it's: “Play the recorder like this!” 

These perspectives on being novel correlate with scholars’ acknowledgment of the 

originality component of creativity (Barrett, 2003; Guilford, 1968; Simonton, 1999). Bloom’s 

Revised Taxonomy (as cited in Hanna, 2007) places “create” at the apex of higher-order 

thinking functioning. In addition to the cognitive benefits of this pedagogical approach, 

students seemed relatively euphoric participating in such experiences. In his interviews with 

Cramond (2001) and Shaughennesy (1998), Torrance suggested that highly creative 

individuals were particularly comfortable with being different and representing as a minority. 

While it is difficult to fully measure the creative potential in every student, it is evident that 

the pedagogical innovation prompted creative thought; students appeared appreciative of this 

invitation to think differently.       

 The pleasure of instrumental play. Another explicit statement of enjoyment by 

students was their fondness for being able to play and explore musical instruments in class. 

Thomas accentuated his passion for a particular musical instrument: “I just really love 

playing the guitar, so I, [sic] that was my chance to really show people what I could really 

play on the guitar”. John also commented: “I like playing the spoons; it’s not an instrument 

you get to play every day”. Some students brought instruments from home; Angelo 

commented: “I liked it how Mannu brought his harmonium”. 
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 Students expressed an innate fondness for playing various musical instruments and 

were elated to be able to share talents learned at home. Such perspectives seem to affirm 

Dewey’s (1938) position on education when he stated all education: “must be derived from 

materials which at the outset fall within the scope of ordinary life-experience” (p. 87). 

Furthermore, in the event that another Creative Café was to be hosted at the school, students 

expressed interest in having the opportunity to explore more instruments that were not 

included as a part of these creative experiences (e.g., recorder).    

Social challenges impacting music creation. While students experienced much joy 

in creative work, just as often (28) they expressed ideas about the challenges they faced 

during in my conversations with them. In contrast to the previous thematic finding, a large 

number of students felt they faced substantial challenges when interacting with their peers. A 

recurring conundrum in select groups was their admission that they did not feel particularly 

productive, attributing the cause to argument and disagreement and/or group member 

absences.  

Argument and disagreement. The most prominent issue and subtheme resulting from 

the analysis overall that was discussed among student groups was the challenge of ongoing 

verbal disputes (26).  Such disagreements ranged from musical ideas to friendship quarrels. 

When asked what sorts of topics groups argued about, Katie, a grade 4 girl, said: “musical 

things” whereas Shelly, a grade 4 girl, stated their group argued over “[o]ther stuff. Friend 

stuff, mostly”. Regarding musical decisions, Danielle, a grade 4 girl simply stated: “[S]ome 

of us wanted one thing and some of us wanted a different thing.” 
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 Invariably, almost any collaborative group will at some point be challenged with 

disagreements over possible solutions to an emerging problem. Select responses indicate that 

a few students were concerned over changing friendship dynamics caused from 

disagreements; a few others expressed disappointment when their musical contributions were 

not accepted by their peers. Fortunately, students were able to resolve their differences, either 

during or after the creative experiences. It is of utmost importance to identify potential 

inhibitors to students' creative development; various scholars recognize the importance of 

establishing a safe learning environment (Cooper, 2005; Elliot, 1995; Hennessy, 2009; 

Hennessy & Amabile, 2010; Morin, 2002; Wiggins & Medvinsky, 2013). 

Group member absences. The notion of difficulty or inability to write music while 

group members were absent was also expressed and coded twice as a theme during my 

analysis. Brody reflected: “Well, mostly the challenges we faced were people being away, not 

getting stuff done”. When key group members were away, students talked about being 

uncertain creating the music independently. This problem is not particularly surprising given 

that this composition assignment was an interdependent endeavour. Students did not 

elaborate on why it was such a challenge to compose individually. As their teacher observing 

the process, possible explanations are: (a) students were concerned that group members 

would like their ideas; (b) students played instruments with specific roles in the ensemble 

(e.g., ukulele for harmonic structure and xylophone for melodic structure) and it was difficult 

to hear if their idea would sound good in the absence of other members' musical lines; and 

(c) some students may lack the intrinsic motivation (personal ambition) and/or extrinsic 
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motivation (group members pressuring them to participate) to compose music alone. 

Extrinsic motivation is certainly not an element to be encouraged as various scholars warn of 

its potential to hamper creativity (Amabile, 1979, 1998; Csikszentmihalyi & Wolfe 

2000/2014; Kelly, 2012). 

 Various perspectives on freedom. The notion of freedom was discussed in part 

during the conference conversations with several student groups – 18 times overall. Two 

subthemes related to this larger theme emerged. The appreciation of freedom and leniency 

was well-supported as it recurred 13 times and to a lesser extent students discussed their 

reflections on off-task behaviour (5).  

   Appreciation of freedom. Overall, students seemed to really enjoy having the 

freedom to work together and play with musical instruments in a relatively open forum. 

Mannu, a grade 5 boy, reflected: “We had free choice of a lot of different things”. His peer, 

Kevin, another grade five boy, said: “We don’t have to be forced to do certain things … you 

know, in a certain way”. 

Students appeared joyful when discussing the flexibility of the assignment. The 

prompt to work interdependently with friends to compose original music offered a significant 

amount of freedom for students. It is difficult to unequivocally assess what component of 

freedom students specifically enjoyed, but there is evidence to suggest that students enjoyed: 

(a) the break from other more rigid learning experiences; (b) opportunities to socialize with 

friends while learning; and/or (c) the invitation to explore instruments and sounds. 
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 Reflections on off-task behaviour. Entrusting students with a considerable amount of 

freedom also requires them to be responsible. It was not surprising that some of the grade 4 

and 5 participants shared comments about their off-task behaviour while composing music in 

class. Sandra, a grade 5 girl, shared: “ … and then sometimes, I would put it [the keyboard] 

put it on to one of the things [digital effects] but then sometimes we would mess up so much 

that we just did it on purpose”. Another perspective was shared by Brittany, a grade 4 girl: “... 

we were in the gym practicing; they keep on going to the water fountain and come back 

laughing. Like, what is so funny? And then we tell them to calm down to start practicing but 

they won't.” 

As their teacher, I am conflicted over the challenge of off-task behaviour. During one 

recess period, evidence suggests that some students were not on task. On the other hand, 

these actions may be understood as being natural during their break time and that students 

behaved accordingly to their innate playful nature. Torrance (1995) affirms the latter when he 

discussed procrastination as a regular occurrence in many creative individuals. Torrance 

(1962) also acknowledges independence as a defining characteristic of creative individuals; 

ergo, it was necessary to have students work independent of my instruction.  

Furthermore, there appeared to be two different types of off-task behaviour: (a) off-

task musical behaviour; and (b) off-task non-music behaviour. During off-task musical 

behaviour, students discussed playing with instruments, making funny noises, purposely 

making mistakes, playing other musical repertoire (not related to the task at-hand), and so 

forth. For off-task non-music behaviour, students took breaks and had off-topic discussions. 
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Furthermore, there is evidence to suggest that some students wanted/needed a break whereas 

other group members wanted to continue working. Regardless, off-task behaviour does little 

to advance the creative task at hand. Music teachers need strategies to keep students on task 

in situations where they have a lot of freedom. 

Collaborative and non-collaborative decision-making. It only stands to reason in a 

group composing assignment that students would have to be able to make decisions. Insights 

into just how students made those decisions are revealed in this discussion of the fifth 

thematic category resulting from an analysis of 16 sections of commentary. While composing 

music, students shared the belief that within their groups, hierarchical social structures 

emerged. Nine groups indicated that decision-making was achieved through some sort of 

democratic measure (such as voting on popular ideas); others (5) indicated the emergence of 

a collaborative leader (one student that worked as a guide); lastly, two groups discussed the 

challenges of power struggles among group members that could not agree on ideas.  

Democratic approach. Democratic voting was a popular method of collaborative 

decision-making expressed by several group members. When discussing his role in the 

collaborative process, a grade 4 boy named Lincoln, humorously remarked: “It's called 

democracy people!” Philip, another grade 4 boy, commented that: “all three of us liked it, so 

we had to go with it because it was more people that liked it”. 

The use of a democratic approach for making decisions during the creative process 

was shared during the conference discussions. More specifically, the act of voting for ideas 
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was the common strategy for achieving successful decision-making. The sentiment of 

“majority rules” appeared to be applied by students when composing music.  

 Group leaders. In regard to group autonomy, other students made reference to one 

group member being an authority and leader on musical composition. Thomas, a grade 5 boy, 

shared his perspective as a group leader: 

I kind of came up with, not all of it but the majority of it … I was making suggestions 

and they started trying it and we kind of adjusted. And I would just be changing it. I 

wasn’t actually telling them what to do. But I was like, “Hey try this, try this, try this” 

and we – I tried, like, we tried multiple things. We tried to see what the best kind of 

sound was and we chose that one and went with it.  

Elements of both a collaborative but authoritative nature are exemplified in this narrative. 

The tendency of students to be a helpful guide is evident. Statements of prompting, such as 

“Hey, try this, try this” and “I was making suggestions” would affirm the former. However, 

this particular student also felt he contributed the majority of the content in the musical 

pieces and appeared to be a musical authority in the group. Thomas likely emerged as a 

leader because of his high proficiency skills as a guitarist/singer.  

 Autocratic tendencies. There were some instances of individuals making decisions 

without the consent of the group. Reign, a grade 4 girl, simply shared that: “I’m not 

comfortable to have a leader”. Some comments revealed that a single student made the 

decisions about the ideas to be used for the group’s music compositions. Sometimes students 

experienced challenges when a peer held a different viewpoint, even in the presence of other 
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group members who were aiming to approach decision-making in a more democratic way. In 

one example, students shared their experience with a particular student who voluntarily left 

the group when he did not get his way about an idea. This group affirmed that the creative 

process became significantly easier after the student left, and vice versa. The student that left 

joined a new group and appeared to have a more positive experience. From these scenarios, it 

is clear that creative work in music was not achieved in a socially uniform way. The 

assignment required students to collaborate and make decisions together, but the requirement 

was not always achieved which indicates a range of social skills were in play among the 

students.  

Challenges in remembering ideas. A recurring issue described by students 12 times 

in my conversations with them was their difficulty in remembering their musical ideas 

created from previous classwork. Students that shared this struggle noted that ideas were 

either remembered with slight variance to the original or forgotten entirely. Laura, a grade 4 

girl, simply stated: “We lost like four of our pieces because we forgot”. 

 When structuring the pedagogical innovation, it was a difficult decision whether or 

not to require students to use notation systems (whether traditional or invented) to record 

their ideas. Ultimately, it was decided to not mandate the use of notation systems 

(understanding that most Canadian music classrooms are Western-oriented and I wanted to 

respect other cultural practices of aural tradition) (Drummond, 2010; Hess, 2014). However, 

the use of notation systems was invited for students that preferred to use such a method. As 

music classes are structured in increments of 30 minutes, three times in a six-day cycle, 
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students could go a few days without a music class (not including the weekends and absences 

as a factor). Remembering their creative ideas was understandably a problem for many 

students. Kratus (1991) remarked that “[i]f a composition cannot be repeated by its 

composer, then it cannot be defined a product” (p. 114).  Replicability is understandably an 

important characteristic of a music composition. A large number of students expressed 

difficulty in being able to perfectly recite their musical ideas from previous music sessions. 

Some students' ideas evolved over time, which required other students in the group to adjust 

their contributions to ensure the music was cohesive as an ensemble.      

Appreciation of collaborative work. A number of students indicated that composing 

music in groups was an overall enjoyable experience, a theme that surfaced nine times during 

analysis. They also expressed both a deeper understanding and appreciation of the talents of 

their peers. Jeffery, a grade 5 boy, commented: “I found it fun just hanging out with my 

friends during practice and performance and getting to spend more time with them, and 

knowing more about  … how much they knew [and] how to play instruments and 

everything.” Students genuinely seemed impressed by the talents and breadth of knowledge 

their peers demonstrated during the creative experiences. Many students indicated that they 

enjoyed hearing their peers’ musical instruments from home (e.g., guitar, piano, and 

harmonium), appreciated collaborating with friends, and were happy to perform for friends 

and/or family. Furthermore, survey results for item 1 showed that almost all (90.7%) of 

students indicated either: (a) “YES!”; or (b) “yes” in their preference to composing music 

collaboratively as opposed to composing alone (see Table 12).     
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 The impact of repetitive practice on apathy. Understandably, one of the major 

components of music creation (and subsequent performance) is the requirement of diligent 

practice. Many students were successful in their preparation for sharing their ideas publicly. 

However, some students acknowledged that after an extended period of time, their interest in 

the task declined. Jenny’s remark illustrates this theme that came up six times in 

conversations with students: “I don't know if that's just me because I played it so many times 

that it just doesn't sound new anymore?” 

Smaller numbers of students discussed feelings of apathy toward practicing their 

music compositions, particularly those who had finished earlier than other groups. As the 

creative products were going to be shared publicly, students were encouraged to rehearse and 

refine their music compositions. Cross-referencing the field notes from implementation 

reveal my own strategies of prompting finished groups to help assist other groups in finishing 

their music compositions. Regardless, the sentiment of boredom among finished groups was 

noteworthy. 

Findings: Student Perspectives Surveys 

Immediately following the public performance of students’ music compositions, I 

administered two grade-appropriate, Likert-type attitudinal surveys (see Appendix B). These 

questions focused on both: (a) the actual music-making process; and (b) the social aspects of 

collaborative group work in music. The results are reported through basic descriptive 

statistics, sharing frequencies and percentages of responses, as well as mean scores. 
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 Student participants (N = 43) responded to two in-class surveys (see Appendix B) to 

gather their perspectives on: (a) the music composition process (Table 8, Table 9, Table 10, 

and Table 11); and (b) composing music with peers (Table 12). For each survey item, 

frequencies and percentages are given. Response options included: YES! (strongly agree); 

yes. (agree); no. (disagree); and NO! (strongly disagree). In the event that a student selected 

more than one response, the more positive indicator was chosen. If a student did not respond 

to an item the score was not included in the mean score calculation. Students’ responses 

around choice of musical instruments is presented in Table 9 calculating mean scores, items 

3, 4, 5, 6, and 8 were assigned the following numerical values: YES! – 4; yes – 3; no – 2; 

NO! – 1. These mean scores appear in Table 11. Students’ responses for item 7 are presented 

in Table 10. Frequencies (f) and percentages (%) of responses are also indicated in these 

tables. Two students did not respond to item 7 while one student did not respond to item 8; 

these scores were omitted from mean score calculations. Following each summary table, a 

more in-depth analysis is provided for each question. 

Table 8 

Students Composing Music Outside of Classes 

Survey Item Yes No 

f % f % 

1. Before starting this project, I have 

composed music outside of class. 

20 46.5% 23 53.5% 
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Data displayed in Table 8 shows that slightly more than half (53.5%) of my student 

participants indicated that they had not composed outside of class while the remaining 

(46.5%) reported that they had. These results for item 1 may seem to indicate that students 

engage in music play on their own at home, in community settings, or perhaps even with 

their peers in activities led by other classroom teachers at school. For the slight majority of 

students participating in this study, the school music program may offer the only chance to 

experience music composition.  

Table 9 

Instruments Used by Students for Performance  

Survey Item Ukulele Pitched-

percussion 

Non-pitched 

percussion 

f % f % f % 

2. For the class project, I composed and 

performed on the: 

19 32.2 22 37.3 18 30.5 

 

 

The intent of survey item 2 was to investigate the preference of students for different 

instrument types (e.g., ukulele, pitched percussion, and/or non-pitched percussion) when 

engaged in music composition. Results showed that students played different instruments for 

the two creative experiences which was expected as one compositional task required the use 

of pitched instruments while the other did not. The two tasks also resulted in students 

experimenting with a variety of instruments during their work. Some students circled more 
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than one of the available four survey options. In the “Other” section, students were prompted 

to identify which instrument they had used when creating their music. 

An “Other” category was included in the survey allowing students to record 

alternative musical instruments chosen for the creative process. The intent was to investigate 

whether or not students demonstrated a variance in appreciation for composing music on a 

pitched percussion, chordal, or non-pitched percussion instrument. In total, 22 students chose 

to compose on a pitched percussion instrument (xylophone or digital keyboard), 19 students 

elected to compose on a chordal instrument (ukulele or guitar), and 18 students composed on 

a non-pitched percussion instrument. In total, 59 responses were collected (as many student 

participants composed on more than one instrument type). 

Of the 18 students that indicated they had composed on a non-pitched percussion 

instrument, 9 of these students indicated that they had exclusively composed on that 

instrument type (the other 9 had also explored/composed on either a chordal or a pitched-

percussion instrument). It was of interest to investigate whether or not students playing non-

pitched percussion instruments enjoyed composing music. It was of concern that students 

playing non-pitched percussion instruments may have felt they had a compromised role 

during the collaborative task. However, the results suggest that this certainly was not the 

case. Of the nine (9) students’ responses for item 3, “I enjoyed composing and performing on 

my instrument”, six (6) selected the indicator “YES!” (66.7%); two (2) indicated “yes” 

(22.2%); and one (1) indicated “NO!” (11.1%). Overall, eight (8) out of nine (9) students 

(88.9%) indicated that they enjoyed composing on a non-pitched percussion instrument. 
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Given that only one student did not enjoy their instrument, the type of instrument does not 

seem to correlate with appreciation of the creative process.   

Table 10 

Students’ Preference for Compositional Task  

Survey Item Rhythmic/Textural Melodic/Harmonic 

f % f % 

7. I preferred working on ... 16 40.0% 24 60.0% 

 

The survey results suggest that the melodic/harmonic composition (24 or 60.0%) was 

preferred over the textural/rhythmic composition (16 or 40.0%). Two students did not select a 

response while one student selected both (these responses were not included in the 

calculation). During the conference discussions, a recurring notion was that the 

melodic/harmonic composition “sounded better”, perhaps indicating a preference for the 

opportunity to work with more musical elements at once. 

Table 11 

Students’ Perspectives on the Music Composition Process 

Survey Item YES! yes. no. NO! Mean 

Score f % f % f % f % 

3. I enjoyed composing and 

performing on my 

instrument. 

22 51.1 17 39.5 2 4.7 2 4.7 3.37 

4. I enjoyed composing 

music in class. 

 
(table continues) 

27 62.8 12 27.9 2 4.7 2 4.7 3.49 
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5. I was confident 

performing my  

composition(s). 

22 51.1 16 37.2 3 7.0 2 4.7 3.40 

6. I was happy with how 

our composition(s) turned 

out. 

23 53.5 16 37.2 3 7.0 1 2.3 3.42 

8. I would like to compose 

music in the future. 

20 46.5 15 34.9 4 9.3 4 9.3 3.26 

 

Regarding music composition as an enjoyable experience, almost all students (90.7%) 

responded either “YES!” (27 or 62.8%) or “yes” (12 or 27.9%) to item 4. Overall, the mean 

score for item 4 (3.49) was higher than any other item on this survey and lends further 

support for the inclusion of creative experiences in the music program. Enjoyment of 

particular types of music experiences impacts levels of student engagement in positive ways 

which is necessary for learning. It also seems that music learning within a composing context 

extends beyond the creative learning outcomes to include other essential learning areas as 

well. This result aligns with the findings of other researchers that suggest music composition 

is an experience enjoyed by students (Giddings, 2013; Kaschub, 2009). 

Intentionality is an important component of the music composition process (Kratus, 

1991). Would students believe they achieved what they had musically intended? The large 

majority (39 or 90.7%) indicated they were pleased with their outcome, selecting “YES!” (23 

or 53.5%) or “yes” (16 or 37.2%) for item 6. The mean score was again high at 3.42.  These 

results suggest that students were indeed content with the final product created. 
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Survey results for item 5 suggested that the majority of students (38 or 88.3%) were 

confident performing their compositions. Confidence was explained to students as “knowing 

their piece”, that students knew they were able to remember and perform it. More than half of 

students responded “YES” (22 or 51.1%) and a large portion indicated “yes” (16 or 37.2%) to 

the statement. The mean score was 3.40, indicating that students’ efficacy level for 

performing their compositions was strong. It is also important to note that students did not 

express feelings of anxiety or nervousness during the small group conference conversations. 

This is an interesting finding as it affirms that students, even at a relatively young age, have 

the capability to create and perform original music with confidence.  

 Students seemed very satisfied with the instrument they played. A vast majority 

(90.7%) of students responded “YES!” (22, or 51.1%) or “yes” (17 or 39.5%) to item 3. 

These results provide evidence to suggest that instrument selection was successful and that 

most students were pleased with their instrument choice. During the conference discussion, 

Thomas (a Grade 5 boy) reinforces this finding: “I just really love playing the guitar”.   

 Responses confirm that the majority of students (35 or 81.4%) would like to compose 

music again in the future, by either selecting “YES” (20 or 46.5%) or “yes” (15 or 34.9%) for 

item 8. A small portion of student participants (8 or 18.6%) indicated either “NO!” (4 or 

9.3%) or “no” (4 or 9.3%) to survey item 8. Two students selected both “yes” and “no”; this 

response was entered as “yes” for calculation purposes. The mean score was still quite high, 

calculated to be 3.26. I am somewhat concerned about the number of students not wishing to 

compose in the future given that creative expression in music is a core learning area in the 
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curriculum. An interesting response on the survey by Jenny, a grade 5 girl and very high 

achiever in these creative experiences, circled both “yes” and “no” and wrote “[i]t was a lot 

of work”. Preparing music compositions for both learning and public performance, in a 

relatively confined timeframe, may have been viewed as a fairly arduous task for grade 4 and 

5 students. I will continue to monitor my practice in this area in the future. Cross-referencing 

the findings from the social component of music-making revealed that 10 students (23.2%) 

believed that group members did not collaborate well nor treat one another with respect (see 

Table 12, item 4). This sentiment or other negative experiences with the group composition 

process might explain this finding or influence students’ lack of desire to compose again in 

the future.  

Table 12 

Students’ Survey Responses for Collaborative Work with Peers  

Survey Item YES! yes. no. NO! Mean 

Score f % f % f % f % 

1. I enjoyed composing in a 

small group. 

24 55.8 15 34.9 2 4.7 2 4.7 3.42 

2. I would prefer to 

compose alone. 

1 2.3 7 16.2 10 22.3 25 58.1 1.63 

3. My group was 

productive. 

17 39.5 19 44.2 4 9.3 3 7.0 3.16 

4. My group members 

treated each other with 

respect and collaborated 

well. 

 
 

(table continues) 

11 25.6 22 51.1 5 11.6 5 11.6 2.91 
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5. My group allowed me to 

express my ideas and 

contribute to the  

composition. 

16 27.2 20 46.5 4 9.3 3 7.0 3.14 

6. I allowed others to share 

their ideas when creating. 

30 69.8 13 30.2 0 0.0 0 0.0 3.70 

7. I was confident 

performing our composition 

for my peers.* 

 

* Note: one student did not 

respond and was therefore 

excluded from mean score 

calculation. 

20 47.6 18 42.9 3 7.4 1 2.4 3.36 

 

Quite resoundingly, students preferred the notion of making music collaboratively as 

opposed to working individually. Thirty-nine students (90.3%) indicated either “YES!” (24 or 

5.8%) or “yes” (15 or 34.9%) to item 1 of the survey. The mean score was calculated at 3.42, 

which is high. 

 Somewhat confirming the previous statement, the majority of students preferred 

composing with others. In total, the mean score for item 2 (M = 1.63) was the lowest 

calculated on either of the two surveys. This finding was consistent with students’ responses 

for item 1 (where they had indicated their enjoyment of creating music collaboratively). It 

must be kept in mind, however, that students were required to compose collectively (in 

groups of two to four); students did not have the opportunity to compose individually. In this 

study, creating music together was predominantly a positive social experience as indicated 

through survey and conference discussions.  
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 It was gratifying to find that the majority of students believed that their group was 

productive during the creative experiences, as indicated in item 3. As some students were 

uncertain what the word “productive” meant. I explained that it meant “getting lots done”. 

The mean score was moderately high (M = 3.16). Despite some indications that some 

students felt they were off-task, expressed during conference conversations), survey data 

suggests otherwise. This finding links to Torrance's (1995) idea of procrastination being a 

normal, perhaps positive attribute, during the creative process.   

Although the survey data indicates that most students felt their groups were respectful 

to one another, the mean score is slightly lower for this item than for others (M = 2.91). This 

finding aligns with findings generated from the small group conference discussions, during 

which some students expressed a number of social challenges they encountered when 

engaged in the collaborative creative work.  

 A positive result occurred for item 5 indicating that the majority of students believed 

that they were permitted to express their ideas (M = 3.16). As the inherent purpose of this 

pedagogical innovation was to facilitate creative growth in students' musical learning, this is 

an important result. It appears most students were able to express their ideas; however, there 

was some indication from a smaller number of students (7 or 16.3%) who reported that their 

ideas were not welcomed. Comparing this finding with those of the conference discussions, it 

may be reasonably concluded that social disagreements prevented individuals from 

successfully sharing their ideas, whether pertaining to differences of opinions over musical 

ideas and/or children feuding over unrelated social matters. 
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 The result for item 6 was more robust than for other items. All students (43 or 100%) 

indicated either “YES!” (30 or 69.8%) or “yes” (13 or 30.2%) for this statement. This was the 

highest mean score recorded (3.70) on either of the two surveys. Students genuinely believed 

they accommodated their peers’ ideas when creating music. However, it is possible that some 

students were more compelled to answer positively to please me, perhaps fearing penalty for 

an admitting of not being receptive to others. To combat this potential influence, while 

administering this survey item, I did provide a brief preamble for each class. I encouraged 

students to answer truthfully and tried to assure them there would be no penalty. I explained 

that I was simply asking this question because I wanted to learn more about their thoughts on 

creating music.  

 As indicated for item 7, students evidently felt confident playing in front of their 

peers, as well as for the community (M = 3.36). A possible explanation for this result is that a 

safe learning environment (permissive to risk-taking) was established. This finding affirms 

that Grade 4 and 5 students (which are children of a relatively young age) are not only 

capable of composing music, but they also possess the confidence to share such work 

publicly.  

Conclusion 

 As a whole, the pedagogical innovation was implemented successfully and significant 

musical learning occurred. Evidence suggests that many students achieved valuable music 

curricular outcomes, as students composed interesting and creative works. Furthermore, 

students expressed positive perspectives on creating music collaboratively, high levels of 
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enjoyment, and identified challenging social aspects of collaborative group work during the 

creative process. Positive student responses to music creation experiences were found, such 

as: enjoyment of the flexibility of programming, positive social dynamics cultivated within 

groups, and overall enjoyment of the experiences. Some challenges were discussed among 

small numbers which can be identified as: group incompatibility, social disputes, and lack of 

productivity. The next chapter presents conclusions and implications for future practice and 

further research.    
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Chapter 5: Conclusions and Implications for Practice  

 The purpose of this action research study was to systematically analyze my 

educational practice in the area of music composition. Various scholars draw attention to the 

strengths an action research methodology may have on practitioner efficacy (McMillan, 

2012; McNiff & Whitehead, 2012; Stringer, 2008). It was of interest to learn more about the 

impact a pedagogical innovation, focusing on creative music experiences, may have on 

students’ musical learning. It was unknown what my students’ perspectives were regarding 

their engagement in such creative, collaborative group work assignments. Consequently, two 

research questions were posed by the investigator: 

 What impact will the creative music experiences have on students’ learning in 

creative expression in music? 

 What are children’s perspectives on engaging in the creative process in music? 

Student participants collaboratively created music in small groups as a part of a structured 

pedagogical innovation. Both qualitative (field notes, video recordings, large group 

debriefing sessions, small group conversations) and quantitative (student surveys, student 

assessment checklists) data were collected to answer the two research questions. 

Key Findings 

There is no universal definition of creativity. It was ultimately decided to use Starko’s 

(2005) interpretation: “To be considered creative, a product or idea must be original or novel 

to the individual creator” (p. 6). An individualistic interpretation of creative processes was 

favoured over alternative definitions emphasizing the social impact of creative 
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products/ideas. I ultimately analyzed the data sources cognizant of this definition, providing 

heightened insight into students’ creative development in music. Detailed findings that 

emerged from analyses of the data sets were presented in Chapter 4, outlining many of the 

positive outcomes that emerged, as well as a few challenges noted and/or expressed by 

students. Triangulation was applied to the data sets to ensure trustworthy results. This process 

provided interesting insights into answering the two core research questions and allowed for 

the following conclusions to be drawn. 

 All students demonstrated experimentation, improvisation, risk-taking, and 

collaboration in the music composition process; the majority of students successfully 

achieved the seven targeted specific learning outcomes. 

 Music composition led to student achievement in other music curricular outcomes not 

specifically targeted in the study, including understandings of musical form, notation 

systems, and melodic design; they also grew in valuing their music experiences. 

 Students were able to generate original musical material on classroom instruments, as 

well as on instruments brought to school from home. 

 Students shared diverse perspectives on their engagement in the music composition 

process, discussing various strategies for idea generation, approaches to problem-

solving, and the challenges they faced in using their methods. 

 The majority of students indicated that composing music with instruments was an 

enjoyable experience and expressed interest in creating music again in the future. 
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 Social interactions in the form of arguments or disagreements, as well as school 

absences among group members had a negative impact on the music composition 

process. 

Many of these key findings affirm research presented by other scholars. A common 

discussion among educators is the persistent belief that music composition is reserved for the 

academically elite (Humphreys, 2006). The prospect that children could successfully come 

together, create, and perform original musical work has historically been contested. Kaschub 

(2009) challenged this notion, arguing that students are indeed capable of creating 

individually and/or in small groups. Scholars acknowledge that music composition is a very 

enjoyable experience for students (Giddings, 2013; Kaschub, 2009), and that music 

composition assignments may enhance the social dynamics of the classroom (Burnard, 

2000). Jeffrey’s response, a Grade 5 boy student participant, provided valuable insight:  

I found it fun just hanging out with my friends during practice and performance and 

getting to spend more time with them, and knowing more about  … how much they 

knew [and] how to play instruments and everything. 

The creative music experiences appeared to enhance students’ understanding in other 

non-targeted music curricular learning areas; similar findings have been reported by various 

other scholars (Barrett, 2006; Giddings, 2013; Guderian, 2012; Kaschub & Smith, 2009). It is 

interesting to note, however, that Wiggins’ (1994) found that many students had a tendency to 

transition between three stages during the creative music process (focusing on the whole 

piece, to individual parts, back to the whole); this was not affirmed by the results of this 
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study. Students in this study described various perspectives on idea generation and the music 

composition process but not necessarily in this three-stage process.  

Recommendations and Implications for Future Practice  

 My practice has undoubtedly been impacted through my involvement in this action 

research study. This is perhaps not to be unexpected, as Strand (2009) reported of other 

educators involved in self-study focusing on music composition similarly reported of 

professional growth. An in-depth review of the literature has introduced me to a plethora of 

ideas regarding creativity and music education practice. Taking action by introducing a new 

pedagogical innovation into the classroom has generated interesting findings; I have an 

improved understanding of how creative experiences may impact students’ musical learning; 

also, my engagement with students during the large group debriefing sessions and small 

group conversations have provided me with a better understanding of the joys and challenges 

students encounter during such a process. 

Perhaps one of the most pertinent implications for my future educational practice in 

the area of music composition would be on the importance of establishing a safe learning 

environment; such an educational context is essential in promoting students’ creative 

development (Cooper, 2005; Elliot, 1995; Hennessy, 2009; Hennessy & Amabile, 2010; 

Morin, 2002; Wiggins & Medvinsky, 2013). Many students expressed challenges in 

disagreeing with their peers, debating both musical and non-musical topics. Furthermore, 

survey results (see Table 12, item 4) indicated that 10 (23.3%) student participants did not 

feel their peers treated one another respectfully. Perhaps delivering a brief preamble to 
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students (on the importance of treating one another respectfully) and posing strategies for 

conflict resolution may be proactive solutions. It may not be possible to entirely mitigate 

these challenges when introducing creative experiences with children. However, introducing 

the idea of a group code of conduct may be beneficial. Having explicit conversations on 

strategies to provide constructive feedback would likely help resolve potential disagreements.  

 A significant finding from the study was that students’ engagement in music 

composition led to the success in other, non-targeted curricular outcomes. Students 

demonstrated growth in music appreciation, an understanding of form, and awareness for the 

importance of using notation systems. The implication in this result is to not necessarily 

isolate the four essential learning areas of the Manitoba Education and Training (2011) K-8 

music curriculum framework; on the contrary, creative experiences should be integrate in all 

areas of musical learning, including: performance and language skills, valuing music, and 

understanding music in context.  

Another area of focus that may require ongoing reflection is the amount of freedom 

students should be provided during future creative assignments. Historically, many teachers 

have viewed the creative personality traits of students unfavourably (Richards, 2010; Runco, 

2007; Torrance, 1966). Torrance (1995) suggested that procrastination (which may be 

interpreted as an undesirable mannerism) may actually be beneficial to the creative process. 

One of the key findings of this study was that students enjoyed the freedom music 

composition provided. Classroom arrangements that permit students to freely explore, but 

also maintain the learning environment as a safe, welcoming atmosphere will be an ongoing 
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investigation. Furthermore, providing students with ample time to explore and generate ideas 

appears to be essential for success.   

 Lastly, the use of notation systems during the music composition process is an area of 

particular importance. Mandating the use of notation systems was deliberately omitted as 

various scholars acknowledge that traditional music classrooms are predominantly Western-

oriented (Drummond, 2010; Hess, 2014). However, a significant finding of the study was that 

students expressed challenges in remembering musical ideas. Kratus (1991) expressed that 

“[i]f a composition cannot be repeated by its composer, then it cannot be defined a product” 

(p. 114). Increased encouragement for students to record their ideas in some manner of 

notation (Western standard notation, invented systems, or through words) will be further 

explored in my practice with future students. Alternatively, as digital technology becomes 

increasingly accessible for use in music programs, students could be invited to video/audio to 

record their musical ideas as they emerge in class.   

 The implications outlined are not only relevant to my immediate teaching practice but 

may also be useful for colleagues interested in implementing similar music composition 

experiences in their own classrooms. The following guiding principles have been devised: 

1. Establish a safe learning environment and cultivate a relationship of mutual trust 

between you and your students; children must feel genuinely feel welcome to explore 

ideas, take risks, and know they can rely on your counsel. 
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2. Recognize that students’ engagement in the creative process in music may be noisy 

(and even tumultuous) but such conditions are necessary for sound exploration and 

experimentation. 

3. Demonstrate modelling of your own created melodies, chordal sequences, and 

rhythmic patterns. Invite students to model their own ideas, as well. 

4. Ensure students feel confident in their music making abilities prior to the beginning 

the creative experiences (e.g., students are comfortable performing ukulele strumming 

patterns, or students have experience improvising melodies). 

5. Provide students with a reasonable amount of time to create. Offering insufficient 

time to create may lead to unsuccessful experiences while excessive time allotment 

may lead to students’ apathy.  

These are guiding principles that I will be cognizant of when initiating future music 

composition experiences with children. 

Suggestions for Future Research 

The conclusions drawn from this study generate potential avenues for future research. 

One of the initial interests of this study was to investigate the baritone ukulele as a tool for 

learning music composition. However, as the study evolved, additional instruments were 

included (e.g., digital keyboards) and the ukulele was not as emphasized. Students expressed 

a strong appreciation for instrumental play in class; some students even brought musical 

instruments from home to use in the classroom. It would be worthwhile to investigate 

creative experiences in which the baritone ukulele was the exclusive instrument to be used in 
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music creation, as the baritone ukulele is a fairly unique instrument (capable of producing 

melodic, chordal, and/or percussive content). Investigating whether or not students had a 

heightened appreciation for creative music experiences using only one instrument may be a 

valuable research topic.  

A major component of the pedagogical innovation was its social, collaborative 

requirement. Students were prompted to create music as a part of a small group effort. 

However, results from the survey indicated that not all students felt their group members 

treated one another respectfully (see Table 12, item 4). In addition to this, a recurring theme 

that emerged from student discussions focused on ongoing arguments within student groups. 

These disagreements may have had an impact on a smaller group of students not wishing to 

compose music again in the future (see Table 12, item 8). A future study that allowed 

students either composing individually or collectively as a small group may be useful in 

deciphering if there is a difference of appreciation and/or achievement in music composition.  

Approaches for the use of notation systems during creative music experiences may 

also be an important research focus. Many students in this study opted to use some form of 

notation system when creating music. A future study which mandates students’ use of 

notation systems could be useful. Such findings may provide insight on the potential impact 

that notation systems have on students’ creative development, achievement of music learning 

outcomes, as well as their level of learning engagement and enjoyment of the music 

composition process.  
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Further inquiry into students’ perspectives on the music composition process would 

be useful. While students in this research project shared viewpoints on how they created 

music, an entire research focus could be devoted to idea generation in music composition. It 

would be very interesting to further investigate students’ perspectives on the process music 

creation itself. For instance, a researcher could investigate whether musical/artistic ideas are 

created ex nihilio (out of nothing) or ex material (out of pre-existing ideas). Do students 

believe ideas are “found” or are they “constructed”? Such sentiments emerged during 

debrief/conference conversations with students, but unfortunately the guiding questions were 

not designed to specifically capture such content.  

 Although the variance among students’ levels of intrinsic motivation was not a well-

supported finding of this study, it has also prompted interest for future research focus. It is 

curious why some young students possess an innate interest in music creation while others do 

not. Intrinsic motivation is an important trait for the creative achievement (Amabile, 1979; 

1998; Csikszentmihalyi & Wolfe, 2000/2014). In a different study, Stauffer (2013) found that 

boys initially held a lower level of intrinsic motivation than did girls; however, by the end of 

the study the levels appeared to equalize. It would be interesting to see if my students had 

similar intrinsic motivation levels; seeking to understand why students have different 

motivation levels in music could prove to be informative. 

Strengths and Limitations of the Conclusions 

 One of the strengths of this study was the use of action research methodology. As the 

research intent was to improve my practice in the area of music composition, I feel the study 
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has significantly broadened my perspective on this topic and has enhanced my professional 

learning. Students trusted me to capture their music compositions in video recordings and to 

make field note observations of their development. They were also comfortable to confide in 

me the joys and challenges they experienced during the creative experiences. Had an 

alternative research methodology been chosen, it is possible that the responses drawn from 

students may not have been as insightful. Furthermore, had a different researcher conducted 

this study (with no previous relationship with these students) there may have arisen the 

possibility that students could have been apprehensive to provide consent in having their 

music compositions video recorded. Being able to assume both roles as teacher and 

researcher with my own students may have strengthened the trustworthiness of the results.  

There are two noteworthy limitations of the study. One is that I was the single coder 

of qualitative data for this study. Regardless, I received excellent counsel from my advisor on 

thematic coding approaches and was able to decipher very important themes from the 

collected data. Two, the results of this study may only resonate with other elementary music 

teachers who share a similar teaching context, so the transferability of findings is somewhat 

limited. Nonetheless, my research design has potential to be helpful to other teacher 

researchers interested in contributing to the generation of the practical knowledge targeting 

music composition in school programs. 

Final Comments 

My involvement as a teacher-researcher has been incredibly enlightening. Having had 

the opportunity to be academically challenged by new, provocative ideas has already 
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influenced my music education practice. The literature reveals that teachers have historically 

neglected creative experiences in educational contexts and have predominantly viewed 

creative personality traits of students unfavourably. Although there appears to be emerging 

dialogue within the music education community, it is argued that there is still room for 

reconceptualization and reform within music programming to include creative music 

development. The conclusions I have drawn from this study may provide further justification 

for creative experiences in music and which aligns with the Manitoba Education and Training 

(2011) K-8 music curriculum framework. Given that creativity has been identified as a 21st 

century learning skill, improvements in education today may be achieved by supporting 

and/or introducing creative experiences in music, as well as in other mandated curriculum 

areas. It is without doubt that the development of a creative disposition in the music 

classroom can be taken into other areas of learning and life.    
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Appendices  

 

Appendix A: Creative Expression Achievement of Music Outcomes Checklist  

 

 

 Student:_________________________ 

 

Specific Learning Outcome Outcome was 

achieved 

Outcome was 

not achieved 

5-8 M-C1.1 - generate multiple ideas for music making 

through constructive experimentation with music and 

sound  

  

5-8 M-C1.2 - demonstrate understanding of 

experimentation and improvisation as a valuable 

component of the music-making process  

  

5-8 M-C2.1 - select, organize, and use a combination of 

ideas, elements, and techniques for composing and 

arranging musical pieces  

  

5-8 M-C2.2 - use a variety of compositional tools  

 
 

 

 

 

5-8 M-C2.3 - demonstrate a valuing of risk taking as a 

component of the creative process  

 

  

K-8 M-C2.5 - collaborate with others to develop and 

extend musical ideas 

 

 

 

 

5-8 M-C3.3 - rehearse, revise, and share own and 

others' music 

 

 

 

 

 

Other Observations:  
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Appendix B: Student Perspectives Surveys  

 

Student Perspectives on the Composition Process 

 

        Name:_______________ 

 

 

Items Choose the best answer. 

 

1. Before starting this project, I have 

composed music outside of class. 

YES 

 

NO 

2. For the class project, I composed 

and performed on the: 

Ukulele Xylophone Maracas Other: 

3. I enjoyed composing and 

performing on my instrument. 

YES! yes. no. NO! 

4. I enjoyed composing music in class. 

 

YES! yes. no. NO! 

5. I was confident performing my 

composition(s). 

YES! yes. no. NO! 

6. I was happy with how our 

composition(s) turned out. 

YES! yes. no. NO! 

7. I preferred working on … The 

Textural/Rhythmic 

Composition 

The 

Melodic/Harmonic 

Composition 

8. I would like to compose music in the 

future. 

YES! yes. no. NO! 
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Student Perspectives on Composing With Peers 

 

         

        Name:_______________ 

 

Items 

 

Choose the best answer. 

1. I enjoyed composing in a small 

group. 

 

YES! yes. no. NO! 

2. I would prefer to compose alone. 

 

YES! yes. no. NO! 

3. My group was productive. 

 

YES! yes. no. NO! 

4. My group members treated each 

other with respect and collaborated 

well. 

YES! yes. no. NO! 

5. My group allowed me to express my 

ideas and contribute to the 

composition. 

YES! yes. no. NO! 

6. I allowed others to share their ideas 

when creating. 

YES! yes. no. NO! 

7. I was confident performing our 

composition for my peers. 

YES! yes. no. NO! 
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Appendix C: Large Group Debrief Questions 

Student Name: _________________ 

        

1. Tell me what you enjoyed most about the music composition experience? 

 

 

 

 

 

2. What were some of the challenges you and your group faced when creating your 

music composition together? 

 

 

 

 

 

3. Do you have any suggestions for me when planning music composition lessons for 

you in the future? 
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Appendix D: Small Group Conference Questions 

        Beginning Time: ________ 

             Ending Time: ________ 

Students Names:  

___________________________________________________________________________

___________________________________________________________________________

___________________________________________________________________________ 

3. Tell me how your group worked together to create your music composition(s)? What 

role did each of you play? How did you share the workload?  

 

 

 

 

 

 

4. While you and your group members were composing music, you each engaged in 

different activities (e.g., exploring sounds, writing melodies, choosing a musical 

form, practicing and rehearsing, performing for your class, etc.). What parts of the 

composing did your group focus on the most? 
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5. You and your group members worked on two different compositions (the textural 

composition and the melodic/harmonic composition). During the textural composition 

you were able to explore many different musical sounds on your instrument. During 

the melodic/harmonic composition, you were able to create your own melodies. Tell 

me which experience did you enjoy the most and why? Which did you enjoy the least 

and why? 
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Appendix E: Oral Script for Participant Recruitment 
 

Oral Script for Third Party Recruitment Meeting for Parents & Students 

 

Good day everyone, 

  

My name is [insert name] and I am the [insert position title] in our school division. 

For the past few years Mr. Laidlaw has been studying at the University of Manitoba, working 

on his Master of Education degree. He told me that he has some new creative experiences 

planned for music class where you will all be creating music. For his research project, he is 

interested in learning more about what students’ think about when creating music together. 

Mr. Laidlaw is also interested in becoming a better music teacher and is hopeful to learn from 

your musical ideas. He is asking if you would like to be in a study where he will study your 

music creations and other activities that you do in class together. You do not have to do 

anything extra.  

 

Your participation means that you are giving him permission to study and think very 

carefully about the things you did in music creativity classes together and what you were able 

to learn and do. If you do not want to participate Mr. Laidlaw has assured me that it will not 

affect your report card grades or his relationship with you. In fact, Mr. Laidlaw will not even 

know who agrees to participate until after the school year is over! Everyone will be treated 

the same and participate in music classes as usual. 

 

 Mr. Laidlaw has also informed me that he would like to share videos of your child’s 

music compositions to other music teachers at special meetings called conferences. 

Conferences are events where educators get together and share ideas on how to teach. None 

of your faces will be in the videos, only your instruments will be shown. Mr. Laidlaw will 

always ask if you if it is okay to take a video of your music compositions. 

 

I am giving you two permission forms. You are encouraged to read these forms 

carefully. Both Mr. Laidlaw and I will be here to answer any questions following the 

presentation regarding the study. You will also have time to talk amongst yourselves. You 

may also bring the forms home and return them by the specified date. Both you and your 

parent/guardian have to agree to participate and sign the form.  
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The first form is about allowing Mr. Laidlaw to study your music creations and your 

responses in class. The second form is about allowing Mr. Laidlaw to share video clips of 

your music compositions at conferences and in his online research report. You do not have to 

agree to both or either. If you want to participate in the study but not share your video, Mr. 

Laidlaw said that is entirely fine. No one will be upset with you. You will also be provided 

with a Pledge of Confidentiality form. This form is just a statement that you acknowledge the 

importance of confidentiality and will not tell anyone that you are participating in the study.  

 

 If you have any difficulty with English and do not understand some parts of the study, 

we can schedule a meeting for you to talk to someone who can explain it to them in your 

preferred language. 

 

 At this point we would be happy to answer any questions you may have. Does anyone 

have any thoughts, concerns, or questions about this study Mr. Laidlaw will be leading? If 

have any other questions or concerns about the study that arise at a later date, you can contact 

Mr. Laidlaw or Dr. Francine Morin (Mr. Laidlaw’s Research advisor). Our contact 

information, including phone numbers and email addresses are on the forms. Thank you! 

 

In-Class Oral Script for Student Recruitment  

 

Good day everyone,  

  

My name is [insert name] and I am the [insert position title] in our school division. 

Mr. Laidlaw has been working both as a teacher and as a university student this past year. He 

has been working on his Master of Education degree at the University of Manitoba. He told 

me that he has some new creative experiences planned for music class where you will all be 

creating music. For his research project, he is interested in learning more about what your 

thoughts are on creating music together. Mr. Laidlaw is also interested in becoming a better 

music teacher and is hopeful to learn from your musical ideas. He is asking if you would like 

to be in a study where he will study your music creations and other activities that you do in 

class together. You do not have to do anything extra. Your participation means that you are 

giving him permission to study and think very carefully about the things you did in music 

creativity classes together and what you were able to learn and do. If you do not want to 

participate Mr. Laidlaw has assured me that it will not affect your report card grades or his 

relationship with you. In fact, Mr. Laidlaw will not even know who agrees to participate until 
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after the school year is over! Everyone will be treated the same and participate in music 

classes as usual. 

 Mr. Laidlaw has also informed me that he would like to share videos of your music 

compositions to other music teachers at special meetings called conferences. Conferences are 

events where educators get together and share ideas on how to teach. None of your faces will 

be in the videos, only your instruments will be shown. Mr. Laidlaw will always ask if you if 

it is okay to take a video of your music compositions. 

 

 I am giving you two permission forms. Please take these forms home to give to your 

parents/guardians. Tell your parents/guardians to read them carefully. You should talk to your 

parents/guardians and decide if you would like to participate in the study. Please bring the 

forms back to me [classroom teacher’s name] as soon as possible. Both you and your 

parent/guardian have to agree to participate and sign the form. The first form is about 

allowing Mr. Laidlaw to study your music creations and your responses in class. The second 

form is about allowing Mr. Laidlaw to share video clips of your music compositions at 

conferences and in his online research report. You do not have to agree to both or either. You 

will also be given a Pledge of Confidentiality form. This means that you will not tell others 

of who participates. If you want to participate in the study but not share your video, Mr. 

Laidlaw said that is entirely fine. No one will be upset with you. 

 

 If your parents/guardians have any difficulty with English and do not understand 

some parts of the study, Mr. Laidlaw has informed me that he can schedule a meeting for 

your parents to talk to someone who can explain it to them in their own language. 

 

 If you or your parents/guardians have any other questions or concerns about the study, 

they can contact Mr. Laidlaw or his research supervisor, Dr. Morin. Their phone numbers and 

email addresses are on the forms. 
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Appendix F: Recruitment Letter 
 

 

 

 

 

 

 

 

 

Dear Parent/Guardian, 

 

 My name is Jordan Laidlaw and for the past few years I have had the pleasure being 

your child’s music teacher at school. I am working on my Master of Education degree at the 

University of Manitoba and am interested in leading a research study involving all the Grade 

4/5 multi-age classrooms, including your child for my thesis study. Your child has been 

involved in creative music lessons that fulfill specific learning outcomes outlined in 

Manitoba’s K-8 Music curriculum. For my research, I am interested in studying your child’s 

music learning and compositions more carefully and systematically after the school year is 

over. The goal of this research is to gain more understanding about teaching and learning 

within the creative aspects of music education. I hope to improve my teaching of music 

creativity as a result of this study as the current research suggests that there is a lack of 

creativity in many music classrooms today.  

 

 On Friday, June 3rd after school at 4:30 p.m., Tyler Yip, our Divisional Teacher 

Team Leader of Seven Oaks School Division, will host an information meeting about the 

study in the school library. Coffee and snacks will be provided. All parents/guardians and 

their Grades 4/5 children are welcome to intend. If you are unable to attend this meeting, 

your child’s classroom teacher will send an information letter and consent form home for 

your review. If you still have further questions, please do not hesitate to contact me at school. 

 

 

 

 

 

 

 

 

 

 

 

230 Education Building 

University of Manitoba 

Winnipeg, Manitoba 

Canada R3T 2N2 Telephone 

(204) 474-9014 Fax (204) 

474-7550 

 

Faculty of Education  

Department of Curriculum, Teaching and Learning 
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Appendix G: Video Consent Letter 
 

 

 

 

 

 

 

 

 

Video Consent Letter for Parents 

 

Project Title: An Action Research Study of Creative Music Experiences with Grade 4 and 5 

Students Using the Baritone Ukulele 

Principal Investigator: Jordan Laidlaw, B.Ed., B.Mus., umlaidlj@myumanitoba.ca, [school 

phone number]  

Research Supervisor: Dr. Francine Morin, Francine.Morin@umanitoba.ca, (204) 474 – 9054 

 

You are being asked to participate in a research study in which video and or 

photographs of your child taken during for assessment purposes in their school music 

program will also be used as research data. The information contained in video and 

photographs is considered personal information as they present recorded information 

in which your child may be identified. Please take your time to review and read this 

consent form carefully and any accompanying information. It should give you the basic 

idea of what the research is about and what your participation will involve. If you 

would like more detail about something mentioned here, you should feel free to ask me 

or my research supervisor. Although the information captured in video and pictures is 

non-anonymous, confidentiality can be protected by restricting access to the video and 

to personal information such as the names of the participants or the institutions in 

which data will be captured.  

 

During this study, I will be taking video recordings of music compositions created by 

students and performed in small groups. These videos will be used to document children’s 

creative process and music-making experiences. The intended benefit is to improve my 

teaching practice and understand how students engage in and learn to compose music. 

Students will be informed when they are being video-recorded. They will have the 

opportunity to decline being video recorded without any penalty. 

230 Education Building 

University of Manitoba 

Winnipeg, Manitoba 

Canada R3T 2N2 Telephone 

(204) 474-9014 Fax (204) 

474-7550 

 

Faculty of Education  

Department of Curriculum, Teaching and Learning 
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As video recording is a common assessment practice in my music program, it is unlikely that 

students will feel uncomfortable during this process. All video data will show musical 

instruments and students’ hand or body positions, but not their faces. Videos will be taken 

with an Android Smartphone and/or a school camcorder during the study. Each student group 

will have a maximum of three video recordings taken of them ranging from 30-120 seconds). 

Videos will only include students’ music compositions. Voices (of students that elect to sing 

and/or rap for musical purposes) may be recorded. Students’ general conversations in class 

will not be recorded. Student anonymity is highly important. The use of video research 

increases the risk of revealing your child’s identity as a study participant, so I am taking 

precautions to reduce that risk. Video excerpts including a majority of non-consenting parents 

and/or students will not be used. Video excerpts including a majority of consenting parents 

and/or students may still be used, but non-participating students will be blurred. 

In addition to using the video as research data for analysis, I also intend to share video 

excerpts to illustrate research findings at education conferences, in the electronic version of 

my final thesis report accessible through the University of Manitoba Libraries MSpace, and 

in an online journal article. Video data generated by consenting parents and students will be 

stored for seven years on my secure, password-protected computer and back-up on a memory 

stick that will be kept in my locked filing cabinet at home. Video data that does not receive 

consent for public sharing will be deleted five years after the data analysis of this study on or 

about December 31, 2021.  

 

Consenting to share your child’s video for public presentation will not necessarily mean that 

it will be chosen for public presentation, as likely only a few will be used. If your child’s 

video is chosen for public presentation, you will be notified by me through email or 

telephone. You and your child will have the opportunity to pre-view the video before 

publication and decide if it is acceptable to share.  

If English is not your primary language and you would like the details of this study to be read 

aloud and explained in-person by an interpreter, arrangements can be made to schedule such 

a meeting. 
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An Action Research Study of Creative Music Experiences 

with Grade 4 and 5 Students Using the Baritone Ukulele 

 

PARENT/GUARDIAN VIDEO CONSENT FORM 

 

Please return this form to the school administrative assistant [insert name] by [insert date]. 

 

In signing this document I freely agree to participate in a research study in which video 

recordings capturing my child’s image may be used in the following contexts: presentations 

at educational conferences (involving teachers, professors, scholars, and/or musicians), my 

online thesis report posted on UM Libraries MSpace, and articles in online educational 

journals. I authorize the use of such data and recordings only for the scientific and 

educational purposes specified above. I have been told that my child’s name will not appear 

in any report or publication resulting from this study. I have been advised that while all 

feasible precautions are being taken to restrict the use of video-data, it is not possible to fully 

guarantee that distributed materials, especially those distributed via the Internet, will always 

be used for intended purposes.  

I have read this consent form. I have had the opportunity to discuss the research study with 

the researcher and/or his research supervisor. I have had all questions answered by them in 

language I understand. There are no known risks associated with this study. I understand that 

the data collected during this study (including students’ responses, assessments, and video 

recordings) will be destroyed five years after the completion of data analysis (December 31, 

2021). 

I believe that I have not been unduly influenced by the teacher-researcher to participate in the 

research study by any statements or implied statements. Any relationship (such as employer, 

supervisor or family member) I may have with the researcher has not affected my decision to 

participate and that I may choose to withdraw my consent and decline to the use of my 

child’s video-recordings and to participate in any activity related to this study at any time, 

without penalty, prejudice or consequence.  I understand that I will be given a copy of this 

consent form after signing it. I authorize the inspection of any of my records that relate to this 

study by the University of Manitoba. 

 

Your signature on this form indicates that you have understood to your satisfaction the 

information regarding participation in this research project and agree to your child’s 

participation as a subject. In no way does this waive your legal rights nor release the 
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researchers, sponsors, or involved institutions from their legal and professional 

responsibilities. You are free to withdraw your child from the study at any time, and/or 

refrain from answering any questions you prefer to omit, without prejudice or consequence. 

Your continued participation should be as informed as your initial consent, so you should feel 

free to ask for clarification or new information throughout your participation. 

The University of Manitoba may look at my research records to see that my research is being 

done in a safe and proper way. 

This research has been approved by the Education/Nursing Research Ethics Board. If you 

have any concerns or complaints about this project you may contact any of the above-named 

persons or the Human Ethics Coordinator at 204-474-7122. A copy of this consent form has 

been given to you to keep for your records and reference.  

 

□ Yes, I give permission for the use of teacher evaluation video data provided by me, my 

child or about my child to be shared publicly for secondary uses. These videos of students’ 

music compositions may be shared at academic conferences, in online journal articles, and/or 

the University of Manitoba’s Online Library MSpace (https://mspace.lib.umanitoba.ca/).  

□ No, I do not give permission for the use of teacher evaluation video data provided by me, 

my child or about my child to be shared publicly for secondary uses. These videos of 

students’ music compositions may be shared at academic conferences, in online journal 

articles, and/or the University of Manitoba’s Online Library MSpace 

(https://mspace.lib.umanitoba.ca/). 

 

Student Signature: _______________________________ Date: __________________ 

   

Parent/Guardian’s Signature: _______________________ Date: __________________ 

   

Parent/Guardian’s Printed Name:_____________________________________________ 

 

Researcher’s Signature: ____________________________ Date: ___________________                                                                                                                                                  

 

 

 

 

 

 

 

https://mspace.lib.umanitoba.ca/
https://mspace.lib.umanitoba.ca/
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An Action Research Study of Creative Music Experiences 

with Grade 4 and 5 Students Using the Baritone Ukulele 

 

PARENT/GUARDIAN VIDEO CONSENT FORM FOR YOUR RECORDS 

 

This copy does not need to be returned to the school. 

 

In signing this document I freely agree to participate in a research study in which video 

recordings capturing my child’s image may be used in the following contexts: presentations 

at educational conferences (involving teachers, professors, scholars, and/or musicians), my 

online thesis report posted on UM Libraries MSpace, and articles in online educational 

journals. I authorize the use of such data and recordings only for the scientific and 

educational purposes specified above. I have been told that my child’s name will not appear 

in any report or publication resulting from this study. I have been advised that while all 

feasible precautions are being taken to restrict the use of video-data, it is not possible to fully 

guarantee that distributed materials, especially those distributed via the Internet, will always 

be used for intended purposes.  

I have read this consent form. I have had the opportunity to discuss the research study with 

the researcher and/or his research supervisor. I have had all questions answered by them in 

language I understand. There are no known risks associated with this study. I understand that 

the data collected during this study (including students’ responses, assessments, and video 

recordings) will be destroyed five years after the completion of data analysis (December 31, 

2021). 

I believe that I have not been unduly influenced by the teacher researcher to participate in the 

research study by any statements or implied statements. Any relationship (such as employer, 

supervisor or family member) I may have with the researcher has not affected my decision to 

participate and that I may choose to withdraw my consent and decline to the use of my 

child’s video-recordings and to participate in any activity related to this study at any time, 

without penalty, prejudice or consequence.  I understand that I will be given a copy of this 

consent form after signing it. I authorize the inspection of any of my records that relate to this 

study by the University of Manitoba. 

 

Your signature on this form indicates that you have understood to your satisfaction the 

information regarding participation in this research project and agree to your child’s 

participation as a subject. In no way does this waive your legal rights nor release the 
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researchers, sponsors, or involved institutions from their legal and professional 

responsibilities. You are free to withdraw your child from the study at any time, and/or 

refrain from answering any questions you prefer to omit, without prejudice or consequence. 

Your continued participation should be as informed as your initial consent, so you should feel 

free to ask for clarification or new information throughout your participation. 

The University of Manitoba may look at my research records to see that my research is being 

done in a safe and proper way. 

 

This research has been approved by the Education/Nursing Research Ethics Board. If you 

have any concerns or complaints about this project you may contact any of the above-named 

persons or the Human Ethics Coordinator at 204-474-7122. A copy of this consent form has 

been given to you to keep for your records and reference.  

 

□ Yes, I give permission for the use of teacher evaluation video data provided by me, my 

child or about my child to be shared publicly for secondary uses. These videos of students’ 

music compositions may be shared at academic conferences, in online journal articles, and/or 

the University of Manitoba’s Online Library MSpace (https://mspace.lib.umanitoba.ca/).  

□ No, I do not give permission for the use of teacher evaluation video data provided by me, 

my child or about my child to be shared publicly for secondary uses. These videos of 

students’ music compositions may be shared at academic conferences, in online journal 

articles, and/or the University of Manitoba’s Online Library MSpace 

(https://mspace.lib.umanitoba.ca/). 

Student Signature: _______________________________ Date: __________________ 

   

Parent/Guardian’s Signature: _______________________ Date: __________________ 

   

Parent/Guardian’s Printed Name:_____________________________________________ 

 

Researcher’s Signature: ____________________________ Date: ___________________                                                                                                                                                  

 

 

 

 

 

 

 

https://mspace.lib.umanitoba.ca/
https://mspace.lib.umanitoba.ca/
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Appendix H: Participation Consent Letter 

 

 

 

 

 

 

 

Letter of Informed Consent for Parent & Child 

 

Research Project Title: An Action Research Study of Creative Music Experiences with Grade 

4 and 5 Students Using the Baritone Ukulele 

Researcher: Jordan Laidlaw, B.Ed., B.Mus., umlaidlj@myumanitoba.ca, [school phone 

number]  

Faculty Advisor: Dr. Francine Morin, Francine.Morin@umanitoba.ca, (204) 474 - 9054 

 

Dear Parent(s)/Guardian(s), 

This consent form, a copy of which will be left with you for your records and reference, 

is only part of the process of informed consent. It should give you the basic idea of what 

the research is about and what your child’s participation will involve. If you would like 

more detail about something mentioned here, or information not included here, you 

should feel free to ask. Please take the time to read this carefully and to understand any 

accompanying information.  

You are being asked to participate in a research study in which video and or 

photographs of your child taken during for assessment purposes in their school music 

program will also be used as research data. The information contained in video and 

photographs is considered personal information as they present recorded information 

in which your child may be identified. Please take your time to review and read this 

consent form carefully and any accompanying information. It should give you the basic 

idea of what the research is about and what your participation will involve. If you 

would like more detail about something mentioned here, you should feel free to ask me 

or my research supervisor. Although the information captured in video and pictures is 

non-anonymous, confidentiality can be protected by restricting access to the video and 

to personal information such as the names of the participants or the institutions in 

which data will be captured.  

 

230 Education Building 

University of Manitoba 

Winnipeg, Manitoba 

Canada R3T 2N2 Telephone 

(204) 474-9014 Fax (204) 

474-7550 

 

Faculty of Education  

Department of Curriculum, Teaching and Learning 
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What is the study about? I am your child’s music teacher at school. I am pursuing my Master 

of Education degree at University of Manitoba and working on my thesis research. The 

purpose of my study is to learn more about how to best teach music creativity and how 

children learn to compose music. Research suggests that creative music experiences in school 

music programs are lacking. Also, there is not much written about music teaching involving 

the baritone ukulele. Through this research I hope to improve my teaching practice, 

children’s music learning, and share my findings with other music educators.  

 

What will I be doing with your children in music classes? A series of creativity music lessons 

based creativity research will be implemented with all Grade 4 and 5 students from April to 

June 2016 during 15 thirty-minute scheduled school music classes. The music lessons target 

specific creativity learning outcomes which are a required part of the provincial music 

curriculum. Practices commonly used in our music classes will be included in these lessons: 

composing and performing music with peers, video recording performances, assessing music 

compositions, and conducting small and large group discussions about our learning. Students 

will create and share two music compositions while working in small groups of two to four 

members. Following the composing experiences, students will complete two brief surveys 

which take about five minutes to complete. The surveys ask children to share their thoughts 

about these learning experiences. I will also have conversations with each small music 

composing group to learn more about their perspectives and learning experiences. A small 

digital audio recording device will be used to record these conferences for later transcription 

by me and analysis.    

 

Videos will be taken with my Android Smartphone or a school camcorder during the music 

lessons. Videotapes will show musical instruments and students’ hand or body positions only. 

Students’ faces will not be video recorded. Precautions will be taken to protect the identity of 

your child. Video data that does not receive consent for sharing will be deleted immediately 

after the completion of this study. All other written and recorded media will be destroyed 

following the conclusion of this study. 

 

What consent is being requested and why? All students will be participating in creative music 

lessons that fulfill specific learning outcomes outlined in our Manitoba K-8 Music 

curriculum. Specifically, I am asking for consent to carefully study students’ music 

compositions, responses to the lessons, and assessments for research purposes and to publish 

the results. Consenting means that you are giving me permission to analyze your child’s: 

responses to lessons, music compositions, and assessments. Findings will be published in my 
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written thesis report, journal articles and/or presented at education conferences. The study 

will help me better understand the children’s creative learning in music and improve my 

teaching practice. 

 

Will the information gathered remain confidential? The identities of student participants will 

remain confidential during and after the publication of this study. As video recordings will be 

used, absolute confidentiality cannot be guaranteed. However, numerous precautions are 

being taken to protect the identity of your child (e.g., videos focusing primarily on the 

musical instruments). Students’ faces will not be shown in any recorded videos. Voices (of 

students that elect to sing and/or rap for musical purposes) may be recorded. Students’ 

general conversations in class will not be recorded. Furthermore, the location of this study 

(e.g., the name of the school, the name of the city) will remain anonymous. All digital copies 

of data will be stored on my password-protected computer at home, as well as on a USB 

memory stick which I alone will have access to. Physical copies of data collected will be 

stored in a locked filing cabinet at my home residence. All data in electronic or written forms 

containing students’ responses and assessments will be deleted or shredded five years after 

the data analysis (expected date of December 31, 2021). Students’ names will not be used in 

any future publication derived from this study. Alternatively, false names (pseudonyms) will 

be used.  

 

What are the risks and benefits of participating in the study? There is minimal risk to 

participation in this study, nothing foreseeable. The research used to design the music 

creativity curriculum lesson series offers promise to support your child’s creative learning 

and development in music. I will benefit from having the opportunity to improve my creative 

music teaching practices and by extension my future students’ music learning. There will be 

no compensation to students and/or families that do choose to participate.  

 

What if we change our mind about participating in the study? Parent and student 

participation in this project is voluntary and ongoing. Students will not be penalized in any 

way if they should choose to not participate. Students are free to withdraw their participation 

at any point in the study without penalty by contacting the school’s administrative assistant, 

[insert name and contact information]. Students and participants may participate fully or 

partially in the research. For example, you can provide me with permission to use student 

assessments, but not video-recordings. The decision to participate will not in any way affect 

students’ report card evaluations. To assure you of this, I will not be notified of which parents 
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and students are participating until the conclusion of the school year (June 30, 2016), after 

reports are sent home.  

 

How do I plan to share my research result with others? Findings will be published in a 

written thesis accessible online through the University of Manitoba’s Online Library MSpace 

(https://mspace.lib.umanitoba.ca/). The results may also be shared at future education 

conferences and/or published in journal articles. Summary reports will be shared with 

participants. 

 

How will the research results be shared with parents and children? Once the data has been 

fully collected, a short de-brief will be held with students and their parents/guardians in June 

2016 at the school. Each student participant (and their families) will receive a brief summary 

of the results delivered through your (the parent/guardian) choice of delivery (e.g., email, 

mail, pick-up) once data analysis has been completed. Data analysis is expected to be 

completed by December 31st, 2016.    

                    

How will I manage my authority and conflict of interest? As your child’s music teacher, I am 

in a position of authority, and I am aware that you or your child might feel pressured to 

participate to support me in my study. I am also in a conflict of interest position because I 

have something to gain by your consenting to allow me to use your child’s responses to my 

music teaching for my thesis research as well. Please do not feel pressured to participate. 

Your decision will not have any negative impact on your child’s grades or my relationship 

with your child. I will be unaware of which students participate until June 30th, 2016 after 

report cards have been submitted. I want your participation to be voluntary.   

How do I give my consent? Please see the attached form. If you are interested in 

participating, read the form carefully, fill out all the necessary information, and return it to 

our school administrative assistant by the date specified. An additional form has been 

included so that you may keep a copy for your own records.  

 

If English is not your primary language and you would like the details of this study to be read 

aloud and explained in-person by an interpreter, arrangements can be made to schedule such 

a meeting. Please feel free to contact me if you have any other questions regarding any aspect 

of the study.  

 

 

 

https://mspace.lib.umanitoba.ca/
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An Action Research Study of Creative Music Experiences  

with Grade 4 and 5 Students Using the Baritone Ukulele 

 

PARENT/GUARDIAN CONSENT FORM 

 

Please return this form to the school administrative assistant by [Insert Date].  

 

Your signature on this form indicates that you have understood to your satisfaction the 

information regarding participation in this research project and agree to participate as a 

subject. In no way does this waive your legal rights nor release the researchers, sponsors, or 

involved institutions from their legal and professional responsibilities. You are free to 

withdraw from the study at any time, and/or refrain from answering any questions you prefer 

to omit, without prejudice or consequence. Your continued participation should be as 

informed as your initial consent, so you should feel free to ask for clarification or new 

information throughout your participation. 

The University of Manitoba may look at my research records to see that my research is being 

done in a safe and proper way. 

I have read this consent form. I have had the opportunity to discuss the research study with 

the researcher and/or his research supervisor. I have had all questions answered by them in 

language I understand. There are no known risks associated with this study.  I understand that 

the data collected during this study (including students’ responses, assessments, and video 

recordings) will be destroyed five years after the completion of data analysis (December 31, 

2021). 

I believe that I have not been unduly influenced by the teacher-researcher to participate in the 

research study by any statements or implied statements. Any relationship (such as employer, 

supervisor or family member) I may have with the researcher has not affected my decision to 

participate and that I may choose to withdraw my consent and decline to the use of my 

child’s video-recordings and to participate in any activity related to this study at any time, 

without penalty, prejudice or consequence.  I understand that I will be given a copy of this 

consent form after signing it. I authorize the inspection of any of my records that relate to this 

study by the University of Manitoba. 

 

This research has been approved by the Education/Nursing Research Ethics Board. If you 

have any concerns or complaints about this project you may contact any of the above-named 
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person or the Human Ethics Coordinator 204-474-7122. A copy of this consent form has been 

given to you to keep for your records and reference.  

 

□ Yes, I give permission for the use of music assessment data about my child for research 

purposes. These data include: small group conference notes; whole class de-brief session 

notes; student surveys; video recordings of music compositions; teacher field note 

observations; and music composition assessments. 

 

□ No, I do not give permission for the use of music assessment data about my child for 

research purposes. These data include: small group conference notes; whole class de-brief 

session notes; student surveys; video recordings of music compositions; teacher field note 

observations; and music composition assessments. 

 

Student Signature: _______________________________ Date: __________________ 

   

Parent/Guardian’s Signature: _______________________ Date: __________________ 

   

Parent/Guardian’s Printed Name:_____________________________________________ 

 

Researcher’s Signature: ____________________________ Date: ___________________                                                                                                                                                  
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An Action Research Study of Creative Music Experiences 

with Grade 4 and 5 Students Using the Baritone Ukulele 

 

PARENT/GUARDIAN CONSENT FORM FOR YOUR RECORDS 

 

This form does not need to be returned to the school. 

 

Your signature on this form indicates that you have understood to your satisfaction the 

information regarding participation in this research project and agree to participate as a 

subject. In no way does this waive your legal rights nor release the researchers, sponsors, or 

involved institutions from their legal and professional responsibilities. You are free to 

withdraw from the study at any time, and/or refrain from answering any questions you prefer 

to omit, without prejudice or consequence. Your continued participation should be as 

informed as your initial consent, so you should feel free to ask for clarification or new 

information throughout your participation. 

I have read this consent form. I have had the opportunity to discuss the research study with 

the researcher and/or his research supervisor. I have had all questions answered by them in 

language I understand. There are no known risks associated with this study. I understand that 

the data collected during this study (including students’ responses, assessments, and video 

recordings) will be destroyed five years after the completion of data analysis (December 31, 

2021). 

I believe that I have not been unduly influenced by the teacher-researcher to participate in the 

research study by any statements or implied statements. Any relationship (such as employer, 

supervisor or family member) I may have with the researcher has not affected my decision to 

participate and that I may choose to withdraw my consent and decline to the use of my 

child’s video-recordings and to participate in any activity related to this study at any time, 

without penalty, prejudice or consequence.  I understand that I will be given a copy of this 

consent form after signing it. I authorize the inspection of any of my records that relate to this 

study by the University of Manitoba. 

 

The University of Manitoba may look at my research records to see that my research is being 

done in a safe and proper way. 

 

This research has been approved by the Education/Nursing Research Ethics Board. If you 

have any concerns or complaints about this project you may contact any of the above-named 
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person or the Human Ethics Coordinator 204-474-7122. A copy of this consent form has been 

given to you to keep for your records and reference.  

 

□ Yes, I give permission for the use of music assessment data about my child for research 

purposes. These data include: small group conference notes; whole class de-brief session 

notes; student surveys; video recordings of music compositions; teacher field note 

observations; and music composition assessments. 

 

□ No, I do not give permission for the use of music assessment data about my child for 

research purposes. These data include: small group conference notes; whole class de-brief 

session notes; student surveys; video recordings of music compositions; teacher field note 

observations; and music composition assessments. 

 

Student Signature: _______________________________ Date: __________________ 

   

Parent/Guardian’s Signature: _______________________ Date: __________________ 

   

Parent/Guardian’s Printed Name:_____________________________________________ 

 

Researcher’s Signature: ____________________________ Date: ___________________                                                                                                                                                  
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Appendix I: School Administrator Consent Letter 

 

 

 

 

 

 

 

 

Letter of Informed Consent for School Administrator 

 

Research Project Title: An Action Research Study of Creative Music Experiences with Grade 

4 and 5 Students Using the Baritone Ukulele 

Researcher: Jordan Laidlaw, B.Ed., B.Mus., umlaidlj@myumanitoba.ca, [school phone 

number]  

Faculty Advisor: Dr. Francine Morin, Francine.Morin@umanitoba.ca, (204) 474 - 9054 

 

Dear School Principal, 

 

This consent form, a copy of which will be left with you for your records and reference, 

is only part of the process of informed consent. It should give you the basic idea of what 

the research is about and what your child’s participation will involve. If you would like 

more detail about something mentioned here, or information not included here, you 

should feel free to ask. Please take the time to read this carefully and to understand any 

accompanying information. 

 

You are being asked to participate in a research study in which video and or 

photographs of students taken during for assessment purposes in their school music 

program will also be used as research data. The information contained in video and 

photographs is considered personal information as they present recorded information 

in which students may be identified. Please take your time to review and read this 

consent form carefully and any accompanying information. It should give you the basic 

idea of what the research is about and what your participation will involve. If you 

would like more detail about something mentioned here, you should feel free to ask me 

or my research supervisor. Although the information captured in video and pictures is 

non-anonymous, confidentiality can be protected by restricting access to the video and 

230 Education Building 

University of Manitoba 

Winnipeg, Manitoba 

Canada R3T 2N2 Telephone 

(204) 474-9014 Fax (204) 

474-7550 
 

Faculty of Education  

Department of Curriculum, Teaching and Learning 
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to personal information such as the names of the participants or the institutions in 

which data will be captured.  

 

What is the study about? I am pursuing my Master of Education degree at University of 

Manitoba and working on my thesis research. The purpose of my study is to learn more about 

how to best teach music creativity and how children learn to compose music. Research 

suggests that creative music experiences in school music programs are lacking. Also, there is 

not much written about music teaching involving the baritone ukulele. Through this research 

I hope to improve my teaching practice, children’s music learning, and share my findings 

with other music educators.  

 

What will I be doing with students in music classes? A series of creativity music lessons 

based creativity research will be implemented with all Grade 4 and 5 students from April to 

June 2016 during 15 thirty-minute scheduled school music classes. The music lessons target 

specific creativity learning outcomes which are a required part of the provincial music 

curriculum. Practices commonly used in our music classes will be included in these lessons: 

composing and performing music with peers, video recording performances, assessing music 

compositions, and conducting small and large group discussions about our learning. Students 

will create and share two music compositions while working in small groups of two to four 

members. Following the composing experiences, students will complete two brief surveys 

which take about five minutes to complete. The surveys ask children to share their thoughts 

about these learning experiences. I will also have conversations with each small music 

composing group to learn more about their perspectives and learning experiences. A small 

digital audio recording device will be used to record these conferences for later transcription 

by me and analysis.    

 

Videos will be taken with my Android Smartphone or a school camcorder during the music 

lessons. Videotapes will show musical instruments and students’ hand or body positions only. 

Students’ faces will not be video recorded. Precautions will be taken to protect the identity of 

your child. Video data that does not receive consent for sharing will be deleted immediately 

after the completion of this study. All other written and recorded media will be destroyed 

following the conclusion of this study. 

 

What consent is being requested and why? All students will be participating in creative music 

experiences as they fulfill specific learning outcomes outlined in our Manitoba music 

curriculum framework. Specifically, I am asking for consent to carefully study students’ 
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responses and assessments for research purposes and to eventually publish the results. By 

consenting, you will allow me to analyze students’: responses, music compositions, and 

assessments. Findings will be published as a part of this thesis and may be shared in future 

articles and/or conferences. Such tactful study will help me better understand the 

effectiveness of my teaching practice, and help me improve my instruction for future 

curriculum planning. 

 

Will the information gathered remain confidential? The identities of student participants will 

remain confidential during and after the publication of this study. As video recordings will be 

used, absolute confidentiality cannot be guaranteed. However, numerous precautions are 

being taken to protect the identity of your child (e.g., videos focusing primarily on the 

musical instruments). Students’ faces will not be shown in any recorded videos. Voices (of 

students that elect to sing and/or rap for musical purposes) may be recorded. Students’ 

general conversations in class will not be recorded. Furthermore, the location of this study 

(e.g., the name of the school, the name of the city) will remain anonymous. All digital copies 

of data will be stored on my password-protected computer at home, as well as on a USB 

memory stick which I alone will have access to. Physical copies of data collected will be 

stored in a locked filing cabinet at my home residence. All data containing students’ 

responses and assessments will be destroyed five years after the data analysis portion of this 

study (expected date of December 31, 2021). Students’ names will not be used in any future 

publication derived from this study. Alternatively, fake names will be used (e.g., “Johnny”).   

 

What are the risks and benefits of participating in the study? There is minimal risk to 

participation in this study, nothing foreseeable. The research used to design the music 

creativity curriculum lesson series offers promise to support your child’s creative learning 

and development in music. I will benefit from having the opportunity to improve my creative 

music teaching practices and by extension my future students’ music learning. There will be 

no compensation to students and/or families that do choose to participate. 

 

What if we change our mind about participating in the study? Parent and student 

participation in this project is voluntary and ongoing. Students will not be penalized in any 

way if they should choose to not participate. Students are free to withdraw their participation 

at any point in the study without penalty by contacting the school’s administrative assistant, 

[insert name and contact information]. Students and participants may participate fully or 

partially in the research. For example, you can provide me with permission to use student 

assessments, but not video-recordings. The decision to participate will not in any way affect 
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students’ report card evaluations. To assure you of this, I will not be notified of which parents 

and students are participating until the conclusion of the school year (June 30, 2016), after 

reports are sent home.  

 

How do I plan to share my research result with others? The results of this study are intended 

to be shared with other scholars and educators. Findings will be published as a part of this 

thesis and will be accessible through the University of Manitoba’s Online Library MSpace 

(https://mspace.lib.umanitoba.ca/). The results may also be shared at future conferences 

and/or published in journal articles.  

 

How will the research results be shared with parents and children? Once the data has been 

fully collected, a short de-brief will be held with students and their parents/guardians in June 

2016 at the school. Each student participant (and their families) will receive a brief summary 

of the results delivered through the parent/guardian’s choice of delivery (e.g., email, mail, 

pick-up) once data analysis has been completed. You will also receive a brief summary of the 

results delivered through your preference of delivery. Data analysis is expected to be 

completed by December 31st, 2016.       

                 

How will I manage my authority and conflict of interest? As I am the school music teacher, I 

am in a position of authority, and I am aware that students might feel pressured to participate 

to support me in my study. I am also in a conflict of interest position because I have 

something to gain by parents consenting to allow me to use their child’s responses to my 

music teaching for my thesis research as well. Families are reminded to not feel pressured to 

participate. Their decision will not have any negative impact on your child’s grades or my 

relationship with your child. I will be unaware of which students participate until June 30th, 

2016 after report cards have been submitted. I want your participation to be voluntary.   

 

How do I give my consent? Please see the attached form. If you are fine with outlined 

research procedures, read the form carefully, fill out all the necessary information, and return 

it to me as soon as possible. An additional form has been included so that you may keep a 

copy for your own records.  

 

 

 

 

 

https://mspace.lib.umanitoba.ca/
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An Action Research Study of Creative Music Experiences  

with Grade 4 and 5 Students Using the Baritone Ukulele 

 

SCHOOL PRINCIPAL CONSENT FORM FOR YOUR RECORDS 

 

This form does not need to be returned to the primary researcher. 

 

Your signature on this form indicates that you have understood to your satisfaction the 

information regarding participation in this research project and agree to participate as a 

subject. In no way does this waive your legal rights nor release the researchers, sponsors, or 

involved institutions from their legal and professional responsibilities. You are free to 

withdraw from the study at any time, and/or refrain from answering any questions you prefer 

to omit, without prejudice or consequence. Your continued participation should be as 

informed as your initial consent, so you should feel free to ask for clarification or new 

information throughout your participation. 

 

The University of Manitoba may look at my research records to see that my research is being 

done in a safe and proper way. 

I have read this consent form. I have had the opportunity to discuss the research study with 

the researcher and/or his research supervisor. I have had all questions answered by them in 

language I understand. There are no known risks associated with this study. I understand that 

I will be given a copy of this consent form after signing it. I authorize the inspection of any 

of my records that relate to this study by the University of Manitoba. 

This research has been approved by the Education/Nursing Research Ethics Board. If you 

have any concerns or complaints about this project you may contact any of the above-named 

person or the Human Ethics Coordinator 204-474-7122. A copy of this consent form has been 

given to you to keep for your records and reference.  

 

□ Yes, I give permission for the use of music assessment data involving students for research 

purposes. These data include: small group conference notes; whole class de-brief session 

notes; student surveys; video recordings of music compositions; teacher field note 

observations; and music composition assessments. 

 

□ No, I do not give permission for the use of music assessment data involving students for 

research purposes. These data include: small group conference notes; whole class de-brief 
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session notes; student surveys; video recordings of music compositions; teacher field note 

observations; and music composition assessments.  

 

School Principal’s Signature: _______________________ Date: __________________ 

   

School Principal’s Printed Name:_____________________________________________ 

 

Researcher’s Signature: ____________________________ Date: ___________________                                                                                                                                                
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An Action Research Study of Creative Music Experiences  

with Grade 4 and 5 Students Using the Baritone Ukulele 

 

SCHOOL PRINCIPAL CONSENT FORM FOR YOUR RECORDS 

 

Please return to the primary researcher as soon as possible. 

 

Your signature on this form indicates that you have understood to your satisfaction the 

information regarding participation in this research project and agree to participate as a 

subject. In no way does this waive your legal rights nor release the researchers, sponsors, or 

involved institutions from their legal and professional responsibilities. You are free to 

withdraw from the study at any time, and/or refrain from answering any questions you prefer 

to omit, without prejudice or consequence. Your continued participation should be as 

informed as your initial consent, so you should feel free to ask for clarification or new 

information throughout your participation. 

The University of Manitoba may look at my research records to see that my research is being 

done in a safe and proper way. 

I have read this consent form. I have had the opportunity to discuss the research study with 

the researcher and/or his research supervisor. I have had all questions answered by them in 

language I understand. There are no known risks associated with this study. I understand that 

I will be given a copy of this consent form after signing it. I authorize the inspection of any 

of my records that relate to this study by the University of Manitoba. 

This research has been approved by the Education/Nursing Research Ethics Board. If you 

have any concerns or complaints about this project you may contact any of the above-named 

person or the Human Ethics Coordinator 204-474-7122. A copy of this consent form has been 

given to you to keep for your records and reference.  
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□ Yes, I give permission for the use of music assessment data involving students for research 

purposes. These data include: small group conference notes; whole class de-brief session 

notes; student surveys; video recordings of music compositions; teacher field note 

observations; and music composition assessments. 

 

□ No, I do not give permission for the use of music assessment data involving students for 

research purposes. These data include: small group conference notes; whole class de-brief 

session notes; student surveys; video recordings of music compositions; teacher field note 

observations; and music composition assessments. 

   

School Principal’s Signature: _______________________ Date: __________________ 

   

School Principal’s Printed Name:_____________________________________________ 

 

Researcher’s Signature: ____________________________ Date: ___________________             
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Appendix J: Superintendent Consent Letter 

                                                                      

 

 

 

                                                                                                                 

 

 

Consent Letter for Superintendent 

 

Research Project Title: An Action Research Study of Creative Music Experiences with Grade 

4 and 5 Students Using the Baritone Ukulele 

Researcher: Jordan Laidlaw, B.Ed., B.Mus., umlaidlj@myumanitoba.ca, [school phone 

number]  

Faculty Advisor: Dr. Francine Morin, Francine.Morin@umanitoba.ca, (204) 474 - 9054 

 

Dear Superintendent, 

 

This consent form, a copy of which will be left with you for your records and reference, 

is only part of the process of informed consent. It should give you the basic idea of what 

the research is about and what your child’s participation will involve. If you would like 

more detail about something mentioned here, or information not included here, you 

should feel free to ask. Please take the time to read this carefully and to understand any 

accompanying information.  

 

You are being asked to participate in a research study in which video and or 

photographs of students taken during for assessment purposes in their school music 

program will also be used as research data. The information contained in video and 

photographs is considered personal information as they present recorded information 

in which students may be identified. Please take your time to review and read this 

consent form carefully and any accompanying information. It should give you the basic 

idea of what the research is about and what your participation will involve. If you 

would like more detail about something mentioned here, you should feel free to ask me 

or my research supervisor. Although the information captured in video and pictures is 

non-anonymous, confidentiality can be protected by restricting access to the video and 

230 Education Building 

University of Manitoba 

Winnipeg, Manitoba 

Canada R3T 2N2 Telephone 

(204) 474-9014 Fax (204) 

474-7550 

 

Faculty of Education  

Department of Curriculum, Teaching and Learning 
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to personal information such as the names of the participants or the institutions in 

which data will be captured.  

 

What is the study about? I am pursuing my Master of Education degree at University of 

Manitoba and working on my thesis research. The purpose of my study is to learn more about 

how to best teach music creativity and how children learn to compose music. Research 

suggests that creative music experiences in school music programs are lacking. Also, there is 

not much written about music teaching involving the baritone ukulele. Through this research 

I hope to improve my teaching practice, children’s music learning, and share my findings 

with other music educators.  

 

What will I be doing with students in music classes? A series of creativity music lessons 

based creativity research will be implemented with all Grade 4 and 5 students from April to 

June 2016 during 15 thirty-minute scheduled school music classes. The music lessons target 

specific creativity learning outcomes which are a required part of the provincial music 

curriculum. Practices commonly used in our music classes will be included in these lessons: 

composing and performing music with peers, video recording performances, assessing music 

compositions, and conducting small and large group discussions about our learning. Students 

will create and share two music compositions while working in small groups of two to four 

members. Following the composing experiences, students will complete two brief surveys 

which take about five minutes to complete. The surveys ask children to share their thoughts 

about these learning experiences. I will also have conversations with each small music 

composing group to learn more about their perspectives and learning experiences. A small 

digital audio recording device will be used to record these conferences for later transcription 

by me and analysis.    

 

Videos will be taken with my Android Smartphone or a school camcorder during the music 

lessons. Videotapes will show musical instruments and students’ hand or body positions only. 

Students’ faces will not be video recorded. Precautions will be taken to protect the identity of 

your child. Video data that does not receive consent for sharing will be deleted immediately 

after the completion of this study. All other written and recorded media will be destroyed 

following the conclusion of this study. 

 

What consent is being requested and why? All students will be participating in creative music 

experiences as they fulfill specific learning outcomes outlined in our Manitoba music 

curriculum framework. Specifically, I am asking for consent to carefully study students’ 
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responses and assessments for research purposes and to eventually publish the results. By 

consenting, you will allow me to analyze students’: responses, music compositions, and 

assessments. Findings will be published as a part of this thesis and may be shared in future 

articles and/or conferences. Such tactful study will help me better understand the 

effectiveness of my teaching practice, and help me improve my instruction for future 

curriculum planning. 

 

Will the information gathered remain confidential? The identities of student participants will 

remain confidential during and after the publication of this study. As video recordings will be 

used, absolute confidentiality cannot be guaranteed. However, numerous precautions are 

being taken to protect the identity of your child (e.g., videos focusing primarily on the 

musical instruments). Students’ faces will not be shown in any recorded videos. Voices (of 

students that elect to sing and/or rap for musical purposes) may be recorded. Students’ 

general conversations in class will not be recorded. Furthermore, the location of this study 

(e.g., the name of the school, the name of the city) will remain anonymous. All digital copies 

of data will be stored on my password-protected computer at home, as well as on a USB 

memory stick which I alone will have access to. Physical copies of data collected will be 

stored in a locked filing cabinet at my home residence. All data containing students’ 

responses and assessments will be destroyed five years after the data analysis portion of this 

study (expected date of December 31, 2021). Students’ names will not be used in any future 

publication derived from this study. Alternatively, fake names will be used (e.g., “Johnny”).   

 

What are the risks and benefits of participating in the study? There is minimal risk to 

participation in this study, nothing foreseeable. The research used to design the music 

creativity curriculum lesson series offers promise to support your child’s creative learning 

and development in music. I will benefit from having the opportunity to improve my creative 

music teaching practices and by extension my future students’ music learning. There will be 

no compensation to students and/or families that do choose to participate. 

 

What if we change our mind about participating in the study? Parent and student 

participation in this project is voluntary and ongoing. Students will not be penalized in any 

way if they should choose to not participate. Students are free to withdraw their participation 

at any point in the study without penalty by contacting the school’s administrative assistant, 

[insert name and contact information]. Students and participants may participate fully or 

partially in the research. For example, you can provide me with permission to use student 

assessments, but not video-recordings. The decision to participate will not in any way affect 
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students’ report card evaluations. To assure you of this, I will not be notified of which parents 

and students are participating until the conclusion of the school year (June 30, 2016), after 

reports are sent home.  

 

How do I plan to share my research result with others? The results of this study are intended 

to be shared with other scholars and educators. Findings will be published as a part of this 

thesis and will be accessible through the University of Manitoba’s Online Library MSpace 

(https://mspace.lib.umanitoba.ca/). The results may also be shared at future conferences 

and/or published in journal articles.  

 

How will the research results be shared with parents and children? Once the data has been 

fully collected, a short de-brief will be held with students and their parents/guardians in June 

2016 at the school. Each student participant (and their families) will receive a brief summary 

of the results delivered through the parent/guardian’s choice of delivery (e.g., email, mail, 

pick-up) once data analysis has been completed. You will also receive a brief summary of the 

results delivered through your preference of delivery. Data analysis is expected to be 

completed by December 31st, 2016.             

           

How will I manage my authority and conflict of interest? As I am the school music teacher, I 

am in a position of authority, and I am aware that students might feel pressured to participate 

to support me in my study. I am also in a conflict of interest position because I have 

something to gain by parents consenting to allow me to use their child’s responses to my 

music teaching for my thesis research as well. Families are reminded to not feel pressured to 

participate. Their decision will not have any negative impact on your child’s grades or my 

relationship with your child. I will be unaware of which students participate until June 30th, 

2016 after report cards have been submitted. I want your participation to be voluntary.   

How do I give my consent? Please see the attached form. If you are fine with outlined 

research procedures, read the form carefully, fill out all the necessary information, and return 

it to me as soon as possible. An additional form has been included so that you may keep a 

copy for your own records.  

 

 

 

 

 

 

https://mspace.lib.umanitoba.ca/
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An Action Research Study of Creative Music Experiences 

with Grade 4 and 5 Students Using the Baritone Ukulele 

 

SUPERINTENDENTS’ CONSENT FORM FOR YOUR RECORDS 

 

This form does not need to be returned to the principal researcher. 

 

Your signature on this form indicates that you have understood to your satisfaction the 

information regarding participation in this research project and agree to participate as a 

subject. In no way does this waive your legal rights nor release the researchers, sponsors, or 

involved institutions from their legal and professional responsibilities. You are free to 

withdraw from the study at any time, and/or refrain from answering any questions you prefer 

to omit, without prejudice or consequence. Your continued participation should be as 

informed as your initial consent, so you should feel free to ask for clarification or new 

information throughout your participation. 

 

The University of Manitoba may look at my research records to see that my research is being 

done in a safe and proper way. 

I have read this consent form. I have had the opportunity to discuss the research study with 

the researcher and/or his research supervisor. I have had all questions answered by them in 

language I understand. There are no known risks associated with this study. I understand that 

I will be given a copy of this consent form after signing it. I authorize the inspection of any 

of my records that relate to this study by the University of Manitoba. 

This research has been approved by the Education/Nursing Research Ethics Board. If you 

have any concerns or complaints about this project you may contact any of the above-named 

person or the Human Ethics Coordinator 204-474-7122. A copy of this consent form has been 

given to you to keep for your records and reference.  

 

□ Yes, I give permission for the use of music assessment data involving students for research 

purposes. These data include: small group conference notes; whole class de-brief session 

notes; student surveys; video recordings of music compositions; teacher field note 

observations; and music composition assessments. 

 

□ No, I do not give permission for the use of music assessment data involving students for 

research purposes. These data include: small group conference notes; whole class de-brief 
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session notes; student surveys; video recordings of music compositions; teacher field note 

observations; and music composition assessments.   

School Principal’s Signature: _______________________ Date: __________________ 

   

School Principal’s Printed Name:_____________________________________________ 

 

Researcher’s Signature: ____________________________ Date: ___________________                                                                                                                                                  
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An Action Research Study of Creative Music Experiences  

with Grade 4 and 5 Students Using the Baritone Ukulele 

 

SUPERINTENDENTS’ CONSENT FORM FOR YOUR RECORDS 

 

Please return to the principal researcher as soon as possible. 

 

Your signature on this form indicates that you have understood to your satisfaction the 

information regarding participation in this research project and agree to participate as a 

subject. In no way does this waive your legal rights nor release the researchers, sponsors, or 

involved institutions from their legal and professional responsibilities. You are free to 

withdraw from the study at any time, and/or refrain from answering any questions you prefer 

to omit, without prejudice or consequence. Your continued participation should be as 

informed as your initial consent, so you should feel free to ask for clarification or new 

information throughout your participation. 

 

The University of Manitoba may look at my research records to see that my research is being 

done in a safe and proper way. 

I have read this consent form. I have had the opportunity to discuss the research study with 

the researcher and/or his research supervisor. I have had all questions answered by them in 

language I understand. There are no known risks associated with this study. I understand that 

I will be given a copy of this consent form after signing it. I authorize the inspection of any 

of my records that relate to this study by the University of Manitoba. 

This research has been approved by the [name of appropriate REB upon approval]. If you 

have any concerns or complaints about this project you may contact any of the above-named 

person or the Human Ethics Coordinator 204-474-7122. A copy of this consent form has been 

given to you to keep for your records and reference.  

 

□ Yes, I give permission for the use of music assessment data about students for research 

purposes. These data include: small group conference notes; whole class de-brief session 

notes; student surveys; video recordings of music compositions; teacher field note 

observations; and music composition assessments. 

 

□ No, I do not give permission for the use of music assessment data about students for 

research purposes. These data include: small group conference notes; whole class de-brief 
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session notes; student surveys; video recordings of music compositions; teacher field note 

observations; and music composition assessments. 

   

School Principal’s Signature: _______________________ Date: __________________ 

   

School Principal’s Printed Name:_____________________________________________ 

 

Researcher’s Signature: ____________________________ Date: ___________________                                                                                                                                                 
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Appendix K: Confidentiality Agreement 

 

Please return to the school administrative assistant [insert name] by [insert date] 

 

Title of Research Project: An Action Research Study of Creative Music Experiences with 

Grade 4 and 5 Students Using the Baritone Ukulele 

 

Local Principal Investigator: Jordan Laidlaw 

 

As a participant in this research study, I understand that I may have knowledge of 

confidential information about the study site and participants. By signing this statement, I am 

indicating my understanding of my responsibilities to maintain confidentiality and agree to 

the following:  

 

 I understand that names and any other identifying information about study sites and 

participants are completely confidential.  

 

 I agree not to reveal or otherwise make known to unauthorized persons or to the 

public any information that could identify the persons who participated in the study.  

 

 I agree to notify the principal investigator immediately should I become aware of an 

actual breach of confidentiality or a situation which could potentially result in a 

breach, whether this be on my part or on the part of another person. 

 

______________________________     ________________  _____________________ 

Signature           Date          Printed name 

______________________________     ________________   _____________________ 

Signature of Local Principal Investigator   Date                      Printed name 
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Confidentiality Agreement 

 

For your records – This form does not need to be returned to the principal researcher. 

 

Title of Research Project: An Action Research Study of Creative Music Experiences with 

Grade 4 and 5 Students Using the Baritone Ukulele 

 

Local Principal Investigator: Jordan Laidlaw 

 

As a participant in this research study, I understand that I may have knowledge of 

confidential information about the study site and participants. By signing this statement, I am 

indicating my understanding of my responsibilities to maintain confidentiality and agree to 

the following:  

 

 I understand that names and any other identifying information about study sites and 

participants are completely confidential.  

 

 I agree not to reveal or otherwise make known to unauthorized persons or to the 

public any information that could identify the persons who participated in the study.  

 

 I agree to notify the principal investigator immediately should I become aware of an 

actual breach of confidentiality or a situation which could potentially result in a 

breach, whether this be on my part or on the part of another person. 

 

______________________________     ________________  _____________________ 

Signature           Date           Printed name 

______________________________     ________________   _____________________ 

Signature of Local Principal Investigator    Date               Printed name 

 

 

 

 

 


